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"The light-flower of heaven and earth fills all the
thousand spaces. But also the light-flower of the
individual body passes through heaven and covers the
earth. Therefore, as soon as the light 1s cirzulating,
heaven and earth, mountains and rivers, are all '
circulating with it at the same time. To concentrate
the seed-flower of the human body above in the eyes,
that is the great key of the human body."

- THE SECRET OF THE GOLDEN FLOWER.

"Zen Meditation 1s purely a subjective experience
completed by a concentration which holds the inner

mind calm, pure and serene. And yet Zen meditation
produces a special psychological state based on the
changes in the electroencephalogram. Therefore, Zen
meditation influences not only the psychic life

but also the physioclogy of the brain."

- AKIRA KASAMATSU AND TOMIO HIRAI ("An Electroen-
cephalographic Study on the Zen Meditation (Zazen)")

in ALTERED STATES OF CONSCIOUSNESS (Charles Tart, editor).

"We are not yet aware that telepathy 1is conveyed
through the resonance factors of the mind... The
electromagnetic vibration of the head might lead
the way to Electronic Zen."

- NAM JUNE PAIK.



ELECTRONIC ZEN: THE ALTERNATE VIDEO GENERATION

PREFACE

Although the medium of television has existed in the American
home since the post-war period, it has only been since the advent
of portable video recorders in the late sixties that a meaningful
dissemination of electronics communication technology has permitted
the two-way interflow of information and vision exchange.

' This predominantly half-inch video technology engendered the
emergence of alternate video innovators who have gradually mastered
the parameters and circuitry of equipment woefully unstable as com-

- pared to the hardware used daily by the vast television broadcasting

networks. An alternate network of electronic experimenters, artists
seeking an analog output for their creative flow, and radical com-
municators pointing their lenses and microphones at previously tab-
ooed data, now freely exchange and exhibit videotapes of recorded
and instructional data, sociological documents, inner visionings,
and the conceptual processes of a new breed of logic merged with

metaphysics.

As P.D. Ouspensky has elucidated, the human being requires
three external materials for survival: "the food he eats, the air
he inhales and the impressions he receives." This latter vibratory
food, as has become evident to any conscious being existing within
society today, has become as polluted, in this paradoxically eco-
logically-minded half-century, as the air replete with noxious fumes
and once fresh water now unfit for living sustenance.

ELECTRONIC ZEN 1s an attempt to enumerate the probings of the
first Cybernauts using the tools of new video technology. Leaving
the tralls of their progress across the face of countless miles of
magnetic tape, these young pioneers have formulated the life styles
and state of the art needs so powerfully that the communications
superstructures that predominate can no longer disregard their in-
herent role in the survival of humanity.
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New York City became from the beginning a magnetic center for
many of the explorers in the new video realm. As an early practition-
er of the electronic visual arts himself, the author seemed also to
be one of the few concerned with periodically recording and publish-
ing aspects of the history of this new medium and its adherents.
Starting as early as 1967 and running continuously through 1973,
these documents, either previously published, broadcast or heretofor
unpublished in any form, are collected for the first time in ELEC-
TRONIC ZEN.

Through the devices of projective essay and direct discourse
with a number of outstanding members of the first generation of
.cybernetic landing parties, ELECTRONIC ZEN'attempts to: trace: the his-
torical, aésthetic, technical and conceptual interweavings which
form the fabric of the new vibratory exoskeleton of a global commun-
ity now pulsating with ever more resonant frequencies.

By exploring the grassroots of video art and technology, the
emergence of teledynamic environments, video as a meditation and en-~
counter tool, the evolution of a new breed of visionary abstraction-
ist, and the development of a new cybernetic syntax concerned with
hardware interfacing and software reticulation, ELECTRONIC ZEN is a
record on the moving temporal tape of these attempts to "concentrate
the seed-flower of the human body above in the eyes" (- THE SECRET
OF THE GOLDEN FLOWER).
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PART ONE:

ELECTRONIC ZEN

The Grassroots of Video Art



ELECTRONIC ZEN

"The TV image offers some four million dots per second
to the receiver..the viewer of the TV mosaic, with technical
control of the image, unconsciously reconfigures the dots into
an abstract work of art on the pattern of a Seurat or Roualt..
The mosaic form of the TV image demands participation and
involvement of depth of the whole being..The TV image requires
each instant that we fclosef the spaces in the mesh by a
convulsive sensuous participation that is profoundly kinetic
and tactile, because tactility is the interplay of the sense..
The beatnik reaching out for Zen is only carrying the mandate
of the TV mosaiec out into the world of words and perceptions..
TV can illustrate the interplays of process and the growth of
forms of all kinds as nothing else can." - MARSHALL MCLUHAN

The first approaches towards a cathode ray art have
naturally originated with avant garde artists and their
increasing concern with the interaction of art and technology.
David Tudor in "Bandoneon", the most unfairly neglected piece
in the Experiments in Art and Technology "Nine Evening" Armory
show, generated with his ﬁelectronic accordion" all the impulses
feeding both the music synthesizing equipment and the complex
television projections, oscilloscopically abstract, producing

one of the most organic fusions of multiple media yet seen.
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Ken Dewey's Action Theater juxtaposed, in the New York
Film Festivalfs lobby, videotapes of the Selma, Alabama civil
rights protests with delayed closed-circuit playback of the
viewers reactions to both channels. Closed circuit TV projection
integrated the audience's entry into the visual mesh of Robert
Whi;manfs film-oriented "Theater Piece", and fused into total
par%icipation the images of live dancers and musicians with
multiple projection USCO films and slides at the "World"
discotheque. Marta Minujinfs "Minuphone", the intermedia
telephone booth at Howard Wise, obliged the caller inside to
stand on the televigion floor image of his own face, from an
in-booth closed circuit camera, later offering him a Polaroid
snapshot of this monitor image.

Emory Menefee of Canyon Cinema in San Francisco describes
filmmaker Earl Bodien's television film "Nocturnal Emission",
made "by colorfilming a multiple series of images with such devices
as a concave mirror in the center of the TV image, reflecting an
irregularly flashing hypnotic red spot." Bodien is quoted:
"People who watch, creatively alter, and totally involve themselves
in TV images, form a kind of communications system which exists
outside of the regular channels. That is, there is some sort of
unexplored force field which is capable of transmitting a personal
bonding kind of message back through the TV medium... A McLuhanistic
alteration of consciousness through tampering with the medium
itself, can be achieved partially by a series of films which induce

people to turn off (their sets) and turn on (themselves)."
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An Off-0ff-Broadway "videotape theater" Channel One,
purports to be "providing Heads with their own CBS". '"'We
concentrate on humor, psychedelic satire", they explain. Three
video monitor screens face three sections of seats above a
Japanese-pebbled floor. Erotic breathing is heard, the TV snow
fades into extreme closeups of an undressing couple, repeated
unsﬁccessful attempts to unclasp a brassgierre are punctuated
by male sighs and groans, and the final unclasping reveals a
second undergarment beneath.

Wagnerian theme music heralds several hours of skits in a
revue format, ranging from forays against current TV fare like
the "Consolidated Monopoly" Weather Report and the pure sadism
of "Meet Mr, Science", to the fantasies of a pornography-reading
children's clown and a "psychedelice" variety show called
"Manifestations" with ads for morning-glory seeds (remember them?)
and Zig-~Zag papers. '"Channel One" remains a theatrical experience
translated to a small-screen 1iving room experience, with the
CONTENT (exclusively) of TV programming stressed through
satirization, in the guise of Underground Television,

"Very, very very high-~frequency oscillation of lasers will
enable us to afford thousands of large and small TV stations. This
will free us from the monopoly of a few commerical TV channelsf, wrote
Nam June Paik, Korean electronic artist and composer, in 1965,
who then proceeded to program a 24-hour broadcasting day for his

"Utopian Laser TV station...to be telecast March 1, 1996 A.D."
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fMy experimental TV is not always interesting but not
always uninteresting, like Nature, which is beautiful, not
because it changes beautifully, but simply because it changesf,
wrote Paik of his circuit-modified and magnetically distorted
TV-flight machinesﬁ, first shown in Germany in 1963.

"You cannot exclude anyone from TV", declares Paik, "so
really delicate important subjects like politics, philosophy,
sex, and avant garde activity are not shown. But videotape can
supplant commercial broadcasting with highly seléctive programming
to be played back anytime at all. When you have avideotape
recorder, you can make a videotape magazine. When you have a big
screen 3-D color videotape recorder, it will kill LIFE magazine
just as LIFE killed COLLIER'S."

fLike radio ham operators, we will have amateur TV.
Combinations of Xerox with videotape will print everyonefs
newspaper at home., The video-record will become cheaper and
easier than videotape for mass production, with no threading and
instant playback. As the collage technique replaced oil paint, the
cathode ray tube will replace the canvas."

fMedical electronics and art are still widely apart, but these
two fields can also change each other's fruits, e.g. various signals
can be fed to many parts of the head, brain and body, aiming to
establish a completely new genre of DIRECT-CONTACT-ACT. The
electromagnetic vibration of the head might lead the way to

Electronic Zen."



TV AS A CREATIVE MEDIUM

"It was the funeral of President Kennedy that
most strongly proved the power of televigion

to invest an occasion with the character of
corporate participation. It involved an

entire population in a ritual process...In
television, images are Projected at you. You

are the screen. The images wrap around you.

You are the vanishing point. This creates a

sort of inwardness, a sort of reverse perspective
which has much in common with Oriental Art,"

-Marshall McLuhan

Since the introduction of the home television receiver in
the U.S. in 1946, several generations of millions of viewers have
been bombarded daily by streams of electrons, at the rate of 3
million information bits per second. Television viewing became
a daily ritual, a family's 1life centering around their 16 to 21
inch monocular picture tube within its monolithic (shades of "2001")
console. As receiving sets became smaller and more portable, the
assimilation of the TV mosaic into the corporate bloodstream of
vibratory inputs became established fact, as commonplace as
trangistor radios and corner telephone booths.,

Early television broadcasting formats mimicked ancient radio
iconography, giving meat to the disembodied familiar voices, and

visualization to the fantasy patterns of the sound airwaves.
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TV created its own figureheads, gafgoyles, and abominations,
spewing forth neverending inundations of encapsulated information,
exploding frenetically like time seeds within the tribal psyche,
The rate of bombardment was accelerated by the vanguard of
television marketing demands, the repetitive imprinting process
synchronized with the electromagnetic beat of cerbral brainwaves.
It Qas only natural that the counterreaction to this data
spoonfeeding ad nauseam would eventually take the form of individual
dietary control, with the emergence of television artists engaged in
the articulation and reprogramming of the vital electronic emanations.

"Why has not art been affected by this

all-pervading influence? Perhaps quite

simply, because, up until now the time

was not right, Perhaps it had to await

the maturing of the generation who were in

their sub-teens in the 1950's, those who

were brought up on TV... As in every generation,

some were artists,..working with TV because

they were fascinated with the results they

were able to achieve, and because they

sensed the potential of TV as the medium for

their expression."

~Howard Wise
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Spectroscopically probing the television art spectrum, the
Howard Wise Gallery isgsued invitations to several artists, those
already known for their video explorations and those ready to
leap into TV from a neighboring art and technology promontory.
The conglomerate of these individual electronic visionings, a
kaleidoscopic mosaicing of an already mosaiced medium, was
exhibited at the gallery from May 17 through June 14 of 1969.

"This route to novelty depends not so
much upon the novelty of the object as
much as upon the novelty of perceptions
available when people are allowed and
encouraged to invent such perceptions.
Since there is no reason to think that
human perceptions are not infinitely
various, there is no reason to believe
that the novelty available from the
object~library of the museum is not
infinitely extendable.ﬁ

-Serge Boutourline, "The Concept of

Environmental Management".

Serge Boutourline's "Telediscretion" presented "four
mini-Tst with a device for fingertip selection of sound
channels., Presentation will include three broadcast channels
and one channel playing 'A Commercial for Life', a videotape

conceived and executed by Wynn Chamberlain and Serge Boutourline",
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The interaction and selection of the TV soectator with the transmitted
and preprogrammed channels generated levels of feedback, the
simultaneous realization of onefs ability to program modulate one'sg
own perceptual inputs, the self-perception of the self as perceiver,
in the process of perceiving.

"PARTICIPATION TV comprises 3 or 4 color

TV sets which show multi-color echoes, or

fog, or clouds which are electronically

produced. Sometimes you can see yourself

floating in air, dissolving in deep water.f

=Nam June Paik
Paik, a pioneer of the TV movement, modulates incoming

broadcast transmissions with electromagnetic distortions and
circuitry modifications, abstracting iconographic popular cliches
beyond all limits of symbological recognition, creating neon colored
moires of electronic interference patterns, fields of cognitive
and nonfigurative imagery interweaving an unfolding Persian carpet
of delight,

"Although the piano has only 88 keys, now we

have in color TV, 12 million dots per second,

which I have somehow to control for my work.

It is like composing a piano concerto using a

Piano equipped with 12 million keys, How can

you deal with that vast quantity of possibilities

without the painstaking study of your materials
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and instruments?"
~Nam June Paik
Sound modulations, hand clapping, singing, screeching,

yelling, whispering, the ringing-of a bell, all activate the neon
tangles of fluorescent tracers, expanding and contracting the
frequency modulations within involuted vortexes of electric color,
Thfee TV cameras, red, green, and blue electronic eyes, survey
the infinity of movements possible to the spectator-performer.
Color-separated ghost shadows mirror and re-echo onefs gestures,
onefs dancevﬁith light, with visual toys, with silence. In total
feedback loop, a color monitor facets and fragments the closed
circuit images of Charlotte Moorman's cello improvisations.

"In this case, the sound of the cello she

plays will change, modulate, regenerate the

picture of her TV-BRA...one sharp example to

humanize electronics...and technology. By using

IV as bra...the most intimate belonging of the

human being, we will demonstrate the human use

of technology, and also stimulate viewers NOT

for something mean but stimulate their phantasy

to look for the new, imaginative and humanistic

ways of using our technology."

-Nam June Paik
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Earl Reiback, a former Nuclear engineer from MIT since
engaged in the generation of luminal art works, contributed
"Three Experiments Within the TV Tube", his first TV work, "with
the cooperation of RCA tube laboratories, working within the depth
of the TV tube, painting the walls of the tube with color phosphors".
One called "Electron Beam" omitted the phosphors "off the front
face of the tube, and added neon gas to the partial vacuum. With
an external magnet, the viewer can bend the beams of electrons"
in the slow moving waves of concentric black~lighted galaxies. "Thrust'
mounted a pﬁbsphor-coated screen perpendicularly to the face of
the tube to produce "shooting images in color...as the electron beam
scan sweeps across the inner screen'". In the third peice, a phosphor
screen circumscribed and suspended within the perimeters of the
picture tube receives the image streams of football games and horror
movies, while the phosphor painted inner tube background reflects
iridescent reflected energy.

TV art imagery engenders multitudinous means of presenting
itself upon whatever closen monitor system; the presentation of
a complete closed circuit system loop as a gallery piece, the
modulation and distortion of received transmissions, the inclusion
of the spectator as a visual link in the cybernated chain, and the
eventual broadcast, through the air or via cable, of articulated
and composed video imagery.

"A Moebius strip is a one-sided surface made
by taking a long rectangle of paper, giving it

a half-twist, and joining its ends...The outside
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is the inside. The inside is the outside.

Here the power of Video Tape Recorder (VTR)

is used to take in your own outside. When

you see yourself on tape, you see the image

you are presenting to the world. When you see

yourself watching yourself on tape, you are

seeing your real self, your ‘inside'."

-Paul Ryan
You are sitting in a curtained booth, on a stool, a TV
aperture hangs before you like a surrealistic picture frame,
beyond which the portable video camera sits and observes, as you
are prodded ever so gently by calculatedly stimulating questions:
"React to the following people: Nixon, your mother, Eldridge
Cleaver, Teddy Kennedy, you...for the next ten seconds, do what
you want...Now, let your face be sad...let your face grow sad...
turn away from the camera...now turn back...press the stop button...
thank you.f You then watch yourself in full audio-picture
recap of your "interview", erasing all but the fewest frames of
the previous tape, just as your tape will be almost totally
obliterated by the next. Naturally, the final tape is a total
montage of every participant-spectator.
Said Paul of "Everyman's Moebius Strip": "Ifeel it's only

a very crude kind of beginning. vae been talking about the Moebius
strip model and the videotape machine lately as an extension of
man as a cybernator; communicating with himself about hisg
behaviour, he enlarges his control over his behavious. The machine

is almost the reverse of what he is doing; what he puts out it
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takes in, processes, and then feeds back. Then a person can
take that in, process it, and feed that back. 1It's a matter of
self-cybernating and self-processing, co-cybernating and
co-processing studying one another's videotape playbacks in slow
mo;ion and imitating, or trading, body languages. That has a
whole set of implications towards what I conceive of as bordering
body languages. My hope is that we can avoid the professional,
the professional who understands everything, and barter on a
lateral bas;s with friends. The electrical circuitry in the home
and the video tape are really a beginning of a kind of elastic
information environment in the home. The electric possibilities
of communes are just beginning."
Former painter Frank Gillette and former filmmaker Ira Schneider
joined forces to produce "Wipe Cycle"™, a nine screen TV mural that
served as the entrance and opening piece to the "TV As A Creative
Mediumf show. Facing the elevator doors opening into the gallery,
the closed circuit cameras of "Wipe Cycle: instantly integrated
the spectators' images in the immediate present and in delayed
playback, switching with cyclic patterns of broadcast transmission
and pre-programmed videotape, delay change cycles and alternations
activating the nine screen matrix.

"Every 4 seconds the live feedback image

exchanged places with the broadcast image

for 4 seconds--in an 8 second cycle, 4 seconds
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is taken up by a live feedback of You

in the Now, alternating with broadcast in

the central monitor. The 4 external monitors

(corners) exchange images every 8 seconds, and

these are the tape programs. The 4 inner

monitors exchange places every 4 seconds

between the 8 and 16 second delays of the live

image. So what you see phenomenally, is your

image at 3 points in time fluctuating in the

center of the mural, while at the extremities

extraneous collage information is switching

locations in its own pattern flux. Overlaid on

all this is a 'light' pulse pattern every 2

seconds, going around counter~clockwise, and

taking 16 seconds for a complete cycle. So

the piece is based on a 2-4-8-16 second basis.f

-Frank Gillette
Added Ira Schneider: "The most important thing was the notion

of information Presentation, and the notion of the integration of
the audience into the information. One sees oneself exiting from
the elevator. If one stands there for 8 seconds, one sees oneself
entering the gallery from the elevator again. Now at the same
time one is apt to be seeing oneself standing chere watching fWipe
Cyclef. You can watch yourself live watching yourself 8 geconds ago,
watching yourself 16 geconds ago, eventually feeling free enough to

interact with this matrix, realizing one's own potential as
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an actor.f

"The embedment of a TV in clear plastic so that

it is totally viewable, seals it from all

human contact except for plugging and unplugging

it. It is a relic of this civilization. When

the TV stops functioning the work is complete,"

=John Seery
John Serryfs "TV Time Capsule" was the shorest-lived pliece

in the show, the color TV receiver completely sealed in a plastic
cube, fusing and burning itself out by the end of the first week.
It was replaced to run for the last week of the show. "It was
conceived in a factory, modified by the artist, until its programmed
death; its death is its great creative act-the change of state."

"Art is sometimes called the ftransmission

ecstasyf. Because TV is transmission with

ecstatic potentials...why can't the viewer,

after a trying day, sit down at his TV set

and listen to music while watching the screen

burst with beautiful color displays? These

visual fantasies would relax you better than

any tranquilizer and at the same time give

your spirit a wonderful lift."

-Eric Siegel
Eric Siegel, an ex-prodigy from New York, who home-~contructed

a closed circuit TV camera at the age of 15, contributed
"Pgsychedelevision in Color", a reprogrammed color videotape within

which the image of Albert Einstein gives birth to swirling continuums,
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four-dimensional whirlpools and sweeping electronic auroras,
the two-dimensional phosphor screen transformed into a trip beyond
vanishing points.
"In these years I developed devices with
patterns, sequences, motion, color, programmed
to make the viewer get involved in the unfolding
composition, to relax and want more, to develop
a new way of seeing. As the requirements of this
new art revealed themselves, a need for an
instantaneous, flowing, comprehensive device for
expressing these images arose., This vacuum was
filled by the use of the color television tube
as the readout device for the program apparatus."”
-Thomas Tadlock

Tadlockfs ARCHETRON, a monumental electronic console with one
black and white monitor displaying the source material such as a
baseball game, two smaller black and white monitors recording the
stepped segmentation of the permutated image, all crowned by a
large color tube radiating an infinite complexity of vibrant radial
reflections, pulsing, unfolding, merging towards and surging from
the meditational mandalic center.

"A pie-shaped triangular section of the broadcast image is
removedf, explained Tadlock, "and repeated 8 times in a reverse
repeat around a symmetrical axis, The colors originate in the
peice itself, reading out as the sums and differences of black

and white areas of different parts of the same signal. The TV
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call stations are the only patterns that repeat themselves, if
the machine is left at the same setting--So you get a complete
set of things that are never the same and things that are always
the same." During the brief moments when the TV image is blank
except for small interference dots, the kaleidoscopic translation
ripples gently in concentric waves upon the phosphored pool,

"Black Spiral"™ by Aldo Tambellini, of the Black Gate
Eléctromedia Theater, resulted from a collaboration with Tracy
Kinsel and Hank Reinbold of Bell Laboratories. A high contrast
spiralling white light shimmers, radiates, contracts, twists in
orgasmic ecstasy, dwindles to nothing, and blazes forth again on
the black video field. '"Black Spiral" was the only piece remaining
on after the others retired for the day, a beacon of hidden forces.

"I wanted to convert the TV lines into spiral forms", commented
Tambellini, "using live TV transmission through the circuitry of
the set itself. I had been working in slides and film before TV,
painting on film as a direct medium, and eventually scratching
and drawing lines on the film similar to TV lines. This related
to the rapid pacing and abstract black and whites of my films,
drew me to television as the most powerful hypnotic medium."

The primeval permutations of TV as an artist's medium stagger
the senses with the potentials of programming on a global scale and
within the inner sanctities of the private home., Joe Weintraub
sees his AC/TV ("Audio-Controlled Television") as a machine
"translating music into a complex kinetic image on the screem of any

color TV, The brightness is controlled by the volume of the music.
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The colors are controlled by the pitch. The patterns are
dependent are both. Installation is simple, as the AC/TV clips
onto the antenna terminals of any color TV. Patents pending...
The AC/TV is radical art because it allows the viewer to turn off
the endless stream of garbage and use his color TV in a personal
aesthetically satisfying way". Radical, and marketable, Art!

Paik early predicted that "the cathode ray tube will replace
the canvass."

Tadlock hopes for a relaxing of the holds upon TV as a medium
ﬁy government regulatory agencies: "IV has been out for ee years
and only now are artists able to use it, And even a show as
comprehensive as TV AS A CREATIVE MEDIUM may never be presented on
TV itself except within the confines of a building."

vaentually, speculates Ira Schneider, "I'd like one monitor
at the North Pole, one at the South, and two at the equator, big
monitors switching and trading images back and forth."

We are witnessing the intermeshing of our global electromagnetic

exoskeleton, one day to unite all in one glorious terrestial aura.



THOMAS TADLOCK: THE ARCHETRON

"By means of a console with innumerable knobs, switches,
dials and other mysterious looking controls, three small
TV monitors and a system of mirrors and color filters,
Tadlock is able to compose on a TV screen constantly mov-
ing and changing colorful kaleidoscopic images. In accom-
plishing this, Tadlock uses all or parts of three separate
live broadcasts. It i1s now possible for this artist (or
any other using the Archetron) in effect to create simul-
taneously works of art on TV screens in countless homes,
thus making Nam June Paik's 'Silent TV Station' possible.
All that 1s needed is for a broadcasting organization, a
closed circuit TV company or a cable TV company to avail
itself of this remarkable development."

- from the notes for TELEVISION AS A CREATIVE MEDIUM.

JUD: How did the conception of the Archetron first come about?
THOMAS TADLOCK: Several years ago, before I ever came to New York,
maybe flve years ago, I was working as a light sculptor with light
bulbs in Providence, Rhode Island, where I studied at the Rhode Is-
land School of Design. I started watching television, kaleldoscoping
it, and screwing up TV- just something fascinating, like games. I'd
never even heard of Nam June Pailk at that point. The first kinetic
art show that I think was ever held in this country was ART TURNED
ON in Boston where I saw one of his pieces, so I first saw Pailk's
work which then showed even greater possibilities of television. I
still continued to work with the electric pileces and finally got into
TV with the actual commission- by Dorothea Weitzner, a collector-
for this machine.

JUD: Is this the only machine built thusfar?

TADLOCK: Using television, yes.

JUD: Is it a patented machine- similar to the one for Richard Ald-
croft's Infinity Projector? Would you build any others?

TADLOCK: Miss Weitzner wants to do it to protect herself. From the
building of this, many ideas have come- of how to expand this, make
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several others. In fact, this 1s really a basic experiment anyway

in what I could do with TV. It's not everything I can do with TV-
because of the expense. Nobody can really afford it- it's hard to
find people somehow, to get the money to experiment with this.

JUD: Have you considered the idea of projecting the images?

TADLOCK: This machine can drive a TV projJector as well as a direct
monitor. A color projector costs $186,000 (Note.- in 1969). I could
make this machine more complex and show much more. There's many more
things that I'm ready to do with TV~ I only need the means to implem-
ent the 1deas.

.JUD: How is the image transformed through the Archetron?

TADLOCK: The broadcast signal is received in black and white, and a
seétion of the entire picture is removed- a triangular section- and
repeated in a reverse repeat around a symmetrical axils, to make the
pattern that you see. That's a basic process- there are three units
in the machine- there could be any number of these devoces to convert
the picture over and over.

JUD: Similar to the triangle repeated kaleidoscopically eight-fold

in computer random dot patterns.

TADLOCK: From one given picture, you can make two or three of these
symmetries, because I could take the upper left, or the lower right,
and another in the middle. That's what's going on here- there are
three now- maybe there would be ten, 17, or 22- all feeding 1in.
Jgpi_?hat would make the image more complex.

TADLOCK: Yes. Those three black and white lmages are then fed as sum
and differences of the gray scale- different areas are superimposed,
each one given a color which 1s designated by the nine color controls
and the three percentage controls on the electronic palette board-

or color mixer. For each of the signals coming in, there are knobs for
the three primary colors of light- red, blue, and green. By adjusting
the combination of these, you can make each image any particular col-
or- for instance, i1f the red and green knobs are both on and the blue
knob 1s off, 1t'll be yellow; and if the red and blue knobs are on,
it'11 be violet; and if all of them are on, 1t'll be white.
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You can take each converted image and make 1t any color you want.
and combine those three colors by the percentage knob to make it,
say, 50% the yellow image, 30% the orange, and 20% the blue image,
or whatever. And you can also change those while you're watching
them, but I prefer to set them and then leave them. And you can set
them up to show in a primary system, a tertiary system, or you can
set for pastels, or Tibetan colors. I don't know; everybody likes
different colors to play with. I'd like to make that programmable,
instead of by knobs being adjusted, by filling out cards of differ-
ent positions and what they mean. I can see it start to fall into
patterns that have to be explored- and instead of positions on knobs,
- 1t can be run on sequences like they use in electronic music syn-
thesizers- to synthesize color patterns going right down.

JUD: What do you envison working on after this plece?

TADLOCK: There are many avenues of approach that have been opened

up in the making of this pilece, and I'm waiting to see Jjust what I'm
going to do. I mean, I work mediumistically. I don't set out to do
anything- I just do whatever comes up. I want to further extend my
idea of processing the existing information that they're throwing
into the air. )

JUD: How did your earlier light machines compare with the present
work?

TADLOCK: I still want to work in light but it's frustrating because
the image producing apparatus isn't as complex as I want it. In other
words, the most advanced light source we have is the television tube.
JUD: The two to four million information bits with which to play
around with.

TADLOCK: Before I got into processing imagery this way, I was pro-
cessing random information through a triangular rotary repeat. There
might be six lights in each triangle that were wired all around so
that a random pattern fed in would be a changing kaleidoscopic tur-
ning star effect. Before I really knew what I was doing, it was sim-
ilar to reprocessing TV~ which is like random garbage. I was repro-
cessing random information coming out of countdown circuits, etc.-
into this kind of pattern.



TADLOCK
Page Four

JUD: Did you know Richard Aldcroft?

TADLOCK: Yes, I met him at my studio. The people next door were try-
ing to make pirate coples of his Infinity Machine- and somehow he

came to see me. I was working on this machine at the time and he flip-
ped. Yousee, the people next door had wanted me to run one of their
pirate machine coples to see if 1t would work. And there's some sec-
ret to the process that Alderoft knows how to do that would keep it
from blowing up from the heat- the plexiglass cylinders in all the
ﬁirate coples would blow up in three hours and the mineral oil would
all come out. They lost about $6000 trying to make those phony copies.
JUD: That secret was not included in the patent.

- TADLOCK: Right. So he thought that was pretty funny. And he was tal-
ling about the same thing that I wanted to do.

JUD: The beautiful thing about his machine, and the Archetron, 1is

that the same pattern is never repeated. That's been a dream for a
long time.

TADLOCK: Plus the information that keeps coming in here. Like my
patron was watching this machine when it was broadcast on TV (on the
PBS "THE MEDIUNM IS THE MEDIUM"). She watched it on TV on itself. And
during the opening there were psychedelic TV shows on TV we were wat-
ching on 1t- reprocessed, and so it goes on and on.

JUD: Did you ever talk to Aldecroft about his design concepts?

TADLOCK: We talked a lot. He wasn't interested in his machines at all
when he was in Providence- he was interested in making floating en-
vironmental structures...

JUD: Yes, floating spherical cities on the ocean...

TADLOCK: Which had to do with what I wanted to do- and we were both
more interested in that than art at that point, so that's what we
talked about. I listened mostly to his theories which were all very
radical, but he was able to convince me of the sensibllity of every
one of them. Since then I've thought more and more about it and I'm
working on something on a smaller scale, a more personal sized environ
ment. (NOTE: Since this interview, Tadlock had been in California com-
pleting a huge ferrocement boat, lighter than water yet virtually in-
destructable, upon which he planned to live and to transport the
Archetron.)
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JUD: I've believed for some time that one of the few possible sal-
vatlons for this country would be 1if more of the technology here

were made lmmediately accessible to artists, rather than into the
hands of... '

TADLOCK: Business. As soon as an advance comes along that's powerful
enough to be of use to the artist, it is usually snapped up and kept
in tow by advertising- and government. For example the controls that
are put on TV, It's been out now for'some 33 years and only now are
artlsts being able to- allowed to use it. I think I'm being too pes-
simistic about all this- but maybe being like that will get them to

~ loosen up.

JUD: What do you think of TV as a medium for spiritual enlightment

or education? I can see something like the Archetron doing something
to loosen up people's sensibilities.

TADLOCK: I've noticed that to be true- because making this kind of
medltation pattern and then feeding it with the programming that ex-
ists- (the time base patterns that they feed into commercials that
they've discovered make you want to watch, make you want to buy, make
you Jjust want to want)- just those subliminal countdowns they put in
and things like that are reprocessed through the machine, and sometime
you can simplify it, and that makes the possibility come to the front.
JUD: Paik has been taking popular images, and completely transforming
them beyond all proportions into the abstract. OQur society, inversely,
takes good things and turns them into cliches, and Paik's work and
your work retransforms these cliches into pure energy concept- pure
visualization.

TADLOCK: Right. That's exactly the purpose of the work.
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ADDENDUM TO: THOMAS TADLOCK: The Archetron

July 21, 1969
Dear Mr. Yalkut:
Concerning ARCHETRON:
I enjoyed your article in EVO of July 2 last, but since Mr. Howard
Wise mentioned to me that you might be writing about ARCHETRON again,
i--please note that I am Miss Weiltzner (rather than Mrs. as printed
incorrectly), also that I am an inventor holding over 30 U.S. & for-
elgn patents, that I introduced Thomas Tadlock to the possibilities

~ of the kaleldoscope (I had been working on a MSS. since 1959 with

color illustrations, tdxt, and applications to all sorts of different
types of machines, sonic as well), that it was I who decided that
ARCHETRON should be in COLOR rather than move into our own closed-
circuit programming after we had completed its black-and-white

model.

Very Best Regards Anyway,

Dorothea Weltzner.



RAP WITH IRA SCHNEIDER AND FRANK GILLETTE:
An Attempt to Reshuffle One's Temporal Experience.

Ira Schneider is, or was, a filmmaker who previously had
studied art history and research psychology, and had begun
making films in 1963, In the winter of 1968-9, he joined
forces with Frank Gillette, a former painter who since 1965
hgd experimented with communications and videotape programming,
As a case study of why a number of filmmakers and other artists
have migrated into the realm of televeision and videotape, the
'following tap with Ira and Frank may prove extremely useful in
understanding this shift in perspective towards the broadening

spectrum of media and intermedia.

FRANK: Film people come to videotape as an extension of film;
it's a relief for them. They see videotape in a large part

as a means of making film easy, whereas tape is an entirely
different realm, having many more bogus similarities to film

than genuine ones.

IRA: Of course you're saying that as a painter. (Laughter)

JUD: How do painters and filmmakers get into videotape--how

did you both get into it?

FRANK: I got into it when Fordham University--Marshall McLuhan's
Media Center, or whatever it was called--laid some equipment on
me a year ago last June. Basically the unit was two studio
cameras, two portable cameras, two playback decks, and two
monitors, and about $300 worth of tape--that, plus some minimal
editing equipment, various microphones, cords and addendum things

was the unit--the package. I had this equipment for three months
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with which to do whatever I wanted. It was like using the artigt-
in-residence concept in reverse--in other words, you take the
residence out to the artist and give it to him to work with. So

I had four TV units for three months and I produced a few programs
with it--That was my introduction to tape.

IRA: I got into videotape when I found that the type of filming

I wanted to do required particular ease and little stress on'
production~--wvhereas in filming it was always difficult to get sync
sound whithout the use of a crew. What I wanted to do was
eﬁvironmental and very loose, and I found it much easier to work
with videotape equipment than with film equipment because basically
‘you got everything down, and with sync sound, and you could do
whatever you wanted to it afterwards. I've always had difficulty
in working with low budets, using film equipment and having to
depend on people to help me. Videotape cuts down the size of the
crew and provides sync sound from the word "go"., Another
advantage to videotape is that it fogters a life quality which I
didnft always get on Film. Somehow the media are different.

JUD: The immediacy of the televigsion medium,

FRANK: The immediacy isg conveyed through a sense of tactility
that film lacks. There'a a sense of touch-~volume~--the way volume
is defined on videotape is more enhancing to the volume quality--
it emphasizes volume.

JUD: What about the image resolution differences between film and
tape?

FRANK: Well, half-inch tape was a technological compromise in

4 way. It comprised image definition for portability. You can
make a portable videotape reasonable if you put the information

on half-inch tape. 1It's the other side of the equation being
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equalled out. 1In terms of the television definition of
resolution, 230 lines is a high-resolution picture. It's only

a low resolution picture when it's compared with, say, 525

lines,

IRA: When we talk of 525 lines, which is American standard
broadcast televigion, we're taling about 525 at the point of
transmission., By the time it's received by a set it's down to
320 lines. So there's not too much actual difference between
that and the, say, 220 line capability of a portable system,
FRANK: The potential of cable television (CATV) is that with

. adaption you can send any signal over the line--the cable line--
without having to go to two inch quadraplex. You can essentially
produce a cable TV station with facilities built around portable
equipment, You eliminate the interface problem by transmitting
through cable as opposed to throwing it out into the air. The
FCC requires 525 lines when throwing signals into the air because
of the chances of break-up, interference, and all kinds of
electronic pollution.

IRA: Itfs a difference in rationale because with cable you're
getting no loss. When you're passing a signal from a video
amplifier through cable you're getting basically what your output
is at the reception gite.

FRANK: The only existing problem with cables is that they have to
be insulated because signals can transfer and pollute each other.
JUD: Like crosstalk on magnetic tape.

FRANK: Exactly. So with some minor adaptions, the essential

attribute of videotape when it connects with CATV is that it uses
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already existing systems. Now, television is usually understood
in terms of a receiver. Our idea is to render that void.
Television is something you feedback with as much as you receive
with--which is a symbiosis~--which works both ways. That's the
vast potential of cable TV hooking up with portable equipment.
You can have everybody running around with portable TVs like
people run around now with Bolex cameras, and by eliminating

the interface with that and transmitting, using cable.

IBA: Perhaps we should quickly run through these different
television notions, CATV, CCTV (Closed Circuit TV), and UHF.

The notion of closed circuit TV being akin to cable is that closed
’circuit, if we're talking about videotape or storage of information
and playback, plays back from the recorder into a wire that

runs into the monitor. CATV is an extension of this in that the
wire—-cable--between the playback and the monitor is much longer.
The longer the cable, the more you have to generate the signal

so that it can travel that far--it needs amplification.

FRANK: Closed circuit TV is best understood in terms of a

stereo system, A few years ago there were no stereo systems,

and no software to play on stereo systems. Likewise, in 5 or

10 years, closed circuit systems will probably be as popular

as stereo systems are now, and as you have stereo albums for
stereo systems, you'll have videotape albums for video systems.
IRA: Although EVR (Electronic Video Recording) that CBS is
coming out with may interfere with that. I think EVR is another
hype.

FRANK: 1It's a reactionary technological move.

IRA: EVR is not videotape but a combination of magnetic sound

strips and film to be played back through a special apparatus
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00 your receiver or monitor. I think their main interest

in investing in this system 1is that it is basically 1like

Super-8 film, and they expect to be Putting out entertainment
albums on EVR, and unlike videotape it will be difficult to
copy, 8o that they can control the market,

FRANK: Itfs going against the current of the nature of
television, Television has ubiquitous access., If you let the
system run wild, everyone can get in on it, and it's not held

by selected hands.

JUD: You were going to mention UHF (Ultra-High—Frequency)?
IRA: UHF is simply a means of putting more channels out for
broadcast--thrown through the air. However it suffers the same
limitations as standard broadcast in the sense that it's regulated
immediately by the FCC--through not as rigorously and commercially
compelling as standard broadcast~-but still forzen to a certain
number of channels.

FRANK: On the other hand, UHF will probably serve as the first
show for the Pacifica radio kind of experiment when it reaches
television--it'11 pProbably not be CATV. UHF is now serving some
function in the sense of sub-cultural TV serving the minority
communities,

IRA: But UHF now has severe limitations because it is mostly
set-up by people who are committed to the standard format of
broadcast TV--limited like standard broadcast in the sense of
what they can deliver or what they can see is necessary in

terms of information transmission to people. For the most part

now I see TV as a dehumanized media,
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FRANK: At the present time. But that's not intrinsic to the
system that television is. We're interested in exhausting the
potentials of what television is as a total system,

JUD: Frank, what was your first work in television?

FRANK: Well. I had been doing monochromist minimalist painting,
dealing with concrete concepts, and I had reached a hiatus in
ﬁainting. Along came the contact with Fordham, and I first
pfoduced a 5% hour documentary on Saint Marks Place. I spent
three weeks standing on Gem's Spa corner interviewing the locals.
The documentary's conception was that it focused from the inside
out--thesé.people defining themselves, and not my going in and
extracting information of which they're only an element. They
basically gave their raps on videotape.

IRA: And during this period Frank existed on egg creams and
marshmallow candies,

FRANK: That lasted 3 weeks. Then I experimented through the
Village Project with the effects of videotape on kids with bad
trips--15 to 19 years old-burnt-out acid cases~-let them use the
camera on me, themselves, as a means of expression as opposed to
a means of recording their expression. They were alienated

from their shrinks who came in periodically to extract information
from them on the St. Marks scene., Videotape was a new,

favorable means of feedback for them; they dug it. I also used
videotape like a canvass, specifically about four hours of

what I call a sélf-portrait on videotape, that used four cameras
with two feedback systems. There are points in the self-portrait
where you see on tape me looking at myself on tape, looking at

myself on tape. There were generations of feedback, and the

gradual alienation from one's previously considered image into
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an entirely redefined image of myself. At a point in December, I
met Ira, we discussed working together, and we went out to
Antioch College in January and February.

IRA: We were invited out by David Brooks, who was teaching in
the film department and who managed to get us access to their

TV studio equipment, We brought our own Sony portable equipment,
and completed about 20 hours of taping there, combining many
approaches, in the studio and in the streets. The basic notion
was that we were going out to meet an American sub-culture,
without any preconceptions, and to work through interaction.

JUD: You had been filming and not working in television prior

to this?

IRA: No. I stopped that summer when a film project fell through
because of lack of funds. I was filming this British painter
painting the SALVATION building in Sheridan Square and his
interaction with the indigenous people, from him alone painting
to over fifty people dancing in the streets and decorating the
bhonebooths. I won't mention the cameraman's name, but he was an
inveterate zoomer, which made cutting the shots very difficult.
Again with film you have to spread otu production among many
people, and if you don't have an organized group, it becomes
impossible.

(Ira Schneiderfs previous films include THE FRANTIC PEDANTIC
SEMANTIC ANTIC, THE GHOST OF WITTGENSTEIN, and LOST IN CUDIHY

a prizewinner of the 1966 National Student Association Film
Contest.)

JUD: What happened after that?
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IRA: Well, let's see-—-four months of depression (Laughter),
thinking about what I was going to do next, and then I woke

up one morning saying, "Television, television, that's how to
communicate quickly", And then I met Frank. I decided
videotape would be the next move, grabbed a knapsack full of
money, some videotape equipment, a car, forty pounds of salt
pork, cans of baked beans, and we split for Antioch~-where

we did some lecturing and involved the students as actors in

our studio and non-studio work. One technique was to introduce
four to six people into a studio with only chairs facing cameras,
leaving them there and working the cameras from outside.

FRANK: We gave them minimal instructions--like you can't
communicate with each other unless you communicate through the
camera. Under each camera was a mirror-~they sat in the chairs,
could do anything they wanted, but only through the media--the
camera, and they could use the mirror to facilitate their
actions.

IRA: Sometimes the rules were more and sometimes less
restrictive~~like the restriction being not to destroy the
cameras. We also taped at David Brook'sg countryhouse with
actors--loose plots--an actor Peeling potatoes, and suddenly

he was a farmer who had lived there forty years.,

FRANK: We also picked up the town, a strike at a book-bindery,
interviews with farmers, children, and the locals at the doughnut
bakery there in Xenia, Ohio,

IRA: And then we had the Cincinnati jugband in the basement.
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FRANK: And a vain attempt at a skin-flick on tape.
IRA: We canned that but we got a lot of beautiful bathtub
footage.
JUD: Some of the bathtub scenes were included in your WIPE
CYCLE television mural at the Howard Wise Gallery TELEVISION AS
A CREATIVE MEDIUM SHOW?
IRA: Yes, we seem to have a facility to abstract small sections
of material-
fRANK: Which is an important point. Videotape lends itself
to collage more easily than film because of the accessibility
of the image.
IRA: One thing we succeeded in doing at Antioch was turning
the kids on to using videotape in their own work, and then we
split back to New York, and shortly thereafter fell into WIPE
CYCLE.
"WIPE CYCLE is a television mural designed to
engage and integrate the viewer's television
'image' at three separate points in time and
five exchanging points in space., Synchronized
cycle patterns consisting of live delayed
feedback, broadcast television, and taped
programming are developed through four programmed
pulse-signals every two, four, eight, and sixteen
seconds. Separately, each of the cycles acts as a
layer of video information while the four levels

of information in concert determine the overall
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composition of the work at a given moment. The

intent of this overloading (something like a play

within a play within a Play) is to escape the

automatic finformation' experience of commercial

television without totally divesting it of its

usual content. Thus, the information on the

programmed tapes juggles and recombines elements

within the Gallery and its immediate environment

with portraits, landscapes, montages, and video

distortions." --FRANK GILLETTE
FRANK: The original proposal was to distribute the tape delay
systems throughout the gallery, but because that would have
interfered with other exhibits it was shelved, and the mural
conception with the delay mechanisms on one wall was introduced.
IRA: I guess we just designed for the space provided for us
an entrance piece, or opening piece, facing the Gallery elevator
and picking up people as they came in,
FRANK: To emphasize this point we taped our co-exhibitors while
the show was being set-up and programmed these bits into WIPE
CYCLE to give it an interesting internal feedback quality.
You saw the show being put together as you entered the gallery,
and the rest of the show was how it had been put together.
IRA: The most important facet of WIPE CYCLE was the notion of
information Presentation, and the integration of the audience into
the information.
FRANK: It was an attempt to demonstrate that you're as much a

Piece of information as tomorrow morning's headlines—--as a viewer
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you take a satellite relationship to the information. And

the satellite which is you is incorporated into the thing which
is being sent back to the satellite--in other words, rearranging
one's experience of information reception.

IRA: WIPE CYCLE'S physical makeup is a television mural
consisting of nine monitors.

FRANK: Itfs a prototype model~--

IRA: A live feedback system that enables a viewer standing in
ﬁis environment to see himself not only NOW in time and space,
but also 8 seconds ago and sixteen seconds ago, and these are in
juxtaposition and flux. 1In addition he sees standard broadcast
images which come on at periods alternating with his live image,
and also two programmed shows which are collage-like, ranging
from a shot of the earth from outer space, to cows grazing, to
57th street. Somehow there's a juxtaposition between the now of
the person, and the individual, with other elements of information
about the Universe and America, and so the general reaction
seems to have been a somewhat objectifying experience, and also
a somewhat integrating experience in terms of onefs place in the
Universe.

FRANK: Itfs an attempt to reshuffle one's temporal experience-
onefs sense of time and space.

JUD: What possibilities do you see for the integration of
abstract television effects and electronic distorting devices,
such as Paik uses, in your TV work?

FRANK: Ifm not as much interested in my work in pure abstraction
as with the potential of TV for collage abstraction, that is to

say, the taking of real elements which read as real--or live on
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videotape--and juxtaposing them in abstract formulas to create

a "1ivingf abstraction. People see videotape and what they

read in their skulls is "real"--it seems live and has an

unstored quality--like the live immediacy of even Walter Cronkite
on the 7 ofclock News. I see television as a potential for

using that "live" effect via abstraction, as a vehicle for an
abstract statement from another angle, but I see it as no less
than that,

iRA: I would add that the notion of abstraction also includes

the notion of the abstraction of information, and the juxtaposition
of information, which can be further spaced out by the integration
of distortion circuitry effects. But basically, I think we

look for a point from which to take off for abstraction on a level
of content, or of information, and then into something like notions
of successive auras, which by the way come up on videotape once

in a while. I won't say it's an aura but there's electromagnetic
interference of different kinds that enter into videotaping.
Somehow itfs picking up vibes,

FRANK: A videotape freak argued that the image on hig viewfinder
in a portable camera had been bettered by his feeding the camera
good vibes.

IRA: In fact, we looked through it and it seemed that he was
right, It was better.

FRANK: It was certainly the best viewfinder image I've ever seen
in a videotape camera, and his claim was that he broke the camera
in by sending it good vibes, by loving it, by psyching out the

media and changing the image. An ideology can be built for
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better electronies through metaphysgics.

To demonstrate the poignancy of tape, people have seen

themgselves fedback on film and fedback on tape, and invariably
they say that tape is a much more eerie experience, particularly
the initial witnessing; the first time You see yourself back

on tape, itfs the first genuine view from the outside of what

the inside is like. A mirror is like an extension of the inside
because you have to keep your eyes focused on it, and youfre always
looking at your eyes focused into a mirror. But with tape, you
See yourself in every gesture, your kinetics are revealed, It's
all suddenly outside, and it's the first time youfve ever met that
outside. Videotape sends a quality of the whole, and it's that
poignant sense of the real whole that gives it strength. It sends
a volume and tactility~-—-a sense of touch, the texture of the
volume.

IRA: In film I always get the feeling that my image is in a
two-dimensional space; somehow I donft relate it to myself
immediately. Whereas, in videotape, I tend to gee my movements
and my behaviors, the way I carry myself, much more vividly.

I havenft felt any satisfactory definition of the differences

in systems; I think it will continue to evolve.

FRANK: Film imitated theater, videotape imitates film.

It's just beginning to develop. It's like the first automobiles
with the engines in the front, because that's where the horse

was,

IRA: Or like the television media's news presentation coming

off of a concept of "gound" news--as per radio.
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FRANK: Or attempting to distribute TV's as they once
distributed radios. Well, that's ignoring the potential of
the system, The mentality that went into the distribution

of the TV system isgs remarkably low~-it was surrendered over
to marketing. Television, from its inception, with the
slightest adaptions, had the potential of doing what it's
doing now in terms of its flexibility and avaiability of
access. Some CATV stations are delivering nothing but
commercials--theyﬁre total marketing experiments. How to
market your product more efficiently: show them pictures of
it with singsong, and send a program along with that to which
they get narcotically addicted, and sell soap; it's a potpourri
of ailments being solved, That's what TV is about now.

JUD: [Korzybski talked about Plants being chemically binding,
animals adding spatial binding, and man time~binding; the fact
that we can look at and interpret artifacts by an Egyptian.
FRANK: Yes, we are complex modes of all sorts of messages
and signals, and one of these defines endurance., What
videotape does is to dip into that; you can demonstrate an
individualfs sense of his own past with tape much clearer
than anything I can think of, unless you add the even further
dimensionality of holography where you can further articulate
the three-dimensionality of the image., You can qualify it by
getting a better space understanding of it but you can't
qualify it anymore in terms of your temporal understanding of
the tape., The delay system that we had in WIPE CYCLE is only

an embryonic form of this. You can establish an entire
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environment where you're constantly tracking yourself every

two seconds--at two seconds intervals every point going back
add infinitum is somewhere being fed back to you.

IRA: A delayed strobe.

FRANK: Only it's an informational strobe, not merely a

light strobe. Which is one of the ideas that freaks me out

and which I'd like to do. In other words, how many generations
of self-feedback can you keep track of without totally losing
the sense of yourself; literally, through electronic techniques,
setting yourself up outside of your body. You donft have to
sell the Hindu trip anymore, you sell the television set.

i forsee in the future that it'll be largely a matter of how
much information you hold--information replaces capital in the
economy. That cultural switchoff is not that far away. The
revolution in America is not going to result from the clash of
political ideologies; it's going to result from the saturation
of information and the modes of informtion dissemination being
entirely different, and at that point you'll have the American
Revolution; and the only violence will ‘be done to its own history,
or its own sense of history,

IRA: Media violence, that's all,

FRANK: Paik is the George Washington of the movement, which
has yet to encounter its Warren G. Harding.

The name of the game in this number~-~the entire videotape media
number--is being in the position of outthinking yourself,
constantly expanding parameters, dropping previous boundaries,

instituting new boundariesl it's constant reorientation because
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’the volume of the information is so incredibly high, and

the exhaustion and obsolescence with which the media
information is used is very high rate. So you're constantly
faced with the situation that if you're holding an idea for
longer than “x'" period amount of time, two weeks perhaps, the
idea is incorporated into the space and is obsolete. So the
‘ideas have to be constantly generated in terms of always
out-thinking the ideas that were previously generated--it's a
épiralling process, leading to who knows where, and itfs a
direct result of the electronic process. 1It's like electronic
foreplay,“you can record and know what the cat on the other
side of the world is thinking about as fast as you can know
what you're thinking about; practically speaking it's about
the same speed. And that changes the nature of the way
information interacts and the way people take advantage

of information.

IRA: Frank, I think, is in charge of generating vocabulary,
JUD: What's your feeling about the televising of the moon
landing?

FRANK: The idea that everyone who has a television receiver
will be capable of seeing the first step on the moon is a
gigantic, universal confirmation of experience. Columbus
didnft have that luxury. The entire world is with him
literally, he's having his experience confirmed like nobody
else has had their experience confirmed before--hefs going to
be stoned, just be mere vibration feedback his experience will

be confirmed., Like the first motherfucker who hit the North
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Pole, or Mount Everest, he says oh shit, this is his thing,
that he's doing, he's all alone by himself, he's got to

come back and rap about it

IRA: These guys don't have to hold it in. They can rap

while itfs happening. But I wish it didn't sound like a
football game.

‘FRANK: One of the environmental TV projects we're in the
process of designing for "X" is a complete system in which

Lhe room would be the experienced core of the television
environment, with one wall that would entail color. A third
of the system would be direct color tape, and two thirds of
the system would be black and white adapted to color through
the use of filters, and so on, and the elements would be
around 18 monitors and a videotape projection system, using
retrieval, delay units, projection mechanisms for matting

one image over another image (where you get three or four
overlays),

IRA: Letfs say, integration of the live audience onto
pretaped material.

FRANK: It would probably use six cameras, some rotating, some
stationary, and all serving the different functions of throwing
the witness to the experience into the feedback of the experience.
Itfs more than merely putting together TV environments
(teledynamic environments)--we'll be dealing with software
concepts also,

IRA: Wefll be dealing with media-ecology.

FRANK: One of the ideas for which we haven't found backing

yet, would be a video chamber with a plexiglass core, so
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one would actually enter the chamber physically--and 360
degrees around, the chamber structure would be g system of
monitors feeding back your own image integrated with
programmed material.

IRA: From many different angles.

FRANK: For example, if you were standing in thig chamber,
the camera may be shooting from underneath and feeding back
the image of shooting you from underneath overhead, and thisg
Qould be switching with other positions. And the manifestation
of this would be that you would enter the chamber and experience
the total TV environment, where you would have contract with

a contiguous environment, and that would be the maximum TV
experience given the current state of the technology. Besides
using separate monitors, we're looking into the possibility

of having a circular or chamber shaped video~receptive screen
for projection--

IRA: Which is not yet available commercially, but will be

in the next few years. I think content is by and large the
most important thing, and particularly its applications

in helping People to better realize the objectifying
experience., 1In other words, seeing themselves from outside
themselves, which potentially can lead to the realization that

we are all actors--or that we are not realizing our potential,

that much of our energy is relegated to our habit patterns and the

behavior that's carried us through to this point. When you can
see yourself on TV, and the back of yourself simultaneously--
something that we seldom if ever get a chance to do--if we

extend further into the notion of an environment, one can
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see oneself in a social, or spatial environment. This offers
a potential of, say, liberation.

FRANK: Another dimension possible to varieties of abstract
pProgramming is literally using videotapes or the TV screen

as a temporal canvas. It's like a canvas, only the other
dimension of time isg introduced; and all the implications
which this realm opens up, as far as total environment
Eonstructions, or constructing environments which are in
their totality THAT feedback which we want to explore.

IRA: 1In addition, therefs a further idea of entertainment,
and the individual becoming his own entertainment. More

and more, I see people laying out, and boredom creeping in

on the scene, or simply lack of initiative. Now, seeing

this over a period of time being mediaized or seeing yourself
in front of a TV camera--seeing the feedback--breeds the
notion that we're all potential actors--effectors of the
environment~~-that we can do amazing things. 1It'a a matter

of reshaping ourselves perhaps.



NAM JUNE PAIK, PART ONE: Cathode Ray Tube Will Replace Canvas

When John Cage saw the electronic TV experiments of Nam June
Paik in 1965, he saild: "I always thought that someone would do this.
The next step will be pocket-sized videotape recorders."

"Art and TV are no longer two different things. They're
equally redious. The geometry of the one's devitalized

the other ('find out what kind of bad habits you have!');

TV's vibrating field's shaken our arts to pieces, No use

to pick them up. Get with it: 'Someday artists will work

with capacitors, resistors & semi-conductors as they work
today with brushes, violins, and junk,'"

- JOHN CAGE in "Nam June Paik: A Diary" in A YEAR FROM MONDAY

Born in Seoul, Korea in 1932, educated in Tokyo, Munich and
Cologne, and having worked in the studio for Electronic Music of
Radio Cologne, Paik first exhibited hls electronically altered tele-
vision "light machines" at the Galerie Parnass in Wuppertal, Ger-
many in 1963, In 1965, his television work was shown in New York
at the Galeria Bonino, as well as his 20 channel radio~-controlled
Robot K-U456, now resident in Cologne.

JUD: John Gruen has called "the embodiment of the Combine Generat-
ion compulsion to be a latter-day Renaissance man of the arts" by
being at once a kinetic sculptor, a composer, an actor and a theor-
etician. What new roles have you assimilated?

PAIK: I am the greatest Hailku poet of all periods since 1967, and
it 1is sclentifically provable. 17111 is a magic number. Haiku poems
consist of 17 syllables and there are no more than 111 syllables

in the Japanese language; therefore 17lll is the total possibility
of all Haiku poems including the best and the worst. When I let the
computer write out all these possibilities, which is pretty easy,
thereafter no one can write any more Haiku poems. Whatever they
might write, however they might sweat, the result will be one of

my Halku poems. The best Haiku poet from now on will be at best the
editor of my poems.

JUD: And what are your views on the possibilities of the laser?
PAIK: In 1965, Billy Kluver asked the question, "If you could have
unlimited money to use technical means for artistic uses, how

would you do 1t?" One of my answers was to make many, many laser TV

Y
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and radio stations, so we could have, for example, a Cage only
station, a Brakhage only station, etc.

Color has been the biggest problem in 20th century life, but
color will be the biggest problem to death in the 22nd century.
Because of the laser gun, we will ahve not only the luxury of 1life
or death, but the choice of the color of death, violet death, pink
sulcide, transparent nirvana, tricolor Harakiri, etc. I think it
will be the biggest invention after the electric knife.

JUD: As a communication specialist, what role do you envision for
the artist?

PAIK: 80% of the family planning job in India is the publicity

Job for which artists are best talented. The only way to reach

an Indlan villager is through the mixed-media language, which is

. the avant garde artist's own language. Meanwhile, a first class
Ad-man would never go to Indian to live, and probably third-class
talents are getting paid in Indian at first class rates and are
doing third-class Jjobs. Bizarre vision, unorthodox approach, rich
imagination and, most importantly, a genuine love for India and

a Will to study and admire Indian culture- all these make the ar-
tist a qualified publicity worker for family planning, and prob-
ably more talent for this work will be gathered among artists

than any other group.

JUD: What 1s your contribution to the C.I.A.?

PAIK: A great deal: A) Most of my electronic TV work is a scan-
ning variation. I think I have more scientific data on the scanning
pattern than any lab on earth, and this is something for the C.I.A.
For example, 1f the Republic of Tanganyika sent their moon ship to
the Moon and wanted to send their picture back to Earth in a way
that the Republic of Uganda or Katanga could not see its content,
then they could scramble the picture according to one of my 1000
scanning patterns and send it back to Earth. In this way the bal-
ance of power in Africa would be stable forever.

B) The use of the "Synthetic Face" for police identification
and beauty surgery will enable us to construct any kind of face
on a TV screen: e.g. a suspect who has the long contour of John
Wayne, the melancholy eyes of James Mason plus Chou En-Lai, half
bald as Yul Brynner, oriental flat nose, but with the sensual
mouth of, say, Oscar Wilde, but wearing glasses like James Joyce's,
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and the sex appeal of Henri Vidal.

"I suggest to build a 7 channel video signal mixer, in
which each camera shoots the separate parts of various
faces, enabling us to compose one face out of 7 men's
characteristics.

a) eyes weep, while mouth smiles.

b) only eyes come out of face and fly away (negative
feedback of eyes will eraseout original eyes electron-
ically.)

c) a face with slowly shrinking mouth.

d) a face with two mouths and three eyes.

e) whole face shakes, but only nose stays unmoved.

f) put dog's eyes and cat's mouth to Adenauer's face."
-~ NAM JUNE PAIK,

JUD: What 1s your main concern as of now?

PAIK: As a responsible citizen, I am very worried about the moral

consequences of the picture telephone. First of all, the picture-

phone will undoubtedly soar the sales and spur the designs of gor-
geous negligees. When you get a telephone call at night, you will

want to be seen in your best pajamas.

This has 1its positive aspect for soclety. Say, a businessman
goes to a conventlon in the Midwest and wants to make a goodnight
plcturephone call to his beloved wife in New York, in the eastside
brownstone house. They talk to each other, a bit of escalation, and
kiss through the picture, a bit more escalation, they try to hug
through the picture, in vain, frustration, and a bit more escalat-
ion. Then, maybe a daring wife might talk to her husband topless,
but that's still okay.

But what happens if there is a professional good night answer-
ing service, which has a staff of buxomy blondes, doing picturephone
answering service, how will this affect the whole Park Avenue call
girl business? And what if micro-boppers get that telephone number?
I urge, as a responsible citizen, to set up a special committee in
Congress for this attack on morality. John Cage expressed similar
concern already a few years ago.
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JUD: What do you think of the urging of J.J. Akston in ARTS maga-
zine for an art and business collaboration?

PAIK: I urge that the top 500 businesses create an "Artist-In-
Resldence" position to advise in marketing advertisement and the
research of new products on the top level. so that their unortho-
dox fresh sense can vitalize a big corporation hierarchy. For ex-
ample, John Cage as Artist-In-Residence of I.B.M., Allan Kaprow

in the Chase Manhattan Bank. Mary Baumeister in Helena Rubinstein,
Christo in the United Packing Company, Otto Piene in Polaroid,

USCO in General Motors, Nam June Paik in the Something Else Concern.
JUD: Whom do you recommend to Dow Chemical?

PAIK: Franz Schubert.

.JUD: Now even Ray Johnson is going out with a petite computeress.
What have been your results with the computer itches?

PAIK: Max Mathews of Bell Labs has quoted John Cage, who said that
if you are surprised with the result, then the machine composed the
plece. If you are not surprised, then you have composed it.

I found out, however, that no matter how genlial a computer
might be, "he" has no common sense. For example, instead of just
saying "Walk", you have to break it down to logical steps, that is,
give the welght to the left half of your body, give the strength
to the muscles below the knee, put the energy to the vector point-
ing to the sky, making 90 degrees to the earth, move the vector to
160 degrees to the earth, using also universal gravitation, stop the
movement as soon as the distance between your leg and the earth
comes to zero, repeat the above process for your right leg, the
right leg meaning your leg on the right side of your body, then
repeat the entire process 100 times.

"Weiner's main theme was 'control and communication in
animal and machine' (note: animal comes first), which he
put as the subtitle of his main work, 'Cybernetics'. He
reached to the automatic control of the anti-aircraft gun,
an earliest model of today's huge computer, through the
study of feed-backs in the animal's nerve system, Also

the bilnary code of today's computer has its origin in the
'all or nothing' character of our Neuron synapses, which
are either simply 'ON', or simply 'OFF'."

- NAM JUNE PAIK.
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PAIK: I decided to title all my computer pileces in French, to pro-
test the lack of common sense in the computer. Verlain wrote: "It
rains in my heart, as 1t rains in the clty." I say: "It rains in
my computer, as it rains in my heart"- "I1 pluilt dance mon computeur"
will be my first pilece. It is the mix of real rain and simulated
rain in the computer. My second piece will be called "La Computeur
Sentimentale", and the third plece "Aimez-vous FORTRAN progamming?"
The more 1t deals with the character of randomness and repit-
ipion, the more efficient is the computer. These are the two poles
of human artistic materials. Total repitition means total indeter-
minism. Both are mathematically simply explicable. The problem is
how to use these two characters effectively. Therein lies the sec-
ret for the successful usage of the computer in the creative arts.

"Indeterminism, a core in the thought of the twentieth
century from Helsenberg via Satre to Cage, reflected also
in Wiener and McLuhan. For Wiener indeterminism was en-
tropy, a classical terminology of statistlcs, and for
MecLuhan indeterminism was the 'cool media with low defin-
ition'...'it 1s possible to interpret the information
carried by a message as essentlally the negative of its
entropy and the negative logarithm of its probability.
That 1s, the more probable the message, the less inform-
ation it gives. Cliches, for examples, are less 1lluminating
than the great poems.' (Norbert Wiener: The Human Use Of
Human Beings. p. 21) White noise has the maximum quantity
of information." - NAM JUNE PAIK.

JUD: You have worked with electronic music since 1958 and with elec-
tronic painting since 1960. What is your opinion on the current stage
of the art and technology boom?

PAIK: If revolution meant electrification for the Russians of 1920;
and for the Americans of 1940, wall-to-wall carpeting; then revol-
ution in 1960 means electronification, from mind to mind and from

pPlanet to planet.
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"McLuhan's famous phrase 'the medium 1s the message'!
also existed implicitly in the sclence of communicat-
lon since the 1940's. Norbert Wienep wrote that the
information, in which a message was sent, plays the
Ssame role as the information, in which a message 1s
not sent. It sounds almost Cagean.... Cage might say,
'a notation, with which music is playable, plays the
same role as the notation, with which music is not
playable'., I titled several of my pieces as 'playable
music', since most of my musical compositions are

not playable." - NAM JUNE PAIK.

PAIK: But even McLuhan misuses and mixes up the words "electric"
and "electronic", which have as much difference as "tonal" and
Matonal". In the electronic trade Jargon, we distinguish roughly
two sort of processes: 1) peripheral units, that is, various input-
output units and gate circuits, and 2) central processing units,
that 1is, various data-storage and data-processing units, which
have some similarity with organic unity, the animal and human
machines. Many art works using electronics up to now have been in
the first stage. Whether you use a capacitor switch, a photo-cell
switch, or wireless control, it i1s still the peripheral unit and
does not reach the central processing units., Data PROCESSING is
the superior meaning. Some of my color TV works have this kind of
data processing unit, because they have some discontrol elements
among the three constituents, the creator-artwork-and-viewer. They
are moving independently, this is, affecting each other, but not
determining each other.
"The systematic study of SCANNING in symmetric and
assymmetirc, geometric and ageometric, deterministic-
prababalistic-indeterministic, periodic and aperiodic
ways.
The main reason for the quick success of my
electronic art was that I gave up very early the pro-
duction of video-signals (information quantity: 4
million bits per second) in order to concentrate my
efforts on the creation of unusual scanning patterns
(very manageable information quantity: 15,000 and 50
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bits per second). Especially the addition of a third
deflection yoke and triple modulation was a break-
through. The quick switching of various deflection
patterns (e.g. spiral, oval, triangle, etc.) with
adequate gate circult as in chromatron color TV will
enrich the variabllity by far. I am confident that
the introductlon of the computer to this already well
proven area will bring immediate success."

- NAM JUNE PAIK.

PAIK: I also envisage the day when the collaboration of artist and
engineer will progress into the integratioh. of artist and engineer
into ONE person. According to my past experience, the best results

‘were achieved through accidents and error. As you see, the transis-

tor was dicovered by accident. This means that the present computer
age was the product of chance to a high degree. Therefore, if I give
and order to an engineer, and if I don't go through all the exper-
iments myself, (that 1s the complicated process of trial and er-
ror) I will lose all those precious errors, I will only get what I
want, and miss all the disappointments and surprises., I have found
that the by-product 1s often more valuable than the first envision-
ed aim.
"But if all arts merge into one, as the recent move-
ment of Multimedia shows, then the study of various
arts should merge too into one by the qualified in-
vestigator, who, if I may simulate Wiener, is 'a spec-
ialist in his own field but possesses a thoroughly
sound and trained acquaintance with the fields of his
neighbors. " - NAM JUNE PAIK.

PAIK: And, to look back to the classics, Leonardo's scientific

study of perspectives was inseparable from his artistic achievement,
Chopin's and DEbussy's plano virtuousity was inseparable from their
compositional imagination. Although the pilano has only 88 keys, now .
we have in color TV 12 million dots per second, which I have somehow
to control for my work. It 1s like composing a piano concerto using
a piano equipped with 12 million keys. How can you deal with that
vast quantity of possibility without the painstaking study of your

materials and instruments?
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"Anyway, i1f you see my TV, please, set it more than 30
minutes.

'the perpetual evolution is the perpetual UN-satisfact-
ion. It is the only merit of Hegellan dialectic.'

(R. AKUTAGAWA)

'the perpetual UNsatisfaction is the perpetual evolution.
It 1s the main merit of my experimental TV.' (N.J.P.)

The frustration remalns as the frustration. There 1s no
catharsis." - NAM JUNE PAIK.

JUD: Can you comment on some of your "composite" pieces at the
second Bonino gallery exhibition (1968)¢?
PAIK: One element was electronic antigque art. I used some first
. class Japanese art works and combined with the new electric medla,
without hafming the original antique work. Thus the buyer is sure
to own at least one authentic and secure investment, even if Nam
June Palk 1s completely forgotten by the year 2000; and if my rep-
utation does survive until then, then they will own two authentic
works. It is a game in which the buyer never loses.

One more new idea was the collaboration of two artists, like
Cage and Tudor in the performance of music, but never done quite
this way in the visual arts. Mary Baumeister, Ayo, Robert Breer,
Christo, Ray Johnson, made the exterior housings of my TV as their
own composition. In serious art, becoming a celebrity 1is only a
passage to anonymity and these collaborations are a modest but beau-
tiful stepping-stone to the utopian republic of anonymity.

"McKuhan sees only the good side of TV culture. David
Relsman was more pessimistic about mass communication
soclologically because of monopoly manipulation by continual
headlining and simplification of news. Norbert Wiener,

who contributed to the electronic age, was pessimistic,
'scared of Mis creation.' Cage expressed an opinion to

the effect that in a way McLuhan was only describing

today's phenomenon. It was important for a diagnosis of

the age, but he made no value judgment."

- NAM JUNE PAIK.
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"Many mystics are interested to spring out from
ONE-ROW-TIME, ONE-WAY-TIME, in order to

GRASP the eternity.

aa) To stop at the consummated or steril Zero-point
is a classical methid to grasp the eternity.

bb) To perceive SIMULTANEOUSLY the parallel

flows of many independent movements is another

classical way for it.

But poor Joyce was compelled to write the parallely
advancing stories In one book with one-way direction,
because of the othology of the book. The simultaneous
perception of the parallel flows of 13 independent TV
movements can perhaps reallze thils old dream of mys-

tics, although the problem is left unresolved, whether

this 1s possible with our normal %hysiognomy (we

have only one heart, one breath, one focus of eye,)

without some mystical training, and IF WELL
TRAINED........he needs neither 13 TVs, nor TV,

nor electronics, nor music, nor art........the happilest
suicide of art........the most difficult anti-art, that
ever exlsted........" - NAM JUNE PAIK in "afterlude to the
EXPOSITION OF EXPERIMENTAL TELEVISION, 1963, March, Galerie
Parnass.

Eating grapes and talking to Paik in his New York studio (Canal
Street), I asked him about his work with computers and computer-gen-
erated images at Bell Laboratories. "Oh, my work with computers;
grapes are better than computers. The computer has never had an ir-
resistable attraction for me, but grapes do."

"Cybernated art is very important, but art for cybernated

llfe is more important, and the latter need not be cyber-
nated." - Nam June Palk.

PAIK: For the MACHINE show at the Museum of Modern Art in 1968-9,
I first made all my color TV playable by the viewer; now I can do
much better using the computer.
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"I have treated cathode ray tube (TV screen) as a canvas,
and proved that 1t can be a superior canvas. From now on,
I will treat the cathode ray as a paper and pen....

If Joyce lived today, surely he would have written 'Fin-
negan's Wake' on videotape, because of the vast possibil-
ity . of manipulation in magnetic storage information."

~ NAM JUNE PAIK FROM "RONDO ELECTRONIQUE", 1965, printed
finally in the MACHINE show catalog.

PAIK: There are three ways:

1) using the Calcomp plotter which makes all the information bits
into one graphic sheet, but this 1s very slow;

2. using the Stromberg-Carlson 4020 microfilm plotter which 1s now
‘standard equipment for computer-based movies and graphics. This
machine 1s very versatile but 1t has for me one very grave mistake:
the end result will be recorded on film rather than communicated
directly on the cathode ray tube. (NOTE: Since this time in 1969,
Bell Labs has since developed direct read-out on CRTs. Others were
to follow.) If you work with it for a short time, 1t costs hundreds
of dollars because of computer time-sharing, and the results are
always fixed and determinable, not indeterminate or changeable,

The result must be projected and you lose the burning effect of
looking directly at the cathode ray tube. Watching a direct source
and indeterminancy are my mai interests. The 4020 has a scanning
of 1000 X 1000 (X and Y) which is pretty good, but one month rental
of the machine 1s $8000 which is godamn expernsive. I don't think it
will be the machine of the future;

3) The third means seems most promising: feeding computer-generated
signals directly into the various inputs of the cathode ray.

"Professor K.0. Goetz of the Kunstakadenie in Duesseldorf,
Germany has published since 1960 on the idea of feeding the
Kathode of the TV picture tube with a computer. This 1dea

has not been realized, because he could not get a computer
and our largest computer is still too slow to send 4 mil-
lion points in each one 50th second. Although this idea and
my method 1s completely different, I want to pay due respect."
- NAM JUNE PAIK, Winter, 1964, in NEW SCHOOL concert program,
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PAIK: Thls 1s a good symbollzation of the human body which has
seven inputs from ears to mouth to genitals. The cathode ray has
eight inputs and 1is comparable to the human body. Computer gener-
ation 1is best for abstract patterns and the input signals can be
directly computer generated or generated by the philosophical pro-
grams obtained through the use of a computer. When pictures are
sent by wire from place to place, this process 1is reproductive but
never changeable, giving the same picture at the other end. If we
can translate the picture through computers into mathematical equa-
tlons, the results can then by changeable. Once you make an equation
it 1s very easy to manipulate.

"The painfil gap existing between TV video signal (4 meg
c¢/s) and the output speed of computer (eg. IBM 7090:
400,000 bits per second) requires an unusual solution,

One way would be to record the program in slow speed and
speed it up 1in play-back. But still astronomical quantity
of information bit in single frame and 1ts sequence re-
quires enormously time consuming program work, and just
this shortcoming demands an original programming system,
with many short cut ways and artistic phantasies, for which
I may say myself, I have often been credited. As the first
step I will establish many machine independent subroutines,
which may be used by other programmers like twelve tone rows
or raga in Indian music. Eg:

a) Subroutines of various basic forms, ranging
from geometric to irregular form like bacteria.

b) Subroutine of place inside a frame.

c) Subroutine of size.

d) Division of raster to many filelds and

its interchangability.

e) Stretch and shrink each field in various

directions.

f) Subroutine of combination of all 5 subroutine

and the superimposition with realistic images. As human

laughter and dog's bark 1is superimposed in Vocoder,

so Picasso's face 1s scanned into the face of gnawing cat.
Among vast application of this method in art, science
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and technology, one interesing example would be the
imitation of the statistical movements of virus,
bacteria, fishes, and mass people."

- NAM JUNE PAIK, 1966,

I asked Paik about his experiences in Japan:
PAIK: I was in Tokyo from July 1950 to October 1956, and then in
1964 again. I met two great Japanese engineers there. Stockhausen
has worked in Japan and said the best engineering staff he has ever
had was with the NHK radio. The two engineers I met were Shuya Abe
and Hideo Uchida. They changed my weltenschang. They understood
that scilence contains more beauty than logic.

"....From 1969 to 1970, I have collaborated with Shuya

Abe (a great engineer-artist) to make a video-synthesizer,
which would accumulate all my past experiments into one
playable console. It was generously supported by WGBH
Boston, a leading public televistion station in U.S.

This can grow to a video-plano ay every household in the
post-video cassette age. People can create their own art
and send it to their friends through video-telephone lines
and elevate their mood by watching or attaching certain
medical electronic gadgets and control their own brainwaves
in order to achieve an instant Nirvana."

- NAM JUNE PAIK, 1971, Sonsbeek, Holland catalog.

PAIK: Hideo Uchida discovered the transistor much earlier than the
Americans, but no one believed him when he said that certain crys-

tals can
of telepa

amplify signals. He is now researching the electronic basis
thy. For example, when an elevated train passes under high-

voltage wires, the people in the train change their subjects of con-

versation

or the pitch of their voices unconsciously, and it is pos-

sible for people to pick up or tune in on the resonance of each
others' brain waves. He believes that every radio has electronic
resonance factors (The coil has a factor which responds to some
frequencies more violently than others). We are not yet aware that
telepathy 1is conveyed through the resonance factors of the mind or
the environment of the surrounding house. (NOTE: Excerpts from ar-
ticles by Hideo Uchida, provided in English version by Paik. appear

as appendices to ELECTRONIC ZEN.)
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"Resonance.... If one has a circult that oscillates, an
oscillator, one can feed energy from that circuit into
spatially distributed curcuits, such as wires running in
parallel, as 1n cables, and then to tuned structures, such
as a large antenna at the other end of the parallel wires
or cable.... The antenna itself must be tuned, that 1is, it
must be adjusted in the length and its distance from the
ground in such a way that one achieves a standing wave
pattern on the antenna.... When standing waves exist on
the antenna, the oscillating field distributed over the
antenna excites traveling waves in the surrounding space,
which we call radio waves. The antenna then radiates....
We can also tune our brains and bodies to transmit those
energles.... It may very well be that our atmosphere over
the whole planet 1s part of an intelligence network whose
code we have falled to break and whose transmissions are
outside our present knowledge."

- JOHN C. LILLY, in Chapter 9 of THE CENTER OF THE CYCLONE.

PAIK: Medical relectronic research using computer analysis of human
brain waves 1s rapidly advancing. Professor Kasamatsu of Tokyo Univ-
ersity and others have been charting the alpha waves of Zen monks

to observe the physiological-electrical changes when Satori is reac-
hed or not, and also experimented with LSD and other psychedelics
likewise. The effect of the alpha wave on a graph 1s unmistakable.

I found myself, I receive certain frequencies very low which I can
revelce normally when I perform my ONE FOR VIOLIN solo. I do not
crash the violin until I can percelve certain frequencies of the
surroundings that I cannot perceive normally.

"But how can one arrive at variability without losing in-
tensity. Unifying variability and intensity has been one of
the most important problems. Is intensity (tension, high
voltage) essential to life? Perhaps one has to substitute
thls physical dimension rather by a spiritual or ideolog-
ical dimension, e.g. ambiguity, depth, etc., if there is
such a dimension.

Everyone can experience this conscilousness through love

for a while, The Zen priest also aims at a kind of calmness
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or calm ecstasy, but an external extended one, without
crescendo, climax, catharsis,- the causes for delusion,
illusion, error and deception and self-deception. There-
fore they say that love is as bad as hatred.

They train themselves to diminish, level and balance
the amplitudes and frequencies of their love, hatred and
life.- Zen requires hard training.... Who 1s trained, can
better endure the tediousness. I admire the MUSIC OF
CHANGES most of all because it is Cage's most tedious
composition." - NAM JUNE PAIK.

Paik has performed his ONE FOR VIOLIN and many other compos-
itions in Europe and America with cellist Charlotte Moorman, known

for a whi

‘stopped b

at the Fi

le to many 1n America as the Topless Cellist since she was
¥ police during her performance of Paik's OPERA SEXTRONIQUE
Immakers' Cinematheque in New York in 1967.

Commented Pailk: I have wanted to combine sex and music for a long

time. It'
together.

example,

s a simple fact that two such beautiful things should go
Popular music 1s aware of this, but Brahms leider, for
is usually sung by ugly women. I have been looking in Japan

and Germany for a woman who was a serious musician who would take

her clothes off. I couldn't find anyone. Charlotte was the firsy and
I am eternally grateful to her and her energy and graclousness. With
Charlotte, the amplitude of the siganl 1s more Important than the
frequency of the signal. In the next century, cello performers will
be examined not for their finger skill but for thelr breast size.
Historians of 60s culture cannot be historian who has no insight into

psychedel

ic experience. Art critics who are bisexual can understand

something of both cultures,

"TV is as mass medla as Sex.

Before Kinsey beautiful lady used to whisper to her neigh-
bor, 'My husband plays only one finger on plano...and al-

ways with one finger...' Kinsey wiped out this frustration
and made the heresy to the authodoxy. TV-culture is in the
pre-Kinsey satge at this moment. As wife was just a sex-machin
for her husband (before). public is just the Pavlovian dog

for the network (presently). The infinite potentials of v,
such as: two-way communication, audience participation,
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'electronic democracy through instant referendum' (John
Cage)....1s by far ignored or delicately suppressed."
- NAM JUNE PAIK, 1968-1970.

Paik and I discussed the recent activity in Art and Technology.
PAIK: One of the grave dangers of Art and Technology is the high cost
of production which have a minus effect on the artist's freedom.
Allen Ginsberg needs only rice and 'pot' and can say anything.

Norman Maller speaks to a vast middle class, but the Art Market has
been diminated by the very rich.

Visual art 1s getting more and more like performing art. All
art using sophisticated engineering techniques tends not to be per-
manent, breaks down, etc. the notion of the permanency of art. In
economics, the inflation hedge of buying real estate and art works
.to keep property values in the face of currency devaluation each
year 1s common. Technological art breaks down the notion of perman-
ency, and 1s the last great blow to gallery art which was already
shaken up by happenings and intermedia.

The production of art work using engineering is so expensive
that 1t 1s over financing the capability of private galleries. The
minus side 1s that the high cost of production will have minus effect
on artist's freedom. If the artist needs industrial help for artis-
tic production, he loses his most supreme function as the last social
critic of the social defense industrial complex. Some compromise
willl be necessary 1f he is receiving money from industrial complexes.

The more art depends on industry, the more the artist loses
his function as social critic. This has to be true. Hollywood has
already long ago lost complete freedom with its movie industrial-
ization. Going with the tide and romantic resistance neither work.

We have to find a third way. Perhaps smoking 'pot' is art and engin-
eering: art and chemistry.

"Generally speaking 'art' consists of three different parties.
(1) Creator (active transmitter); (2) Audience (passive re-
ceiver); (3) Critics (judge or carrier-band)....

But in the drug experience, all three partles are united

into one. A kid who smokes a Joint or so is at the same time
creator, audience and critic. There is no room for comparison
and grading, such as 'first class drug taker' or 'second rated
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pot smoker' etc... This ontological analysils demonstrates

to us once again that drug 1s short cut to recover the sense
of participation...and basic cause lies in our passive

state of mind, such as TV watching, etec.

Can we transplant thls strange 'ontology' of drug ex-
perience to 'safer' and more 'authentic' art medium, with-
out transplanting the inherent danger of drug overdose???

Participation TV (the one-ness of creator, audience,
and critic) is surely one probable way for this goal...
and it is not a small virtue...not at all."

- NAM JUNE PAIK, 1970, "Video Synthesizer Plus".



THE MEDIUM IS THE MEDIUM: The First Video Art Broadcast

The present standards of television programming have driven
those home television owners not already desensitized totally by
the Big Brother, violence-not-sex soporifics, into the exploration
of educational and ultra-high frequency broadcast cables.

Artist engaged in the probing of the electronic medis have
generally worked with closed circuit TV systems, or by modifying
and totally distorting the overflow of network cliche iconography,
and have moved into portable video equipment and the creation of
aiternate or environmental videotape theaters. Eventually laser
communications and the possibility of transmitting thousands of
individual frequencies within a single beam may permit a separate
channel for each 1living human being.

In the interim, creative workers in video are seekling openings
for collaboration with educational networks, and encouraging and
initiating the possibility of cable television systems and listener
subscriber support. The National Educational Television Network has
instituted several television stations in this country as experimental
center, KQED in San Frnacisco, WGBH in Allston, Massachusetts near
Boston, and recently WNET in New York City has instituted an Exper-
imental Television Laboratory. (NOTE: This original piece was written
in 1969.)

"As far as the equipment goes, you have to define it in
terms of what the other two centers have in Boston and San
Francisco. The WGBH experiments were primarily oriented to
see what happens when you take exlsting boradcast equipment,
existing cameras, an existing studio, and see how far you
can push standard equipment into rather extraordinary ef-
fects. In San Francisco at the NCET, the center went very
much in the opposite direction; they never really had access
to a studio but toally developed a non-studio environment,
working almost only with the synthesizers. What our TV Lab
has 1s a combination of both of these. (NOTE: A Paik/Abe
synthesizer was bullt for WGBH in 1969-1970; the TV Lab
installed a Paik/Abe in 1973, as well as a Rutt/Etra syn-
thesizer, developed by Bi1ll Etra and Steve Rutt, a modular
full-scan system synthesizer; and the NCET in San Francisco
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facilitated the completion of Stephen Beck's Direct Video
Synthesizer in 1971,)

- DAVID LOXTON, Director of the NET TV-Lab, in the VISION
NEWS, August 1973.

The following conversation was recorded with fred Barzyck, a
producer-director in the experimental program at WGBH, and 0livia
Tappan, his production assistant and assistant producer.

(Our primary vehicle for experimenting with new forms and

new ways of handling subject matter was the weekly series,
WHAT'S HAPPENING MR. SILVER, (with David Silver who later

also worked at the TV Lab), which in 1969 came to the end

of a full year's run. Incorporating a youthful style and

a sense of concern, it developed a framework that might be
cailed television collage and, among other things, illustrated
how much 1life and imagination can be put into television
through manipulation of electronic equipment . "

- from the EGBH Annual Report, 1968.

FRED BARZYCK: Silver, young guy, 22, Tufts University, tried to cre-
ate 1f at all possible a collage program, each of the 30 weeks having
something different involved with it- in other words, the format
changed- one week we'd have the Vietnam War, and another week would
be on drugs. It was a young show, and one program won the NET award
for the best cultural program.

We used John Cage's theory of random selection. We had about 32
different inputs including audio and video, and we had about 20 peo-
ple in the control room, and when they got bored, they yelled out and
So there was a kind of a plot back there, but 1t was executed on the
Spur of the moment, and we'll see how it looks when we get there.
That was 30 weeks of that kind of thing, and it was in that process
that we started dealing with McLuhan's term THE MEDIUM IS THE MEDIUHM,
because lots of times we really didn't have much content but what we
could do were a lot of electronic things. We were turned on to that
stuff- the weird stuff- and it got Into the process of getting into
the crew, and into the engineers, so that certain englneers were tur-
ning on to doing certain effects and things in the process where nor-
mally in a television station you're dealing with people who are try-
ing to give you the most accurate lifelike picture possible. It turned
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into giving you things that were abstractions and patterns, and this
was '67-'68, and out of that came a request by PBS (Public Broadcas-
ting System) yo do a show called THE MEDIUM IS THE MEDIUM, and that's
how we got in touch with artists like Nam June Paik and Thomas Tad-
lock.

PBL contracted WGBH to provide facilities and Olivia and my-
self, and six artists that they would choose. Now they were chosen
by two producers out of New York- Pat Marx, who has a radio show,
and Ann Dresser, a sculptress and part-time worker for the Kaplan
Faundation. They had a lot of friends who were artists, and whose
desires ran towards television, so they became like mothers to the
artists and we became the source of getting it on to tape.

Because of money considerations, we had to limit each artist
.to a half-day in the studio, though some went over, and some almost
a full day. So we took two artists and gave them a Saturday and a
Sunday- six hours in the studlio for each one, and we took three
weekends at WGBH. We brought them up and showed them all the equip-
ment, the videotapes, the switching, and the panels, and their minds
generated. We showed them some of our old tape (The Silver tapes,
and MIXED BAG, a jazz show with Charles Lloyd). The switcher who was
working on the Silver show was the director of the Lloyd thing, and
of course we had gone through so many processes that, doing this jazz
show live, we started manipulating some of the effects, and we had
a light show going on with cameras on that, and 1t was beamed one on
top of the other, matting it. His name was David Atwood, who came
on as the co-director of THE MEDIUM IS THE MEDIUM. Really the three
of us worked as a team on the Silver thing and we try to carry on
that continuity. That way you don't have to say so many things- it
Just happens. So each weekend we brought two artists up.

(DEEP VOICE FROM TV: What happens when artists take con-
trol of television?

ABSTRACT SOUNDS.

UP VOICE FROM TV: PBL invited six artists to collaborate
with television techniclans 1n search for new ways to use
the tools of television as an electronic art form. Each
artist has experimented with sophisticated technology in
his own work, mechanical and electronic devices, optic
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machines, kinetics, and multimedia. They all see television
as an lmmediate way of reaching a vast audience, and creat-
ing a museum for millions. Here they use the medium as THEIR
medium,.

Aldo Tambellini, born Syracuse, New York, 1930, mixed
media pioneer and co-founder of New York's Black Gate Thea-
ter. His work explored the philosophy and social concept of
blackness. He uses 1000 slides, 16 films, TV monitors, and
30 children in his plece titled BLACK.

TV SOUND: Tiny children's voices, playing. Diesel sound
comes in and crescendoes... )
BARZYCK: Aldo Tambellini. He brought his slides, his films. He asked
us to go out and grab 30 kids, and set up an environment 1inside the
'studio where they could see themselves, and hear themselves, and just
play around and have fun.

We took three cameras- Aldo wanted to do everything black and
white- so there was no color in there at all. We put ug the cameras,
one camera shooting sliides, another camera shooting his films, and the
third camera on the kids running around. And we started the tape, said:
"Kids, go to it- play around here, dance around here for a while, you
other kids sit on a rug for a while, and we just went for a half an
hour, with the three cameras going.

Sometimes Aldo would run out into the studio, and so "No, No-
do it this way" and run back in, and sometimes he was switching it,
and most of the time he just watched the process go. The sound was
belng created at the same time this was going on. Aldo brought some
sound sources, and we had others, and he talked to the audio man and
everything kind of happened at once.

JUD: What kind of sound did he use?

BARZYCK: These were basically feedbacks and loops, and plugging into
the audio console board itself, and tape rewinds, and that kind of
material. Everything was just happening and really going by Aldo-

with everyone sitting there, and Aldo was like the piston in the mac-
hine, and he was goilng: "Oh, that's beautiful, that's terrible, that's
good, why don't you give me some more of that, that's awful". So this
sort of went on, and we were all like up and down. So we had a half-
hour of Aldo on tape.
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The second was Thomas Tadlock, who brought in his Archetron
kaleidoscoplic video machine, and there was very little we had to do.
We got him a source of I SPY, brought it to his machine. We triled to
take it directly out of the machine so we wouldn't have to shoot the
monitor- but couldn't do it- he was working with what is called in-
dustrial sync and we had broadcast sync and the pictures would never
generate properly. He blew a part while trying to insert into our
system, and we all had to walt a day. He left the machine here and
eventually we came to the conclusion that the only thing was to shoot
the monitor. So we ran Tadlock for an hour and a half, and he left
the studlo sometimes, and sometimes had on headsets coming out to
him with the Beatles, and other records and tapes, which were also
being recorded on the video tape as well as the sounds of the tele-
Qision shows we were using. And we just recorded a lot and that was

the raw material for him,

(TV VOICE: Allan Kaprow. What's happening here. He uses four
locations in Massachusetts, 5 cameras, 2 television monitors,
and people trying to get in touch. Title: HELLO.

FIRST LADY: I see you, Harriet.

SECOND LADY: I see you, too. Hi. There you are. Who are you?
MAN: Hello, hello That's my daughter. If I could only talk
to her through all this machinery, it'd be great. Helen,
Helen.

LITTLE GIRL: Hi,.

MAN: Hello, this 1s Daddy. Do you see me?

LITTLE GIRL: I saw you already.

MAN: Do you see me now?

SMALL BOY: Hi. MAN: Hi, Peter.

HELEN'S FATHER: Hello, Helen. I can see you.

HELEN: I see you.

MAN: Take the microphone out of your mouth.

HELEN's FATHER: Hi there. Do you hear me, Helen? Say hello
to the man on your left.

LITTLE GIRL: Hi, man. I see the moon,

RECORDED VOICES: Boy and girl, distorted, saying hello

back and forth.)

BARZYCK: For Allan Kaprow, we set up four locations in Boston, which
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we have feeding into WGBH from other areas for other purposes- a

line to MIT which feeds us programs which we record for them, and
other lines from EDC (Education Development Corps) which also does
special educational shows. We also have a Mobile Unit which was set ou
in the parking lot, and we also used a studio. Sothose were the four
sources. Allan sald, these are the rules of the game- at each place
about eight people, and the only thing they're supposed to say to
each other is "Hello, I see you." The switcher is to work out a plan
of how he's going to edit it. The people at each location will have
a, monitor, and what they see will determined by somebody else who
works 1t out independently of what might be taking place on the video
tape, and the audio man has worked out a situation so each location
would hear a certaln other location, independent of anything else

" that was going on. The people who were experiencing the happening

had other things going on besides what was on the show. Al had to
make the compromise of cutting down a half-hour happening into five
or six minutes., We had to come up with a final product, so we recor-
ded a half-hour with black and white lines coming in.

(TV VOICE: James Seawright, born Jackson, Missippi, 1936.
Technical Supervisor of the Columbia-Princeton Electroniec
Music Center. Here, Seawright uses two dancers, videotape
delay, positive and negative color, and the electronic com-
position CAPRICCIO by Bulent Arel.)

BARZYCK: Seawright brought with him his wife and another dancer. We
constructed a totally black environment for them with very hard
cross lights, and put the dancers in white against the black, and
then put three cameras next to each. Each camera was working only on
one of 1ts color tubes, camera one shooting red, two green, and three
blue. There were three sections. The first part used Just a black
background, and the three cameras next to each other shooting the two
dancers, each shooting its separate color, and the videoc man adding
the blue and then the red background electronically into the picture.
The second had the same three cameras exactly the same except
in negative, so that the black became white and the white took on the
almost plastic aspect of Warhol's pinks and purples. The three cam-
eras started to move when more gyration came to each camera on a dif-
ferent plane- they reversed scans on one of the cameras so it gave
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some cross reference of balance. When it was negative, the video
man switched the colors a number of times in the most vibrant parts,
and simply colored in some of the effects.

The third element of the Seawright piece was a kind of Norman
McLaren body-catching thing, sort of a duchamp's NUDE DESCENDING A
STAIRCASE, with one camera and the two dancers. Each of the three
color tubes inside the camera were run to an individual tape mach-
ine, so when a dancer moved, three machines were running, one picking
up the red image, one green, and one blue. After they had finished
the dance, we stopped, set up each of the tapes with a quarter sec-
ond delay after the other, and we ran the three tapes into a final
mastertape, so when the three color images stop and catch up with
_each other they trun into a black and white image, and when they
move they return to color.

(TV VOICE: Otto Piene, born Westphalen, Germany, 1928,
Exhibited first smoke paintings, programmed light sculp-
tures and hot air balloon demonstrations. Piene here uses
800 feet of polyethylene tubing, 22 tanks of helium, search-
lights, and one 95 pound girl, in his ELECTRONIC LIGHT
BALLET.

TV SOUND: Internal, shimmering, echoing sounds.)

BARZYCK: Otto Piene came in twice and constructed one aspect which

was a happening out in the parking lot at night, when we used all
these balloons to float a girl 40 feet into the air, with search-
lights on her. We recorded this 20 minute happening, and the other
effects were with stencilled cardboard circles with holes and patterns
punched into them. We put very strong light behind them and manipul-
ated the circles around, while the video man was manipulating the
colors. So the light patterns were burned in, smearing with a "de-
beaming" effect.

(TV VOICE: Nam June Palk, born Seoul, Korea, 1932, compos-
er of electronic music and experiments in mixed medis. His
tools- magnets and junk television sets; his images- three
hippies, a nude dancing model, and national political fig-
ures, Title: ELECTRONIC OPERA NO. 1.

sound; A fugue being played on the xylophone,

VOICE: This is Participation TV. Please follow instructions.
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SOUND: The Moonlight Sonata.

PAIK'S VOICE COMES IN: Close your eyes... open your eyes...
three quarters close your eyes... two thirds open your eyes..
RICHARD NIXON'S VOICE: ... Being one of the top experts in
defense appropriations...

VOICE: I'm getting awfully bored.

PAIK: Thank god, 1it's the last one.

VOICE: Well, what do we do now?

PAIK: Well, let's start it over again from the beginning.
VOICE: This is Participation TV. Please follow Instructions,
VOICE: Turn off your television sets.)

BARZYCK: Paik. A dancer, three cameras, again res, green, blue, and

. then he fed those images into a monitor and it was shot from the mon-

itor- the monitor shot itself with another camera so that in fact
what you get 1s the whole feedback of the hand and the girl twisting
and turning, and we adjusted the amount of contrast, brightness, and
the amount of the image that was going into the monitor to give it
some flexibillity. All the effects when he said "Close your eyes"

were his old TV sets with the magnets in front, and we added the col-
or. He brought four sets in, and he had also recorded on helical

scan the President and those other people, and we shot the helical
scan monltor, and put the magnets in front of that and turned it
around. We added the red, green and blue dots. The hippies were standir
in the same place the nude was; they were shot in negative, three
cameras, red, green and blue.

All these artists came here and recorded more than was seen on
the air. We thought we'd better keep them short and keep them moving.
Everyone agreed to four to six minute sections.

We brought each artist back for an elght hour day in electroniec
editing, viewed the materlal, decided what we wanted, put it together.
Aldo's was very simple- it was Just hard edits all the way through.
We took perhaps 6 or 7 big areas, added a little volume to the kids'
"Black, I'm proud" which we recorded in the studlo., Tadlock looked at
hls whole thing and said he Just wanted this one section with the
Beatles' sound.

Allan Kaprow amd we hard edited the half hour happening, except
for the last bit which I felt should make more clear man's relation-
ship to the machine, and Allan and I came up with the suggestion that
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we have the moon and the earth, and the Hello, a surrealistic ending .
with the machine last. Allan wasn't partciularly happy about all this
but it was the strongest ending we could find for something which in
its original form had a flow which was hard to describe. James Sea-
wright's was the simplest in many ways because, in effect, he had
brought us a plece of music, so everything was timed to that. We

knew hls piece was going to be six minutes long, and we just recor-
ded the same plece over and over again, so we were able to take the
best section from each.

With Otto Piene's, we had to superimpose one thing on top of the
other after he had picked out the best sections, six minutes in leng-
th of the moving colors and dots, and of the happening, and we simp-
ly dissolved back and forth between the two. Audio was added by the

"audio man right out of the board- whatever noise was in the system

was added- whatever sound came through from the recording of the hap-
pening- "Hello, are the lights all set? Lucy, are you all alright?
Etc."

Nam June Paik's was the hardest because we had nearly two hours
of hils, and he realized he was to be the last one to edit, and the
last one on the show. So he tried to work against what everybody else
had done, put a little humor into it, and we sort of created it on
the spot. He had tons of stuff we never even got to- we composed an
almost plece-meal thing, music was added, a touch of corn, a touch
of sentimentality. He's a very disparate human being~ he was very
flexible and probably got shortchanged more than anyone in this whole
thing because his time was cut very short.

We did the opening with the PBL device, and the flag- The flag
was a regular flag, and we matted into the white of it a slide of
moire patterns. And the PBL twirling, swirling device was a steal.
from the Silver show- we cut a plece of aluminum foil to fit the
front of the lens, and cut out the shape of the PBL letters- it could
have been anything, tree, human, PBL- physically put it right over
the lens, and placed a very bright object, like aluminum foil or a
Christmas ornament with a lot of light on 1it, put it out of focus
So we were just picking up the dots of light- So you have a multi-
tude of the same thing; PBL popping up all over the place, and the
colors were added by the video man.
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It's very interesting because what we're seeing here was, for
many years, considered to be mistakes by engineers, and now we're
dealing with extremes, looking for mistakes that we can have fun with
now. For years engineers have had as their highest aim to reproduce .
exactly what the skin tone was, etc.- but there are always a variety
of extremes in colorization and in beam roll-off- which 1s what they
call the saturation of color into it. We were now looking for mis-
takes, and mistakes were something with which we are now having fun.
JUD: Yes. Paik has always maintained that there are certain imperfec-
tions and limitations built into the medium, and these exist, and
should be taken advantage of by the artist. What do you feel about
the limitations of the TV medium?

_BARZYCK: I see them from an interesting aspect because I'm really
talking about a system that I'm working with constantly all the time-
I'm faced with these kinds of restrictions and limitations and attit-
udes. Let me say that I think this show, and the Silver show, and

the Mixed Bag show, and things like that have been training for the
people who manipulate the idea. When you walk Iinto the studio with
an idea, when you're an artist like Paik, you have a machine and you
mess with it. It's a one-to-one relationship, and you get what you
want. When you walk into a television facility and get it on tape,
there are fifteen people who touch your product before it even gets
to the tape.

There are two or three ways you could do 1t: either you set up
schools and standards to say this is what everybody's got to do to
get 1t into the system properly, or you say, each one of you guys
is an artist, or at least handling the thing as an art. I don't knoe,
I can't tell you what to do with it, I'11l just tell you simply these
are the kinds of effects that I want, you do it- which just destroys
the whole relationship that most engineers and production types have
towards doing a TV show. You know, 1f there's going to be a shot
here, there's going to be a shot there, period- there's no such thing
as what would you like to do with it, kind of attitude. So this is
where we turn the tables on them, and we started saying how far can
you go, and what can you do- You tell me what you can do. All of a
sudden they were starting to look at their mistakes as a possible
way of getting effects. Lots of times we practically destroyed mach-

inery- but there was this great aspect of 1t, I remember, and I'1l1l
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tell you a little story.

An engineer in his fifties, out of New York, during the Silver
episodes, actually shut down one of the machines, and said I will
not record what you're senging me because I don't think it meets
specifications- "specs". After he shut it down we had to go and talk
to him for a few minutes, to try to convince him that it was alright
and he finally recorded it, because we were only going to use a
small section on the air. Two years later, this engineer, when he had
finished work, put on his coat and was leaving to go home and go fish-
ing, took the time to come into the control room where I'd just fin-
ished a show, and said: "Hey, I've got these three ideas that you
might be able to use" and he took the tape machine and started to

.Show me three technical ways to screw up the picture.

So, aii of a sudden, you release the pressure of the system
because the establishment of this studio said that crazy plctures
are Just as valid as absolutely perfect pictures.



ERIC SIEGEL: Television Is The Last Communication Link We Have
To Change This Country

One of the youngest proponents of the video revolution, Eric
Siegel, born in 1944, won Second Prize in the New York City Scilence
Falr at the age of fifteen for his home-made closed circuit TV. The
next year he won an Honorable Award in the same competition for "Col-
or through Black and White TV." After high school, he was employed
by several concerns in closed circuit television, and in 1956, worked
injthe Educational TV Department of the University of London.

In 1968, Siegel produced the PSYCHEDELEVISION videotape program
for the closed circult TV theatre, Channel One, and designed and
bullt the speclal effects TV components for Serge Boutourlin and Susan
Buirge's TELEVANILLA at the Martinique Theatre, all in New York City.
He exhibited his PSYCHEDELEVISION IN COLOR in the Howard Wise Gallery's
TELEVISION AS A CREATIVE MEDIUM, and his BODY, MIND AND VIDEO at Bran-
dels University's VISION AND TELEVISION in 1970.

JUD: You entered television at fifteen?

ERIC: At 15 I did4 the first outward thing with television, building

my first TV camera, and it continued from then on, building more and
more equipment.

JUD: What had you been doing before that time?

ERIC: Electronics. Pure electronics.

JUD: So you entered into television through an interest in electronics
quite directly- no other art form?

ERIC: Yes, it was electronics, and then I got turned on to TV through
electronics by getting hold of TV equlipment, and playing with it. And
since I bullt the first camera I've continuously been interested in it,
and still am.

JUD: When did you actually first get to work with videotape?

ERIC: About two years ago (NOTE: The date of this interview is 1970.)
somebody gave me an old videotape recorder in pieces-

JUD: A Sony tape deck?

ERIC: No, a big two inch Ampex helical scan. And they said, if you can
make it work, you can have it. Then I spent six months making it work.
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After which, I took the camera I had bullt and I started to make

some tapes which you've seen at Howard Wise.

JUD: That was a color machine?

ERIC: No, it was black and white. The Howard Wise tapes were black and
white and I made them into color with another electronic circuit.

JUD: Which you built yourself?

ERIC: Yes, the first circuit was buillt inside of the color set, but

now 1t's been expanded so that it's a separate thing which connects to
thé back of a color monitor, and it should be out on the market soon.

I don't know who's going to market 1t, yet.

JUD: When did you first show your videotapes?

ERIC: The first showing was Just one day at the Channel One Theater-

a preview, and the second showing was continuously at Howard Wise's.
JUDﬁ How did you get involved in the Wise show?

ERIC: Tom Tadlock told me about the show, and Howard Wise called up

and said that he'd heard about me through Tadlock, came up and saw the
tapes, and sald please be in the show.

JUD: Did you know the work of other people in the field, like Nam June
Palk, at that time?

ERIC: I saw some of Paik's work at MOMA's MACHINE show, and it turned
me on- I 1liked it., I'd already had some of my tapes completed then, but
I didn't meet Paik until the Wise show, didn't even know what he looked
like, until someone said "that's Paik."

JUD: Would you say anything influenced your approach to TV- anything
from people working in the field to McLuhan?

ERIC: No, I was doing the work before I read or even knew of McLuhan.

I found out afterwards. No, I wouldn't say there were really any exter-
nal influences. It was Just watching TV itself, what the stations were
doing, saying "Oh, forget 1t," and Just trying to do completely differ-
ent things. Basically, I was making videotapes that I enjoyed watching
myself, and my friends enjoyed watching, and at the same time trying to
make the tapes so I was expressing myself through them, on a certain
level. And that's what I'm going to continue to try and do.

JUD: Were the Channel One tapes the same as the Howard Wise material?
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ERIC: No, the Wise tapes were different material. The Channel One
tapes were meant to be paid to see, and portions of the tape were
stralght video- you know, a camera pointed at a person talking and
performing, and you have to have thils straight kind of video if you'-
re expecting regular people to pay, because they're not going to pay
to watch abstract patterns for an hour- you have to give them some-
thing else. But things are changing, and there are ways of making TV
programs now where reality and abstraction can be intermixed in the
right proportions so that you can hold the attention span, and keep
a rhythm going so that just when you feel like you're getting bored,
it changes, and the change comes just at the right time, if you feel
.1t out as you go. But the Wise tapes were all abstraction- music and
abstractioh.
JUD: What was the music on that again? There was a section reminis-
cent:of "2001."
ERIC: THE SYMPHONY OF THE PLANETS, the last plece, had music vaguely
similar to "2001," but I must stress that I made the tape before see-
ing "2001." It must have been in the air, or something. The Wise tapes
were edlted so that the EINSTEIN section came first; then the Beatles
section, TOMORROW NEVER KNOWS, and the SYMPHONY OF THE PLANETS.
(ERIC: Naturally, I had started experimenting in making a number
of tapes, but 1t has all been flltered down now. Of all those
tapes that I was making, i1t has filtered down to EINSTEIN, TO=
MORROW NEVER KNOWS, and SYMPHONY OF THE PLANETS as one tape- all
those three things have been put onto one tape. Then there's an-
other tape called WAR TRIP which not too many people have seen-
and so, an hour has been distilled out of all those two hours
of two-inch experiments I was doing at that time. And actually;
that was the first time that I was actually doing video- making
tapes and so forth. So a very low ratio of things were kept, to
much taping was being done. Now, in 1/2" work, the ratio is a
little bit more even.
JUD: All the early tapes originally constituted part of the
PSYCHEDELEVISION show at Channel One.
ERIC: Yes. That was one showing. In other words, it was the first
and only- just one.

JUD: You showed the major tapes again at the Kitchen, together
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with a live piece. (NOTE: A showing in 1973.)

ERIC: Right. At the Kitchen, what I did was- I got hold of
one of the better coples of EINSTEIN that was still on two
inch helical scan and made a redub of it. So that the people
who have just seen it recently at the Kitchen, not only have
they seen it in better quality than the last time, whenever
they saw it the last time, but they saw it through this new
colorizer that I'm now marleting in New York.)

JUD: How would you characterize your basic orientation to videotape?
ERIC: It's a way I express myself as an individual.

"JUD: What of its relationship to other people?

ERIC: Well, that's not with the videotapes- only vaguely, but not
really- that's with the other experiments that I do, like the Bran-
deis plece. Rather than a direct expression of myself, that's more
an expression of how people should perceive themselves, so in that pile«
they see themselves in color, delayed, and there's music playing.

The music 1s supposed to trigger them off to move, to dance- and
they're supposed to watch themselves moving and dancing. Usually,
this is a mind-blowing experlence, i1f they've never seen it happen
before- watching themselves delayed a few seconds. But this is an-
other kind of statement. I'm not saying anything about myself- not
giving anything of myself in this kind of thing. It's really like
letting people get high on themselves, you know, get all involved
with themselves, because that's what they want to do anyway.

JUD: It's a feedback situation.

ERIC: Right. The videotape is myself into tape. Right now, I'm get-
ting ready to design a video syntheslzer, which will enable me to do
live video- like in the old days there would be a concert with a
plano, not there'll be a concert with a video synthesizer. And this
is something that Paik is into also. And it's the next step of video.
They're making new video devices, or getting ready to, in Japan, with
large displays in color, possibly flat non-projected.

JUD: Flat tube.
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ERIC: Yes, that you hang up on the wall. So that, everyone knows
that TV 1s going to change into something new- into an expanded
medium, and a few people are getting ready for it, by making the
hardware that will enable the new kind of programming, the new kind
of video communications that's going to happen.

JUD: Do you think flat tube will make TV Projection obsolete?

ERIC: Oh yes, if they perfect it.

JUD: What about holographic television?

ERIC: That's so far away, so I'm not tied up in that right now. As
far as I know, you won't be able to get three-dimensions out of the
flat screen thing, so if people get more turned on to three-dimen-
"sions than.a large flat plcture, then holograms will become popular
in TV. But I'm more tied up in what will be a possibility in the
next year.

JUD: In Truffaut's film FAHRENHEIT 451, people have wallsize color
television in their homes, during an era of bookburning.

ERIC: Well, video will become like books with the advent of cass-
ettes, so 1f they'd be burning books, they'd be burning videocas-
settes.

JUD: You don't think there would be Instamatic video cameras?

ERIC: Yes, it's getting close to it already. Video will become like
8mm film is now. They'll habe minature plumbicon tubes inside min-
ature video cameras, with videocassettes you just throw in. However,
I don't think the film industry should worry yet, because video qual-
ity 1s still lacking. But that's the fault of the equipment manufac-
turers- they're only interested in making money, not in making some-
thing right. So perhaps one company will make some equipment right,
and when that happens, people will find out, and the other companies
willl have to follow or go down. Right now, they're all making crap.
JUD: Do you think the better equipment will be made by the Japanese?
ERIC: Possibly. But they'll have to get feedback from us. We have to
write the Japanese companies, telling them what kind of equipment we
want.them to manufacture, instead of Jjust taking what's given us.
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We have to tell them what is needed on the American market, what

kind of new technology is needed, because the Anerican technology

is just not going to keep up with it. The Japanese are giving us

all our media, supplying us with the media tools, so we have to let
them know what we want in the future.

JUD: How did you find the video situation in Sweden when you were
there?

ERIC: Video is state controlled there- state controlled television.
They have some experimental programming, however it was quite boring-
what I would call low-key. I don't know if they plan it or not, but
it's meant to keep the people tranqulized. They don't want to excite
‘the people for some reason. So all TV is lowkeyed- 1t's boring.

JUD: More boring than American television?

ERIC: In general, Swedish TV is boring, but 1t's more informative
than American television. American television is Jjust insane. The
first priority with American television 1is that the commercials must
go. Commercial television must end.

JUD: Do you think pay TV or cable is the answer?

ERIC: Some kind of alternate system where you don't have to be bom-
barded, buy this, buy that, every fifteen minutes. This whole consum-
er crap must go.

JUD: That first step is pretty far-reaching.

ERIC: At least let's get people talking about it. First let's Just
say, advertising must be stopped- let's get 1t around. Then, once it
gets around, the momentum will carry through to the end. But a lot

of people aren't even thinking about it.

JUD: Do you think a show like Brandeis or Howard Wise's can help
change people's consciousness about the concept of television?

ERIC: It does have an effect, but not much of an effect, because not
that many people come. A very small minority of people are getting ex-
bposed to what's going on. Nobody knows what's happening with TV. No-
body even knows that there's television art already- they don't know
the alternatives of what they're watching at home. The only effective
way 1s getting on the networks. There has to be a network consisting
of television artists, which 1is boradcast across the country, so it
reaches the backwoods of Arkansas. Television is the last communication



SIEGEL
Page Seven

link we have to change this country. The whole country is tied to-
gether with television. The only way to effect a real change in this
country, to get it together, 1is through television. One of the major
network chiefs admitted to the fact that he's broadcasting shit, and
said that's what the public wants. What television artists are doing
right now, is fanning the fire, trying desperately to let it be known
that TV art exists, that it's a real thing, that there are people who
are turned on to TV and know what it 1is and what to do with 1it. And
when the word gets out, people will start clamoring to see it on their
home TV screen. However, 1if they don't, there are alternatives, be-
cause the videocassette recorders will be out in about two years or

-less, so you wdn't need the networks after a while- you could rip out

the tuner from your TV.

JUD: It would have to be quite a different kind of network to implem-
ent what you're talking about.

ERIC: Right- control rooms with pillows on the floor. We have to get
onto a network, not work FOR a network, because there's a certain at-
mosphere in network TV stations. If you ccme in and your mind 1is okay,
you'll find 1t gets messed up somewhere along the line. Right now, we
have to take the technology that exists, and exploit 1t, use it, for
our own benefit, not for the benefit of the advertisers. I don't think
there's enough time to start making a new technology. After we've got-
ten rid of the evils, and can sit back, relax, and have a smoke. THEN
we can start making the new fantastic Aquarian age technology-~ the
pPleasure technology. But we can't do that yet.

JUD: One of the lessons I think we've learned from the Art and Tech-
nology collaborations is that the artist has to learn some of the tech-
nology himself. As Paik Says, you have to make your own mistakes so

you can make your own discoveries.

ERIC: It's true. I admit that I've had 1t easy. But, probably, indiv-
iduals artists will find technical people to work eith them. That's an
immediate solution.

JUD: That's happening right now. Perhaps eventually the engineers will
become artists themselves.

ERIC: The future trends will be art and science and technology all com-
ing to a point at some- point. It's all going to become one- all headed
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in that direction. And if the sclentists would realize that now, and
the engineers, and the people controlling the whole formation of what's
happening on this planet- if they would all wake up and say, it's go-
ing to come together anyway so we might as well come together right
now, then we could really start correcting a lot of the shit that's
fucking us all up.

JUD: What are your immediate plans?

ERIC: To bulld the video synthesizer, which will be the preparation,
the new instrument for television. In the future there will be people
who will learn to play it very well, like any instrument, and talk
through 1it.

JUD: Do you see the video synthesizer making television a performing
art?

ERIC: I see it doing several things. It'll enable live performances
because no sets are needed, you don't have to control actors- you can
present abstract visions, images, with music. It'll work especially
well with music, with live groups. And then, for making videotapes,
there are two kinds of tapes you can make: the documentary which gets
dated, and the other kind which doesn't get dated. For making non-
documentary tapes, 1t'1l1 be very useful- for things which don't have
to do with time. Actually they do, but they don't become dated be-
cause they're not anchored to one year.

JUD: Are you more interested in color than in black and white?

ERIC: I want to go to color, and then to three dimensions, and then,
whatever comes after that. But color for now. Black and white 1s over.
JUD: Do you feel any affiliation with the movement right now?

ERIC: No, I feel as an individual. I feel totally alienated from all
movements, JUD: Apolitical.

ERIC: Completely. I'm Just concerned about the planet that I live on,.
The major concern that I have 1s mind pollution. Aside from the noise
we hear on the streets, when you g0 home and turn on your TV set,
you're getting mind pollution, and your brain is being screwed up and
fucked around with- the commercials are the biggest culprits,.They have
sclentists, psychologists, psychlatrists, all‘working on the staffs
of the major advertsiing companies, knowing all the tricks, how to
influence people's minds, so that they can make their millions. If I
can get into TV, I'd like to try and clean up some of that pollution.
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Some TV programs could consist of a beautiful abstract trip for
an hour, with the right kind of music., And that too ecan trigger
off thoughts, but you're not triggering off any specific thoughts.
You're triggering off a flow, a pattern of thoughts.

JUD: In which each individual's thought patterns can take their
own form.

ERIC: Right. And one of the things that will get the country back
together is when people get their minds back.



PART TWO:

PARTICIPATION TV:

Teledynamic Interplay

And Socilal Interaction



TELEVANILLA: SUSAN BUIRGE AND SERGE BOUTOURLINE:

The Human Use of Television

One of the first video/dance perfromances ever held, in
a one night performance at the Martinique Theatre on Broadway
in New York City, on April 22, 1968, was TELEVANILLA. It was
presented as an 'improvisational theatre dance piece choreo-
graphed and performed by Susan Buirge" in which various tele-
vision devies were "used to extend and change the scale and
scope of an event."

Susan Buirge 1s a dancer who has performed extensively with
the Alwin Nikolais and Murray Louis dance companies, also pre-
senting her own choreography at the Henry Street Playhouse. Her
Collaborators on TELEVANILLA included: Serge Boutourline, a the-
oretician and inventor in the fileld of human communications, who
is best known for his behavioral studies involving man's uses of
the spaces he moves in, and for his television device VIDEOSKETCH
which was shown at the Howard Wise Gallery; Wynn Chamberlain, a
painter whose works involving the human figure are widely known,
and who was producer of the Playhouse of the Ridiculous Repertory
Club's extravaganza THE CONQUEST OF THE UNIVERSE; Eric Siegel, the
creator of PSYCHEDELEVISION as an outlet for his experiments in
televislon, assisted by Peter Sorensen, lumokineticist, presently
working with colored television and polarized light; and Phil
Glass, a well-known composer who has been recipient of two Ford
Foundation grants.

As described vy the VILLAGE VOICE: "The evening consisted of
three very short experimental works- in effect a demonstration of

the effects of television devices on an event. Miss Buirge roun-
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ded out the evening by turning it into a sort of children's

party for dancegoers. The ushers were pretty dancers, and they

gave out daisles with the programs. The programs were stuck in
white envelopes sealed with a butterfly. Also in the envelope:
colored gel papers strung on white yarn, to look through. Color-

ed felt squares stapled neatly to the cartons that served as stands
for the TV sets. Free coke and ice cream in intermission I; magic
markers, paper, and a bulletin board in intermission II; and in-
vitation to play with Videosketch afterwards.Y

Technically, the pileces involved several (seven) video mon-
itors by Shibaden, a three-sided theatre-in-the-round, one motion
picture projector, a closed circuit ITV video camera, and one cus-
tom video special effects generator.

The first plece FLAVORS had Susan in white playing with her
hands before the video camera, with finger motions, in and out of
focus, with the video operator then following her feet, meandering
up to her face, in and out, in more increasingly rapid circles,
to a jJazz organ soundtrack. Video solarization, feet whirling, to
high contrast, flashing out to an oscillloscope~like trace, the path:
of mutually interacting moving camera and moving feet, into a swir-
ling arc trace, like a fluttering black and white butterfly. Then,
an intermission, where the audience was invited "to make an ice
cream soda."

The second piece EXTENSION NO. 1 used the dancer, in a nearly
transparent leotard, against a film of herself by Wynn Chamberlain
on a suspended screen, of her legs and feet performing the same danc
in almost eurhythmic movements, knee against knee, sounds of rain

falling, sea birds, croaking, deep throated to great echoey chor-



TELEVANILLA

Page Three

uses, one foot leaping, "flying," a sudden surge of distant birds,
neck muscles closeup into a slow spinning vortex, and fade.

The third piece utilized the VIDEOSKETCH with Ms. Buirge dancing,
lights on each hand and ankle, and one on her head, with the VIDEO-
SKETCH's receiving eye transferring her lights to the screen "in the
form of green blobs, squiggles, fat and thin lines," to the music of
Phii Glass. Video images like alpha particles traces in a cloud chamber,
the dancer playing against her traces on the screen, like sumil painting
strokes, amorphic streaks overlald, opposing, merging into time pas-
sages, with sound arcs surging and bursting about each other, play
against play, vision against television.

These preceding notes from the original performance and here fol-
lowed by an interview with Susan Buirge about TELEVANILLA and its im-

lications, done in 1968, and previously unpublished.

SUSAN BUIRGE: Man must necessarily“hove to stay alive. This involves
the element of choice within a theatre situation, rather than sitting
in a proscenium situation (even there everyone has a somewhat different
point of view). We are magnifying the premise of the multiplicity of
points of view: a stable TV monitor point of view, live action from
three sides, and a large screen. It's where you wish to look.

We tried to design the show in black and white, but we gave people
colored gels to allow them to make their own overlays. This puts the
audience members in the position of making their own designs. Even the
variety of intermissions being situations of interest for the audience,
playing the danceable music of today. You can dance, but you don't have

to dance.
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There's a cholce of roles irf wanted, more contact with the per-
former, and no gods and goddesses. It's a space we can share, and the
involvement we can share. If you can walk around in the event's Spacee,
you have the ability to have an attachment with what the performer 1is
doing, a common bond of understanding between communicator and with
tho§e being communicated. One of my personal feelings, and I feel this
particularly, is: media, no; theatre, no; there must be a word some-
where for this particular area of "intermedia", that is to be personal.

One thing I feel "technology" has done to the "arts" is to kind of
take "personalization" away from the audience-performer bonds, except
in certain "intermedia" pleces. I'm trying to extend a personal strain
or stream toward the audience, not something idiosyncratic, but person-
alizations that take place in small squares, or small areas of focus;
like looking closely at one part of a person, and all of a sudden you've
zeroed in on a small square, like a movie zoon. TV monitors are small
squares. In a larger space, I would use more monitors, but the same
size screens.

We've stopped going horizontally; things now come vertically. We
can look at the history of musie that way. Now you have a chunk, a ver-
ticality, not necessarily following some path, but making its own sense.
We had "not merely horizontal" intermissions; why should only the "art
event" have the right to that verticallty? Every person has the right
to that verticality. Why go flat?

JUD: Everyone has been leaping into that problem, in intermedia perfor-

mance, from many individual vantage points.
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SUSAN: Being a dancer for the sum total of elght years, five being
with Nikolais, I discovered dance as a sophomore in college; instead
of badminton, I thought modern dance. I went to it like a fish to water,
instead of law school, and went to Juilliard. Working in a form of "int-
ermedia" with Nikolails, the kind of craftsman that he 1s, taught me to
be ?all" to the situation. But what I did creatively seemed to be cre—
atlively opposite to what most people at Henry Street were doing. What
evolved was simplicity. I, of course, was immediately criticized for
béing uninterested. I knew the formula; 1t's far easier to Join; every-
one wants to be accepted, especlally when existing in a parental organ-
ization.

I had the good fortune to rupture a disc in my back, which made
me stop and reevaluate where and who I was. The realization that I had
been stuck resulted, and shortly after that time I met Serge Boutourline.
Group 212 in Woodstock, New York, had an event happening on something 11k
Monday, April Tth. But April Tth was a Wednesday, and everyone went on
the date instead of the day, but we went on the day; that's how we met.

Serge was doing this thing with a TV camera and lights that moved.
Next thing I knew, I was figuring out new possibilities with it. Besides
teaching at the Playhouse and NYU, I started doing small parlor-like
performances, almost in pre-20th century style, for people like Paul
S11ls who started Second City, potential investors, and interested peo-
ple. It was nice having intimate contact with people in intimate situa-
tions; the immediate elements, questions and concerns. The element of
production becomes something that you play out of and off of. I decided
that much of this concert would have to be improvised. And you have to

have artist technicians who are also performers.
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I would never have reached this kind of conception i1f I person-
ally did not know how the mechanical, technical elements operated.
That started about a year ago, when I was introduced to the possibilities
of TV in such a situation. I can see the day when TV reaches out to
touch me and I the screen. I feel in many ways that TV went from black
andehite into color before it was ready. The possibilities of black
andiwhite are mostly unexplored.

This 1s one baby, mini-aspect of interaction events. Eventually,

I want no camera, no intermediary in intermedia; directly between per-

former and audience, totally humanizing the technology, with the per-
former capable of being in total control of what 1is seen and how 1t is
seen as each moment is happening.

(Sections of a later conversatlion follow, with Susan Buirge, and
with her collaborator, Serge Boutourline, at the 42nd Street offices
of Serge's company, INTERACTION SIGNAL, INC. INTERACTION SIGNAL is des-
cribed as a company which develops environments and devices that in-
crease man's capacity to control his own surroundings by direct "feed-

back" into the many systems which are aimed at him.)

"Environment 1is a specific set of measurable physical phen-
omena existing during a specified period of time at a specif-
ied location point. These physical events may be light rays,
sound vibrations, chemical particles in the air, measured
temperature, measured pressure or any of a number of physical
events which are measurable. A room can be thought to be a
three dimensional grid consisting of a finite set of points

each with 1ts own unique inventory of physical events which

change over time,
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SUSAN: Ori
this o0ld o
to get 1t
end up wit
no space t
SERGE: It
Basically,
and live,

personaliz

A

. « If one wanted to decide where to place a spotlight,
one might think only in terms of the structure of light rays
existing at a set of points in a room. If one wanted to de-
cide where to place a computer, one might think only of the
stength and direction of magnetic fields at that same set
of points. . . If an exhibit manager moves a spotlight in
an open room then every point in that room will experience
an altered structure of light rays. This, in itself, would

not be significant 1f people did not respond to sets of ev-

ents rather than to 1solated events. Thus, the ability to in-
troduce what may seem to be relatively minor changes in ex-
isting environmental systems can change the meaning of the
entire enivronment for people. One of the central activities
of environmental management 1s to introduce such changes so
that people will have experiences which are more valuable
for them."
- Serge Boutourline, THE CONCEPT OF ENVIRONMENTAL MANAGEMENT.
ginally we wanted a TV projector, and Wynn Chamberlain has
ne, except that you need such a high level to light the figure
to project, so you wash out all the projected images, and you
h nothing. Rear-projected, i1t would have worked, but we had

0 rear project, only about five feet.
would be nice to do several evenings, of various things.

this format has to be developed, with the whole image, TV
and the intimacy that comes out of that, rather than the de-

ation.

JUD: Ideally, each person perhaps should have his own receiving set.
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Actually we all do, but that's a different communication system.

SUSAN: It's a series of perceptions. You can get one and not another.
Or you get your own, and then you have another one magnifying your own.
No only each member of the audiecne with his own receiver, but each per-
former should have total control of the work. Originally, when I started
on this, I had developed some things to a point but not to a proficien-
cy, Qhereby the perfromer was in ultimate control of everything- the
camera, lights, sound, what was seen and not seen. In other words, lit-
erally lowering myself in a little box, with no cables, and a battery
sticking in 1it.

JUD: That's about as big as all hardware ideally should be.

SUSAN: Yes. It sits right in your hand, and you control the lights, and
the sound, etc. And it's all in your hand.

SERGE: You should have done one thing that you were totally in control
of; VIDEOSKETCH was the closest you came.

SUSAN: But it seemed just as valuable just to do it.

SERGE: It's like being behind the camera while you control the set,
which 1s really a highly personal scene. And all this is really putting
someone 1n charge of what happens. It's changing the vantage point.
JUD: In the Gurdjieffian dances, each dancer had his part which seemed
to have no relation to anything, but all the parts together related in
a highly charged manner.

SUSAN: That's like a piece of choreography that Laban did, when he was
in Germany developing his system of dance notation. They had this huge
festival, and every opera house and every little village sent out their
chorus of dancers, and there was all Germany dancing on this field. And

Laban sent out these scores of translating notes to the little groups:
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where they were supposed to be and what they were supposed to do, and

of course, nobody knew what the other guy was doing, except that Laban
knew. And they all met on this field for the big day of the concert,
took their places and did this thing, and the whole thing was beautiful.
But 1t was like that giving out of parts.

SERGE: Which your idea is not into. That's where this TV thing, or even
film, becomes really personal, because it's one person, one dancer hand-
held.

JﬁD: The camera is and can be a performer. There's no question of that.
SERGE: Ultimately we have to move both the camera and the performer.
VIDEOSKETCH was the one situatlon where the camera was stable, and an
analogy to that is when you want to give a performance opportunity to
someone who 1s a guest, one way of doing it is by freezing your camera,
rendering yourself impassive, so then all the movements the other person
1s making are showcased. So Susan's been working with the frozen camera,
so essentially all the motion on the screen would be in fact created

by her. It is then like painting or drawing. In fact, VIDEOSKETCH came
from a drawing idea, where you have a stable field, like a stage which
is a stable field, and any motion created is that of the performer.
SUSAN: But also to take and put things at different points in space,

in relationship to the viewer. Even in a proscenium, you have that to a
small degree. You bring people closer to the situation when you bring
them and monitors closer to each other; you get that kind of three dim-
ensional multi-level visual fields.

JUD: Or one big field. With many levels.

SERGE: The Martinique has very special characteristics. One of them is
that you're so close that even moving your head from side to side can

change the field. One characteristic of signal fields 1s that the closer
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you are to the source, the more control the recelver can excercise

over content and structure. From real close, by moving very little,
there's a considerable difference in background created perspective,
With the same motion, from twenty feet away, it's a barely impercep-
tible difference that I can create in my own locatlon, and as you gedb
farther and farther away, there's the point where that is an absolutely
unmélleable visual array.

SUSAN: If I can gain more control of the situation, I would know how
it's happening, rather than relying on another person.

SERGE: Susan's been working with still cameras, and one thing about that
is that 1t has a reflexive character. In effect, the only thing that's
happening on the screen is the result of one person's actions. What that
creates, as a technical question relating to signal theory really, is
that there are characteristics to Joint motion where the fileld is moving
and the receiver is moving. It's weird, but two things moving indepen-
dently of each other create an interaction signal. If we could have had
moreperformances, the whole relatlonship to the audience could have been
done more. On the marquee outside, we had real flowers and christmas
lights all around, and that care and handling of the audience, putting
things on their seats, having local lighting instead of house lighting,
created an intimate situation.

JUD: A beautiful thing that happened, when I arrived around 9 o'clock,
there was a small quequé 6f people walting for tickets outside, and one
woman said, "They're all standing out there, this must be part of it."
"This is part of the happening" was her exact terminology.

SUSAN: The New York Times review of the plece:héadlined "TELEVANILLA
DANCE OFFERS FREE DAISIES. THey gave away daisies at the Martinique

Theatre last evening. The occasion was a performance of TELEVANILLA,
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a thetre-dance plece in which Susan Buirge, a dancer/designer, was as-
slsted on stage by seven small television sets and a camera with oper-
ator. Considering the battery of equipment and the host of backstage
collaborators including Serge Boutourline, a communications theoretic-
ian, and Wynn Chamberlain, painter, Miss Buirge's effort to 'explore

new dimensions in the dance experience' were definitely disappointing.
w1tﬁ the camera aimed sometimes at her torso, sometimes at her feet,
there was Miss Buirge in person, Miss Buirge in part, Miss Buirge en-
tire, as flashed on the television screens. EXTENSION NO. 1, the sec-
ond section of TELEVANILLA also saw here dimly particularized on a
vertical screen to the rear of the dance space, and for her finale
tricks out a flashing light bulb, she pranced delicately before a mac-
hine, the program identified as VIDEOSKETCH, making 1little blobs of
light play leapfrog on its screen." There's something so beautiful about
that comment. "Whatever coheslion of image Miss Buirge wished to impart,
being 1n three places at once, was never realized."

JUD: That's classic. SUSAN: They came to see dance,

SERGE: But the whole idea of giving something to the audience, of having
a giving relationship; I Just like that so much.

SUSAN: It's assumed on the part of a performer that the performer gives
when he's performing, but when you can extend that into Iimmediate per-
sonal things, i1t Just becomes more beautiful.

JUD: The concept of working with an audience and the notion of receptiv-
ity, then the idea 1s to increase that receptlivity to its fullest ex-
tent. Then receptivity becomes giving.

SERGE: In a signal oriented frame, as opposed to object language geneo-
logy, you get into the myriad sets of signals which exist. This has to

with the theoretical framework of what I've been working with sofar,
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which has to do basically with the question of defining the physical
world, or defining human environment. Ultimately you get to the ques-
tion of how do you define even the physical world. One tends to get in-
terested in that question because one is interested in perception, and
this has been true throughout the history of psychology, where the fun-
daméntal I1ssue 1s how do you explain or account for the fact that people
percelve something so differently. The traditional explanation has been
essentially that there 1s a world out there and you perceive it differ-
ently than Ibdo, because there's sbmething different in my head than
your head- which I'm sure is the case.

JUD: At least a different filtering system.

SERGE: Yes, the notion of a fllter. And then you get that thing of bre-
aking down the filter so that more comes through. While I can't say that
I'm against that position, I've been evolving another position- the fact
that whatever I point to out there 1is in point of fact different for me
than 1t 1s for you, physically, in all the perspectives. Like, you can
see into the next room, I can't, etc., etc..Add on to that the tactile
sensations that you're creating for yourself, the fact you're wearing
different clothes, that your feet are in a different configuration than
mine, that you're moving your head up and down and I'm shaking my head-
you are creating at your retina a fast splice cut.

JUD: It has to do with the multiplicity of a moment, the infinite mul-
tiplicity which moves vertically through time as well as horizontally.
SERGE: The point of fact 1s that the physical, raw world you're exposed
to is so different from the physical, raw world I'm exposed to. That

comes from an accounting system which defines the world as that set of

évents which happens at one's sensors. If you take that definition of
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what the world is, what's happening here cannot be explained by this,
because now we're dealing with a set of signals or events, and this is
tricky, which exist both because of what I do and because of the "char-
acter" of what 1s out there, again created by what I do because I am
selecting "what part" of out there, this rather than this. Like the
character of this chair 1s really the character of a small group of spot:
thaé I choose to touch at that moment, which is hardly the chair. That
subset of spots 1s itself defined by what I do. It then becomes hard to
postulate that external, extensive object Newtonian reality which is
essentially the common conception of us all. It 1s at that point where
the depest agreements in our society take place, that after all, sir,
there's the real world out there. This has been prostituted by the per-
ceptuallsts who say, yes, it's out there but we all have a different
filter. I'm essentlally taking 1t another step. I'm saying that nobody
ever knew the real world, and nobody can help but create a world for ™"
themselves, therefore the idea of a world is a fiction in that sense,
that's unrealizable in human experience. It's even unmeasurable by any
scientific theory. It has to do with the INTERACTION SIGNAL company in
that this company purports to relate to the process which is the process
of living, in a funny way. That is what an interaction signal 1s, that
set of signals which one develops over a perios of time in interaction
with one's milieu. But it 1is not the milieu, because to describe envir-
onment, you see, 1s back into object language.

Fundametally, my position carried to 1ts utmost says Susan is des-
igning her environment now, I'm designing my environment, you are desig-
ning yours- but that I did not design this environment because in fact,
my position taken to its ultimate, there is no such thing as this envir-

onment. You can think then now of this three dimensional space as a
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sea of points, or a matrix of points. At each point there is a unique
subset of signals including light, electrical signals, magnetic, elec-
trostatic, sound, chemical particles in the air- in other words, physic-
al events which are occurring at that point. Using that model, then in
a nalve sense, say a naked man or woman moving through this room is in
fact bathed in a sea, in a subset of such points. And by true movement,
movement that 1s interpreted not by having significance with me as an
object having a relationship with other objects, but as creating at my
own, and each new location, a new subset of points. At each point of
which 1s another new subset of events.

JUD: The complexity, of course, 1s infinite.

SERGE: It's staggering, but what it's similar to 1s in fact swimming,
or as if we are all walking in water. And the only other thing is to
speed up that people to people contact. That's what we're really trying
to do. I, personally, am thinking in terms of what will be the next
step. And, beyond the multi-sensory multi-media experlence, I feel that
it's going to do more with direct involvement with the making and doing
of things than with consumption; but maybe not. Anyway, 1t's clear that
a sensorium like the Electric Circus, which literally sells half hour
experiences for five dollars,vis playing upon crowds of zillions of peo-
ple who literally have never had that experience, even once.

SUSAN: And it's something we live with, and work with.

JUD: It's happening all the time, every moment.



STAN VANDERBEEK: THE VIOLENCE SONATA

Stan Vanderbeek has become perhaps one of the best known indepen-
dent filmmakers in this country, winning festival prizes for such anim-
ation films as MANKINDA, SCIENCE FRICTION and SUMMIT, and has been re-
cipient of both the Ford FFoundation grant for experimental films and
the Rockerfeller grant for films and studies in non-verbal communica-
tion. His particular collage approach to animation techniques has
brought him into experiments with the latest 1image-creating technolog-
ies, uncluding computer generated graphics with Ken Knowlton at Bell
Laboratories, and the creation of video collages for CBS Television.
During 1969, he was Film Artist-In-Residence at WGBH-TV in Boston, con-
current with a fellowship at the Advanced Visual Studies Center of the
Massachusetts Institute of Technology.

On January 12, 1970, the VIOLENCE SONATA, a PRE-THEATRE-NON-VERBAL-
ELECTRIC-COLLAGE, an evening of experimental television realized by S.
VanDerBeek, was broadcast by the two channels, Channel 2 (VHF carrying
the primary material- a mono-video form understandable to viewers with
one set), and the UHF Channel 44 (carrying a collection of thematic com-
ments on the primary material of the other channel) of WGBH-Television,
The home viewer could best participate in VIOLENCE SONATA by watching
two sets at once. It was composed of three double-screen collage video-
tapes, each lasting about fifteen minuts.

"The titles of the three videotapes are MAN, MAN TO WOMAN, and

MAN TO MAN. They are mixtures of parts of VanDerBeek's past films,

films from the archives and newsreel footage from around the globe,

films and live-action videotapes shot in Boston especially for

the show, and slides and photographs superimposed on the final

tapes by matting... Between each of the three screenacts of this

colllsion-collage, questions will be put to home viewers and they
will be able to telephone comments to the three studio panelists.

Meanwhile, in Studio A at VGBH, the same images going into local

homes will be tele-projected for viewing by a special audience of

100 invited participants. In front of the screens, as well as behin

them in a kind of shadow drama, masked live actors will perform

a play which VanDerBeek has written... with the intent of gradually
involving the in-station audience in TV-play. After the show, the
studio audience will conduct a 'thrash-out' of the i1ssues which 1t
has raised, and this live-action will be carried to the home aud-
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iences on both channels. The home viewers can again join the

discussion by phoning in at any point."
("Our violence is the digestive act of our inability to
communicate. Man's frustration at not being able to com-
municate with words leads him to violence. Centuries of
words have meant centuries of violence. We Must explore
all other ways to communicate if we hope to live non-violent
lives... By moving from the screen and stage presentation
out to the studio audience and then to all viewers in the
community, I'm hoping to find new ways to confront the is-
sues but to cool the violence." - STAN VANDERBEEK)

The following discussion was taped at WGBH one week after the
VIOLENCE SONATA broadcast, when VanDerBeek, staff members of WGBH,
some studlo participants and other guests watched a dual-monitor play-
back of the boradcast tapes, and then rapped. This was the first time
that Stan had seen the show as a TV-spectator, having been active in
the studio during the broadcast.
STAN: What we basically did was take all these variables at the same
time and stick them together. And I frankly don't know what you think.
It really went into something and, very curlously, came out someplace,
and I really, at this moment, don't exactly know myself.
QUESTION: Do you have any feedback from people about whether they did
adjust theilr sets at home?
STAN: The little bit I have i1s that most everybody Jjust let 1t slide
out untailored, just come out and fall over them, and the ones that I
did speak to, that I had any insight to, all felt they were perfectly
capable of privately editing in their head. They said, well, I'm so
used to TV commercials anyway, turning the kids off or on in their room,
that it didn't matter; they swung right with it. And I was really try-
ing to evoke certain particular parts that had more substance, more 1lit-
erate substance, if you will. I wanted to hear that, and so I was play-
ing for that, and I found it interesting that the responses I've gotten
were baslcally to edit in real time.
Q: I want to get some feeling reaction to this thing. I'm all fucked up
in my feelings right now about the plece, and I want to get some commun-
ity feeling.
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Q: I wonder if that wasn't the way a lot of people in the audience felt-
particularly since it was such a crowded mass, a really tense situation-
I would not have wanted to be sitting in there.

STAN: What we were riding with 1is an invisible third element of theatre
that evening, and that was a live-action performance plece going on whic
had a dimensionality to it, and in fact I had taken the studio here as
literal space and had set up a lot of evocative, or evocational, sim-
iles- references~ to the whole idea of violence, so that the audience
here had a very high emotional pressure when they came in just to see
what was going to happen. So that had been done quite deliberately.
You're right, I'm also rensed and puzzled, because I think that actual-
ly I evoked the basic body-mind-sense that I was looking for, which is
really a state of confusion, or questionning, out of which I wanted to
evoke something that you would get emotionally to some level- where if
there was any insight or outsight that you might have, was to get you
to that point. In other words, 1s there something that happens to you
at some level of new emotional awareness or wherever, kind of crudely
put- a sensitizing process, by overstimulation or overloading, you then
see something new or some new reference point?

The basic theory behind it is that rather than work out your phy-
sical acts of agression in one way or another, either on a home level or
a street level, or on a nation-wide level, you do it in some form of
play. One of the audience came up with something about the rational
play- there was no such form of rational play that was not harmful to
us- and I was looking for a form of theater act that did lead us to that
so that we acted it out in that situation physically there, rather than
g0 out and do 1t in the street. That was the basic motive for the thing.
One of the problems about the form I put it in, and one of the whole
points about metaphor, is that I don't think we really have an innate
talent to confront issues directly- we mus always make them off to one
side- and I would even make a bet at this point that it will be hard
for anyone to volunteer their literal feeling about it. Is that possible
to ask?

FRED BARZYK (Producer): Overall, I think I would have to say that the
whole show had a rather inhuman aspect, except for what existed inside
the studlo, and the shift between those two elements was a difficult one,

but an enjoyable one when I finally got with the audience because I
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somehow felt that I was back in some state that I understood.

When the three pieces were working well, it communicated best when
it had your absurd sense of humor involved with it because it touched
again on a humanity note. It worked effectively when there was asimple
image, for me, like the knife moving back. and forth; that had all the
essence of what you were saying very clearly, yet still with the same
vislon that you have. And there were many times in the whole show when
I really felt no particular thing at those moments because I'd been sat-
urated with so much that I'd been turned off. And maybe when I joined
thezgroup again, I got turned on again.

STAN: You-came in and out of 1it.

Q: I never really got into it- there were polnts where I could view the
thing sarcastically, but I think I'm very much like one of the guys in
the audience pointed out- the sort of person who'll just sit back and
watch 1t and then go home and go to bed. I don't know, maybe it's a sub-
liminal sort of thing, and six months from now, I'1l wake up and be
acting totally different.

Q: Stan, would you like to elaborate on what you what trying to do,
because we talked a lot about that, and obviously you weren't trying

to incite violence. You were talking about sensitizing people to violence
STAN: The problem about an artist making something is that I really
shouldn't have to legitimatize 1t with theory and surround it with a
verbal package with a list of instructions. It really should, in some
way, come through. I was really trying to do something that was closer
to non-verbal forces. A lot of the material was essentlally meant to be
visual, so my first premise was that I wanted to explore non-verbal
ideas, if I could, and then explore the media. And there are so many in-
gredients 1n the media, we had to sort of take inventory of 1it, and

then I was looking in the large mainly for a myth-orientated form of
evoking something without having the actual thing itself to be done.

Q: On that last point, Stan, should we have looked for the gratifica-
tion of violence without committing 1t?

STAN: Yes- and no, aha!

Q: Should this be for violence what pornography 1s for sexual desire?
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STAN: It may well be- that's an interesting and curious point. It
strikes me you may very well have something there which I wasn't even
aware of- that wasn't my plan. I didn't know frankly how it would end
up. What I was looking for, which is a kind of reverse of non-verbal
communication, and one of the things by the way which I got interested
in as a result of this, 1s that the audience, whom I had no idea how
they would respond afterwards, seemed to me to be really ready to
verbalize, to plunge in. It was a problem selecting one out of maybe
seven or elght people, volunteering, all wanting to talk. I found that
a véry interesting by-product, that possibly such a heavy audio-visual
load leads you to talking it out, which may or may not be a point, but
I suspect that it is.

I don't know- 1t's like a fun-house, where 1t does and doesn't work,
but in the large sense it does work. Now in our soclety, we have an in-
credible amount of pressures and forces that are not really legitimat-
ized, like pornography which isn't and is in everybody's mind, and
violence. Two large thoughts came out on the violence basls, it seems
to me, that, one: violence in many is a fairly natural phenomenon. I
guess we don't escape it, or else we invent some sort of play that re-
lieves us of it- if you let that energy go on out of control, it be-
comes violent.

Q: Was this to be a model of a new kind of play, then, that would take
the place of violence?

STAN: Yes, in effect it could be, and I hope to look at it in that light.
Q: Well, then, isn't one of the tests of whether or not it worked for
us, is 1if 1t did the job, vicariously, or if you were in the studio
talking, whether we felt expressed... You see, there wasn't really that
much violence in the pieces to experience; that many of the pleces were
metaphorical or expressive of other kinds of human behavior or traits.
When every so often, you'd get a glimpse of something that looked like
genuine violence, like the World War II footage, that can out stunning-
ly different from the rest. Gee, I didn't find that much violence in

it to really get that out of it...

STAN: I know that that was quite deliberately done. I really only wan-
ted to make oblique references to it. For one of many reasons, it's not
easy to get that strong footage without a lot of trouble, and I also
didn't want to do it- I wanted to stylize 1t so that it was only an
aferimage of what 1t really was.
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I think that would be more involving and you had to read into 1t
what you would. In fact, one of the things that was said in the post-
mortem period in the studio itself 1s that they'd seen it all before-
1t was all TV stuff, which 1s true. And all I'm saying is that 1it's
all part of the mythic structure that we have- that 1t 1s the fabric
of our contemporary myths. Seven million people watch these football
games each week, and that's really woven into us, so we don't tend to
think of 1t in its counterpoint way.

Q: Tell us about VIOLENCE TWO. (Laughter). Q: More to come.

STAN: Yes, phase two. What I had in mind originally was to explore a
form of portable theatre that was also, in the large sense, a scale and
a media interpretation. We have many medias in our soclety; most of
them don't give us a responsive situation, and we have a scale problem
in our socilety where basically the individual is isolated from his
overall community, and there are only a few ways he can identify with
it.

The real problem 1s that our society has a physicality that we
must explore in some way, and I'm particularly interested in penetrat-
ing and rebuilding what 1s our physical scale, in some way, so that we
as individuals both function better as individuals as we as groups fun-
ction better as groups. So what I'm really addressing myself to is the
role of television as a new form of theatre, or whatever you want to
call 1t, which works in real time, and works in all these dangerously
balanced medias which we have at our disposal now, but which none of
us quite knows how to orchestrate or use.

(TV VOICES: 1) AM I ON THE AIR OR NOT. (LAUGHTER) 2) GO AHEAD.

1) WE'RE GOING TO HAVE PEOPLE THERE, NOT ON FILM, BUT BLACK PAN-

THERS AND WELFARE MOTHERS AND MOTORCYCLE KIDS AND KIDS WHO JOHN

HOLT SAYS ARE BEING MURDERED BY A SCHOOL SYSTEM. JOHN HOLT IS A

CONSERVATIVE., HE TELLS US OUR KIDS ARE BEING MURDERED IN OUR

SCHOOLS., (APPLAUSE) 3) THE VIOLENCE THAT WE SEE PERPETRATED ON OUR

“SOCIETY,DOMESTICALLY AT LEAST, IS MAN TO MAN, AND MOSTLY WITHIN

FAMILIES AND NOT OUTSIDE. NOW HOW DO YOU ANSWER THAT IT TERMS OF

INSTITUTIONAL VIOLENCE. YOUNG LADY) THE FAMILY IS ONE OF THE MAJOR

INSTITUTIONS IN OUR SOCIETY THAT PERPETRATES THE BASIC VALUES OF

THE SOCIETY, ONE OF THE MOST IMPORTANT OF WHICH IS THE EXPLOTATION
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AND DEGRADATION OF WOMEN. (LAUGHTER) ALSO IT TREATS A WOMAN AS
IF SHE WAS THE PROPERTY OF THE MAN, AND CHILDREN AS THOUGH THEY
WERE THE PROPERTY OF THEIR PARENTS. THAT'S THE BASIS OF CANNIB—
ALISM WHICH IS THE BASIS OF VIOLENCE IN THE WORLD TODAY. MAN) HOW
DO YOU REDESIGN? I FAIL TO SEE ANY RELATIONSHIP BETWEEN THE FAMILY
STRUCTURE AND CAPITALIST STRUCTURE. BUT THAT MAY BE YOUR BAG.
YOUNG LADY) THE FAMILY STRUCTURE TODAY TRAINS PEOPLE TO ACCEPT
THEIR ROLES, BUT NOT THEIR HUMANITY, WITHIN THE CONTEXT OF AMER-

- ICAN CAPITALISM. WHEN WE FREE OURSELVES, WHICH MEANS TO FIGHT

" AGAINST AMERICAN SOCIETY, WE FREE OURSELVES FROM THESE OPPRESSIVE
INSTITUTIONS, WHICH MEANS THAT WE ESTABLISH REAL COMMUNITY WHERE
PEOPLE RELATE TO ONE ANOTHER IN A SOCIALIST WAY, BECAUSE THAT'S
HOW YOU COMMUNICATE. YOU BREAK DOWN THE FAMILY AND CREATE COM-
MUNAL LIVING. MAN) AND YOU REALLY BELIEVE THAT WE HAVE TO REDO
THE WHOLE SOCIETY IN ORDER TO RID OURSLEVES OF VIOLENCE. YOUNG
LADY) OF COURSE.)



TOP VALUE TELEVISION (TVTV): PRIME TIME: Post-Broadcast TV

"The purpose of TVIV was to demonstrate that portable
video equipment can be used professionally to create a
different style from conventional TV; and that there is

a market for such work. Moreover, we wanted to demonstrate
that we could work efficiently without a rigid hierarchy."
- TVIV, PRIME TIME, 1973.

MEGAN WILLIAMS: I guess there are about ten of us that work together,
in San Francsico. Michael Shamberg and I came from Raindance in New
York, Allen Rucker who co-founded Media Access Center in Menlo Park,
California, Tom Weinberg from the 1/2" video INSTANT REPLAY group in
Chicago, Chlp Lord, Doug Michels, Hudson Marquez and Curtis Schreier
from Ant Farm (into inflatables, alterante structures and graphics),
and Betsy Guignon and Michael Couzens.

Right now, we're basically working on this ADLAND tape, a docum-
entary, and this equipment thing, testing out equipment. We're trying
to push the state of the equipment, and push the state of the art and
see what the best production faclilitiles would be, and the best place
place to be., Because we couldn't call for the equipment ourselves, these
prototype pleces of video equipment, because we didn't have the clout

Ato‘aeal with the manufacturers that way, we're doing it through KQED
here in San Francisco. There's no money being exchanged. It's of ben-
efit to both of us because KQED is really interested in exploring al-
ternate television type programs, 1/2" programs, and they'll be really
hot into it when we're in color- then they'll be really interested.

And 1t's of benefit to them to know what they need, and it's a real
benefit to us to know what you can get for the money, what would be

the best, the most stable, the cleanest, and have the best color- so
we're doing it. We're Just testing it out- they're not buying 1t. And
it's also important because we're doing a survey on hardware and we're
going to publish it in the fall., (THE PRIME TIME SURVEY BY TVTV, 1974.)
It'll be a good model, a separate little thing, like a magazine saying,
here's hardware, what kind is it and how can you modify it. It'll be
more along the lines of the equipment stuff that's been in RADICAL
SOFTWARE. It'll have model numbera and prices, and what the good and
bad aspects are, and that'll'be a good model for groups who want to
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see a price for that kind of equipment. The cable systmes have already
bought expensive stuff, and a lot of people are bringing in 1/2" tape,
so that's a big thing.

Then, we've got this project called PRIME TIME which is a ninety
minute pillot program. It's more a sassy type thing as opposed to a
documentary~ it's not the coverage of an event. It's sort of a look
into what the future of TV is and 1t'1ll utilize all of this equipment
to show what the flexibllity of the equipment 1s, and the light equip-
ment. and the recording equipment. We want to trace out the history of
the tech development in television- people might be putting in people
watching the TV of the'60s, and as the program progresses, 1t will in-
volve getting into color and using all of the equipment.

"PRIME TIME will be publicized as an alternate future for
television., Future models themselves are part of the Amer-
ican tradition. The 'car of the future' often draws consum-
ers to auto shows. Science fiction imagery paved the way
for acceptance of the space program... The PRIME TIME pro-
Ject will be a non-institutional way to develop new video
formats and hardware. The project will serve both as a con-
text for showcasing the work of alternate video producers,
and as a prototype operating structure through which alter-

nate programs could be financed and distributed."

We're also working on a book, sort of a profile on electronic com-
munications now and in the near future- not a futuristic thing, not a
real forecast for the year 2000, but something like the next five years-
what the interfaces are between computers and video, and what kinds of
regulations would be in control. The way we work 1s that we all sort of
work on everything. The people who are working on the book are basically
Michael Shamberg, myself and Blair, who'll probably help us, and people
doing some of the graphics. There are a few people who aren't part of
TVTV working out of Chicago, and a woman in Japan. She translated GUER-
ILLA TELEVISION (By Michael Shamberg and Raindance Corporation, 1971)
into Japanese, and 1it's really important, and 1t's really weird, I mean,
that's so old.

JUD: How did TVTV come about in the first place?
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MEGAN: TVTV started being formed around the conventions of 1972. We
decided we wanted to do the conventions so we came up with the name
TVTV, and it was sort of a fantasy to cover this media event, and then
it became a reality and we got commitments from Sterling and Teleprom-
pter Cable and Cypress Communications and Continental Cable. A few cable
companles gave us money commitments and we also got press credentials,
so that we were on the status of any other independent press people
down there in Miami, independent meaning other than the networks. So
we started hustlling grants for 1t and figuring out how we were going
to it, and how many people, and that's really how the people got to-
gether. We sent out flyers to a lot of people, and some really respon-
ded "Yeah, I'd really like to work on this gig," so in the beginning
there were about twenty of us who went down, and we got help with the
money from small foundations. Andy Mann, the Videofreex, Tom Weinberg
from Chicago, the Ant Farm, Ira Schneider, and the video people from
Antioch College 1n Ohio: Steve Christiansen and Martha Miller- every-
one was coming from a different group, so we had this ad-~hoc structure
to do this production.

We had about ten portapaks..In the beginning, we had absoluely no
focus- we were running around and shooting what we thought was impor-
tnat, and then we starting following stories and themes, and deciding
what was really important. Like, we got a sense of it after a while but
it was just such a kick to be there. The place (The Democratic Conven-
tion) was like the biggest televislon studio you've been in, THE WORLD'S
LARGEST TV STUDIO (the title of the production)- and the media was a
big part of 1t too- it was real interesting to hang out with those guys
and see how they operated, and to see what they think 1s important in
relation to what we think 1s 1mportant. So what happened 1s that we did
this programming, two hours on each convention (FOUR MORE YEARS was the
Republican Convention.) which were edited at the Egg Store in New York
City, on the Sony 320F-

JUD: Dubbed up to one inch video and then back down to 1/2".

MEGAN: And Parry Teasdale and Chuck Kennedy of the Videofreex did all
the tech work, and they're really fine- they really checked 1t out.

Then we had no 1dea if 1t was even broadcastable- we hadn't even thought
about broadcasting it. We figured it was Just fro cable, and we then
took it to Westinghouse and they said they'd like to show it. So 1t was
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really a test- I know it's been done- but we transfered it to quad

using the AMPEX ADOl and it was exquisite. The first time we transfer-
ed we did 1t optically at KQED, and you know what that looks like, Just
shooting 1t off the monitor, and then Westinghouse put up their time and
their ADOl- it took a lot of time but the technicians got into 1t, and
it transfered really well.

So then, we were out in San Francisco, Michael and myself and Allen
Rucker and Tom Weinberg, and we decided that we really wanted to do more
productions, really wanted to start making tape, but we had to figure
out some distributiom, some sort of outlet, because otherwise it's this
thing here and this thing there. So the next thing we did was a pilece
on ROLLING STONE MAGAZINE called BEHIND THE LINES which was on WNET in
New York, and that was a sort of little number- it was about sixteen
minutes which they chopped up before broadcast. We spent time hanging
out with Jan Wenner, time in the offices and talked to all the people.
Wenner has a very successful enterprise going, providing some kind of
service, some sort of communication, or he picked up on the music which
1s the communication for that culture, and capitalized on 1t. He started
when he was about 23, and he's 26 now, and 1t's very interesting to see
that it's a very traditional straight sort of business- and also to see
where it's going from there, because you can't really make it Just on
music anymore, so he's become a pretty good journalist.

JUD: You say there isn't a structure being put together for the sake of
this operation. How is this being arranged now- who does what?

MEGAN: That's pretty abitrary though- we all have offices and things, but
that doesn't really mean anything. It doesn't mean that anyone has any
more pull than anyone else, and we haven't worked out any sort of equity
right now- 1t's all belng held by one person- it hasn;t been divided up
but 1t's a tool. Like we need a structure to do what we want to do with
this new pamphlet,and make it as efficient as possible, and 1t's a tool
to help us raise money, but 1t doesn't necessarily determine the kind

of work we do.

JUD: Are you all sharing one space in San Francisco?

MEGAN: No- infact, our space 1s not determined. We have an office and
our studio, and the apartment that Michael and I and Chip Lord from the
Ant Farm have, and then everyone else sort has thelr own apartments. I
guess we need a much bigger Space, and it's just a matter of money.
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JUD: A question of what used to be called medla ecology. What's your
terminology now?

MEGAN: Post broadcast- that's the terminology we've been using. It's \
a function of the future- small and cheap, light and functional. That's
our term. It's working in post-broadcast format, with post-broadcast
equipment, and post-broadcast distribution systems. It doesn't mean
anything; it's Jjust another funky video operation. (Laughter)

Just trying to get 1t toegether, seeing themselves, and traveling around
a little bit, and doing what they want to do.

JUD: The basic materials you've been doing, the Convention tapes, Ad-
land, et al, seem to take a look at certain cultural mainfestations in

a kind of both observational and satirical point of view.

MEGAN: Well, ‘in a sense, I guess that's satirical, and cycnical, but-
MICHAEL COUZENS: It takes a staged event and displays the process behind
the stage upfront. And some things, when you do that, look ludicrous.
The Republicans go through all that trouble to stage an event, and when
you show the staging, and you show the kids being rehearsed before they
go out to the hotel to greet the celebrities, and so on, the whole thing
looks like a contrivance, and it creates a different perspective., I

gues that's common to all the tapes thusfar, isn't 1t?

MEGAN: I'm not sure that satirical 1s the right word. It's documenting
the culture, and this 1s part of the culture; these people are very real
these are the lives they lead and the things that are important to then,
and that's part of America. And they're part of the whole civic scene
they live and work in, and sometimes it's just important to get a scan
on who those people are because they have a lot of power 1n this country
We're not on a heavy political number, but that kind of information
doesn't get transmitted, and a lot of us are not even aware of it be-
cause we're pretty inbred, and pretty closed and pretty isolated.
MICHAEL COUZENS: If you did a tape on Disneyworld- they go to a lot of
trouble to hide thelr technology, to make it unobtrusive so that the fan
tasy atmosphere 1s maintained. But the place would probably give you the
impression of being impressed with their technology; you'd be impressed
with their ingenuity-

MEGAN: Which they don't want people to know about, you know. Like at

the Democratic Convention, when we hung around with the news media, they
really didn't think that it was important that people understood how
they got thelr story together, or what kind of equipment they used,
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and what that process was- and these are the guys who are giving you

the news every night, and telling America what they're doing, what's
going on. But they're not accessible. It's like turning the tables on
some of these people and exploring. I mean, if a bunch of South Caro-
lina Republicans walked in here with a film crew to check out our scene,
who are these videotape people, what do they do, what kind of places

do they live 1n, down here on St. Marks Place and Vallejo Street in San
FRancisco, and Thompson Street in New York, and up in Woodstock?-

that'd be pretty weird. It's not just picking up our lifestyle, but 1it's
putting our lifestyle into perspective so people know what what're doing
JUD: It's a kind of uncovering, in a sense.

MEGAN: But it's sort of an exchange, too, because at the same time we're
uncovering, Qe're really exposing ourselves to them too- like they're
having some sort of experience themselves as well.

JUD: What do you think they're getting out of 1t?

MICHAEL COUZENS: Well, it makes them stop and think about what's rel-
event and what's important, and they find out what other people have

a different view about.

MEGAN: Or 1t makes them think about their own lives when they find

out that other people are curious about their lives, and most people
don't think about their lives a whole lot.

JUD: They're not self-reflective.

MEGAN: So, maybe it makes them think it makes them think that if these
guys with thelr Sony packs thinks we're important, or something we're
doing is valid- I mean, Walter Cronkite doesn't give a shit about us,
what we are doing, but maybe it does that. I don't know; it would be
pretentious to say that we had an effect on their lives. I'm Sure we
probably don't.

JUD: Do they get a chance to see the stuff? Do you get direct feedback
from them?

MEGAN: Yes. Moreso, with ADLAND. With the Conventions, it was pretty
hard, and 1t was a momentary thing- two weeks in Miami Beach. But with
ADLAND, we can go back to the people and show them the tape. We haven't
done any of that two-way sort of feedback- unless they pick it up and
see themselves on TV,

JUD: Do you get comments from them while viewing the tapes?
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megan; They're unsually more 1lmpressed by the technology than consid-
ering the tape, and then it's all pretty usual, as would expect, "that's
my image- that's me on TV"- they get into that head. There was the Wal-
lace delegate, who was on the tape, and saw the tape which we taped,
but Walter Cronkite didn't see the tape we shot of him because he did-
n'y have the time,
JUD: There would have been a chance for him to see 1t?
MEGAN: Yes, CBS has a copy of 1t, and he could just get it out of the
Archives, although I'm sure he has no 1idea.
JUD: There was a tape of yours that was shown on David Silver's WNET
television show in New York-
MEGAN: That was a tape of our loft-
JUD: It was autoblographical-
MEGAN: I haven't seen the playback, so I don't know exactly what they
used. The original was about five minutes. David Loxton Just asked us
to do an introduction to who we were, and at that time we were living
and working out of a much smaller space; and we just took people around
through our space, introduced ourselves and showed them what we were
doing- who we were basically. I was really to serve as an introductilon,
I would say.
JUD: David played it at the Kitchen, as well as the broadcast.
MEGAN: They cut the gallery at the end of it- we had a gallery of art,
with glossies we got from the PR department. So we had a gallery of all
the movement, and some guys who are well-known like Cronkilite and Fred
Friendly, and some were a bilt more obscure, and some were local, so the
game was that you had to go around and name them, and see how fast you
could name them off, if you remembered theilr name from television- how
memorable they are. But that wasn't a particularly heavy plece of tape.
Another thing that we're sort of interested in dolng, and are pur-
sulng right now, which may happen, 1s a similar tape on the Guru Mah-
araj Ji, the 16-year old:-guru and his following. He's doing a tour of
the country now, and the upshot of the tour is called MILLENIUM 73 in
the Houston Astrodome in November. It's supposed to be a really big
number, hundreds of thousands of kids, followers of the guru; and we'd
like to travel with him, and they're having a thing called the Soul
Rush, and they're coming from Boston and New York. Those guys are very

weird.
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JUD: They're all around in the East Village.
MEGAN: And he's around. He's plastered all over the place, and he's
really into the technology, this little kid. He's got all his Divine
Missions hooked up with Telex; he's into computers; he has a 747 on
which he's got cassette recorders, and he really understands linking
people together through media.
JUD: How have the arrangements for ou the tour gone?
MEGAN: We're not going to do the whole tour. We're mainly going to do
the, Astrodome thing, and then pick him up in Denver, and Detroit.
JUD: A few lead-ins.
MEGAN: We contacted them, and it's still in negotiations, but they
sald they'd be interested. They sent us all their material. Right now
we 're trying to get some money from PBS to do it, through KUHT in Hous-
ton, and they're interested in it. So right now it's in Washington with
the Corporation for Public Broadcasting (CPB) to glve a little grant
to PBS Houston. The guru is probably into it because it would Just be
a little more media, right? We talked to two of his people. What do
you think of his scene?
JUD: I've been avoiding any l1mpressions of him.
MEGAN: Maybe you should work on this program. (Laughter) We decided
that the upshot of the gig would really be if one of us is converted,
that would be the final point. I don't know how long his following 1is
going to last, or if it's as big as he claims it 1s, but 1if it, then
it really is an important event, and 1t's really important to figure
out who these kids are, believing in him, and turning everything they
have over to him. There are a lot of them.
"MILLENIUM 73 was described by the Guru himslef as 'the most
holy and significant event in human history.' In retrospect
(and on tape) it was one of the silliest, but being in Hous-
ton was something of a mindfuck as at times we felt like al-
iens who had stumbled into 'The Invasion of the Body Snat-
chers' with our porta-paks... The event itself was visually
outrageous, with the Guru sitting atop a 50-foot plastic
throne wearing a gold crown while Biblical sayings and G-0-D
flashed on-and-off on the Astrolite scoreboard behind him,.
Capping the madness was a 56-pliece rock band led by the Guru's
brother in a silver sequined suit." - TVTV.
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JUD: You believe in going into each of these projects being as open

as possible.

MEGAN: Yeah, we try to. The thing we learned at the Convention the most
was that you Just let them talk; I mean, the Republicans Just said what
they believed, and what they wanted to say, and I think that's really
the way to do 1t. It seems to be a lot more interesting for people wat-
ching the tapes if you let them make their own decisions about it, but
it's not in a way that you can't say 1t's objective.

JUD: You try to go without any preconceptions except for saying that
somehting 1s worthwhile to cover. ’

MEGAN, Well, I say we have preconceptions and it probably gets across,
the way we frame the camera, or the way we cut the tape, but in the ac-
tual shooting process, we're thinking about how we're framing, and about
how we might”cut it, but we try to just let them communicate what they
think 1s important. Because that's what we want to know; that's what
we're curlous about.

JUD: You've been working mainly with Sony 1/2" technology?

MEGAN: Yes. But we're not dedicated to Sony. We'd certalinly work with
anything that came along that was good enough.

JUD: Where do you see the idea of 1/2" broadcast from this point?

MEGAN: For the near future, the next year, it's really hard because it's
partially a technical problem, those technical hangups with helical scan-
but the time base corrector might have a lot to do with it. No one has
yet worked with it long enough to see the limitations- but the problem
seems to be in the engineering studlos, because they're still unwilling
to deal with it. To them, 1it's trash, it's a toy, and we sort of feel
it's crappy ourselves, but we push it and cajole. The thing that's hap-
pening KQED 1s nice because 1it's the first time that KQED engineers are
concerned, and Zeff Putterman, the program manager, understands what
we're doing and careas about it. That seems to be the way it's going-

to find people within the industry who are sympathetic to what our goals
are, It's the same with cable; the problem with cable 1s that their whols
economics 1s so fucked up that they haven;t made any commitment to pro-
gramming- they've got no software commitment at all but for a few ex-
ceptions, but in general-

J: Some of the exceptions you've found yourselves.

MEGAN: Yes, but that's unusal, and it's not an ongoing thing. It still

like, every time you have a program, you have to go back and do the
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whole number all over again. But Couzens heard a rap on satellites and
microwave today, which really doesn't apply to the next year, maybe the
next five. It would be so easy and relatively cheap, so perhaps with
people subscribing to satellite services, and many little networks for-
med around those services, then TVTV or Jud Yalkut could lease an hour
on the satellite for $1000 and just hit all the people who subscribe to
that service.

MICHAEL COUZENS: That means that the cable station could become in-
stantly a network, but for a specific purpose- like for a particular
sports porgram that has regional interest, or for TVIV- if TVTV puts up
a tape and a network 1is formed instantly for the purpose of pulling

that in in perhaps a dozen places. And, with predictions for more cable
stations with more subscribers, there might be money for programming,
which could be accessed by satellite.

MEGAN: There would be new forms of distribution coupled with better
equipment, which would bring about new formats of programming, and that':
what we're really into. We're into producing television in a new way, anc
I guess we're not doing community video; we're not doing art video;

we're producing. We want to make TV, and we want to make it different,
but I don't know 1f it will be better.

JUD: It's actually alternative programming that you're interested in.
MEGAN: Yes. In clifornia things are a lot different than in New York
because there's not that concentration of video people; they never had

a New York Council On The Arts, or the same cable thing; the public
access thing, the unique rapport between cable and video. So, in San
Francisco we're not affiliated with any cable system, or any broadcast
out, or any community thing- we're pretty indepenent. We wanted to leave
New York, a lot of people on the scene were leaving, going upstate, and
Raind