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f4~ALOG
COMPUTER 'rHiCH IS OFfIMIZED FOR REAt_- TIV*"F PR0CI=SSV G OF PIA-ES .

	

I HAVE PEEN DESIGN INS
AND LUILDII`'G Is O`*'ER THE LAST 'P'D YL R',.y . . .

THE I-P ACCEPTS KATURALI ST IC IMAGES, i"DD IF I ES AND Ca°,'1INES TIMIEN I iii CC4,-1PLF~C i`t~YS AND

DISPLAYS OR STORES THE RES1ii..T .

	

A TELEVISION C.AJ .'4°'~, FILM-WIN, VIDEO-TAPE RECOPL)ER OR
TO

SINILIAR DEVICE CPJ, BE USED -i0 DECODE Vii'J` ING IMAGES IN AN ELECTRONIC SICPJA?. ., A FOiv`i

Wa-IICH THE I-P

	

A TELEVISI(?ii V~', <TTOR DECOD,_S THE SIG"LAL A .'

	

DISPUa~S THE

MODIFIED IMAGE .

	

TE-Ii

	

INSTRUi''1EWI IS PPOGR!VIED BY ROUTIi'* THE I"^ GE TI-VOUGH VARIOUS

PROCESSING "ODfULES AND THEN OUT TO A P"Ci;ITOR OR VIED-:01-TAPE RECORD :R .

	

THE i-1ODULES ARE

DESIGND TO F',XIi`` ZE THE FCSSIBILITY OF Ii\FrER-CONNECTI0N, iHEPEBY, MXVI`IIIZiNG THE NU~X~rER

OF ~ccll~

	

h:ry1rfT~TCh~-TC~1C r ~-I
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This description, of the image processor may sound like a sophisticated special-effects

board in a television station . There is of course a similiarity . A good analogy would

be to compare a desk calculator to a general-purpose digital computer ;

	

both the desk

calculator and digital computer can ADD and SUBTRACT numbers . The 'digital-computer'

however, can STOP. a program which it executes in time . . . and more importantly, the

'digital-computer' car. modify its program based on RESULTS of the program .

The image processor has in addition, the power to execute a program-in-time, and more

importantly, to modify what modification is done based on the content of the input image

and the program . The image processor is a GEIIEPnL PURPOSE 'machine' and the special-effect ::

board is not . Further-on Than processing, the image processor synthesizes, generates,

and colorizes black and white video imaces into COLOR .



TABULAR CfPiI?1RISON

TEACHING K%CHINES

Teaching machines usually depend

on adversive external rewards, ie :

jrrdam

	

-1- .o crco ir ige

user to use machine . . .

The machine directs the user

along prescribed paths with little

option$ W-t to user discretion . . .

The structure of the machine (the

program and logic behind the pro-

gram) is inaccessible, contributing

to the users lack of control of

the situation . . .

Must have separate programs tailored

to various levels of competency with

attendent placement of problems . . . -

h
EACHINO ! ;tAOHINES tD r=seta-T0 :iiL-'I

VOTIVATIW

DIPECTIGN OF ACTI01"J

AVAI11:BILIT;~ 0I

PROBL9I OF VkRY ING LEVELS OF COf"PUMCE

DGSlvi~ __ (OvL-4... f i"i1`7~i ci`fIw

The user- is able to do what he considers

to be something worth doing, ie : a problem

or project of his own choice . . .

The user acts on the machine by structuring

it to do a personally-preferred task . . .

IITC! !rTI !^~v111\VUI J11L

The structure of the machine is

accessible to the user, allowing

him more control of the learning

situation . . .

Because of its generalized structure

users of varying levels may interact

with the machine profitably . . .



TEACHING

Although the user may go along at

his own pace, he cannot skip sections

in which he is not interested (and

come to them later), and can usually

not investigate one area to much

greater depth than other users' executing

the same program . . .

Limited to a small number of specific

operations, ie : pushing one of 5 to 26

buttons . . .. .~t1 ..ons . . .

PACING OF US]R

REPERTORY OF USERS' RESPOVSES

FEEDBACK

DES IGN-T0'_')l_LEARNIi~-fi ~~CHII~~S

The user i s

	

n control ;

	

he may

	

t- aha

as long or as short of a time period

as he likes . He may investigate any

area he desires to in depth . . .

(INPUT TO MACHINE)

Large and varied, including keyboard,

joysticks, biological and environmental

sensors . . .

(OUTPUTS OF MACHINE WHICH RESPOM TO USER'S ACTION IN-TIME)

Often delayed and usually limited

	

Instantaneous, immediate, multi-sensual,

to correct/incorrect with perhaps

	

unambiguous and varied ;

	

includes colored

some additional information or a

	

kinetic events, tactile audio and environ-

program branch . . .

	

mental information . . .



TEACHING VACHINES

	

DESIGN--TOOL.-LEARN?NG-NiACHINES

GENERALITY

The machine is usually designed

	

The machine can l~accomplish many

for a particular subject and

	

tasks and can be restructured to

requires reprogramming by other

	

accomplish new tasks under user

than the user, to new things . . .

	

control . . .

NU ANCE

The teaching machine is sensitive

	

The design-tool-learning-machine is

only to gross ordering of input

	

capable of sensing small variations

of information . . .

	

of input (much information is carried

in small variations of intonation,

gesture, etc . . .) . . .

At yet another level the IMAGE PROCESSOR and allied machines are designed for the express

purpose of modifying consciousness, inct-easing awareness, centering, learning, (non-lin-

guistically) etc . . .

Machines whose primary function is this 'consciousness modification' are not new ; a

musical instrument is a good example of a machine designed to modify "'consciousness"'

(what else is it used for) . . .

AT THE MOST IMMEDIATE LEVEL AND AT THE FINAL LEVEL IT HAS BEEN A 'JOY' WORKING WITH THE

INSTRUMENT ; I HAVE LEARNED A GREAT DEAL FROM IT . . .

The IMAGE PROCESSOR is not yet finished per se ; yet it is functioning completely and

perfectly . It is 'modular' in electrical and physical construction and as a result

'grows' in proportion to user-extensibility-of-desire . . .(lust-for-power/lust-for-subtlety) . . .

EXPANSION-ing/EXTENSIBILE-ity is steady, slow and full-of-lore for/in a cybernetic 'SEIN



WE'RE DOING IT : : :

NOTE : SAIC/VIDE,C students shou'd try to get-in a
at video casU -tte

	

6 (re: DU-;z

	

,n Image P.~ocessor)

	

o
next ThZii''£J-,

	

fo'J .

	

15 . . . 191A7 and h ;TUD~. .
~

:~` 7-117- be
two days with the CCI~Jz' ii"YGF, PR,.)_FJ1750R to

	

a ". .

	

co?or
video syntheo2S event by the IiEWSL ii.-C; CULT . . . j:06-8:00,

I look at it from the 'design' point of view . . . I look at ho%-r l interact with my
env i ror.ment,

	

w i 1- h machines and other things

	

i n the env i ronrF-nt . . . and then extract
,- . !hat appears to be the reIevent descriptions . feedback-co~ar~o1-there; is the primary
relevent description . . .and that everything that

	

I

	

do is dependent upon feedback,

	

from
walking across the room as example (you know you don't start 'out to walk across 35 feet
by pointing

	

in one direction . . . you are continually correcting your actions until

	

you
get to the place) that's the way you pick up a pencil or anything else . To prove iihat
all you have to do is mess-up the feedback loop and you're stopped or severely handicapped
the classic example thing is to talk into a microphone and have a delay coming back into
your car that is off by a few tensth of a second and you just can't talk . . .

WHEN YOU MESS UP THE FEEDBACK, YOU t-1ESS UP THE .RESULTS . . .that's all there is to it!

SO, I WENT ABOUT DESIGNING THE VIDEO IMAGE PROCESSOR . . .

So

	

I

	

got

	

into designing machines mainly

	

in terms of their feedback . . . one of my personal
problems when into photography and film was the removed feedback; I couldn't get where
I

	

wanted to go fast enough . . . to

	

learn things

	

I

	

needed to know to do what

	

I

	

wanted to do .

The primary

	

idea was to do instant modification of

	

instant feedback . . . simply the
experience of getting

	

INSTANT feedback is an extra-ordinary thing . . . it

	

is a
NEW

thing with the realization of electronics . . .

IT HAS BEEN LESS THAN A QUARTER OF A CENTURY SINCE ~,IE HAVE HAD non HUINIAN, or at least
NCN-LIVING reaI-time INFORMATION PROCESSING EIJTITIES

	

IN THE UN IVERSE, .I

all of our other infromation processing entitites like print, photography, painting,
and any number of them have been very much in DELAYED-TIME . So 'real-time' information
processing is a new thing! (That is, outside of the human-sphere ; humans have always
been real-time information-processors) That's one of the things that makes such an
extra-ordinary distinction between something like :

"writing something down for someone"

It is simply the real-time information processing verses the stored-time processing . . .

PUT YOURSELF IN A FEEDBACK LOOP

yes, the reason you put yourself in a feedback loop is so you can learn scmethi.ng, or
rather learn to do something. . . you know, you do scxrething and the results get processed
somehow, perhaps just by yourself just looking at it . . . . and ycu do another

	

and
the results of that get processed etc . . . and your action can constantly be tuned or
corrected or refined by what you see . . .

IT'S BEEN THE HT_S'TORICAL PRO= P-T LEAST TV= 'AT-Zr' :ZEDIA, THAT THE DELAY OF THE
FII`JAL P1nDT.JCf IN A- 44Y EVE:: 118,S ALWAYS =- 1 FAR-=aPZ 711E INITTI-='\TCrAC'T-OF-IT . . .

in other wards, even tho you get instant feedbacK vdziie ~3o'eblirrg paint on a canvas,
t takes a 11u2-nungo,:sly long time before you get the 'finished' product . . .

WITH A VIDEO--IMAGE YOU IiIISTANTPNEOUSL1' PME THE Iv,''CLE 'P CTURE' TF 11EPE ALL-THE-TIME///
///THAT IS,

NU VISUP-. FEEDBACK DELAY . . .
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CONSTA'tTLY HAVE THIS FEELI ,IG OF

	

' MOE i '

	

AlL,1AYS FF I NG AVA I L,̀ "BL"f AL' THF
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T'r .AN

	

I

	

CAN

	

SEE
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You

	

know how we often don't feel tco good abo:a the

	

tapes we just ge -
done processing . . .? Well, I think it is because we, when making them, always are
looking at the

	

image as

	

'negative-feted back',

	

that

	

is,

	

we are oriented to

	

it to find
out

	

~ c what is wrong-so-as-to-tune it on to be 'better' that we end up
when the tape

	

i s over with this feeling that the whole tape was an experience-str i ra
of

	

'not-so-good'

	

images . . . later on

	

in a couple of %.teens whc-:n we see the tape played
back we usually feel that it was considerably more successful than we had thought . . .

A PERSON 'SEEING' IN A FEEDBACK LOOP THAT IS HIGHLY INTERACTIVE is
1.. . .r~ ._ :_ . ..

	

SG_,d:. Ul... . ..

	

,

	

~, . .~.L

	

~ .. .i . . . .1_ .

	

Than

	

"-
if..

	

. . .
::ored- L__ .

	

tug .

A polaroid camera even has a 10 second or a minute delay in its feedback
Loop

	

Any typical photographer has many hours or even days of tim. e
delay in his `eedback loop .

'U''

	

YOU CAN'T LEARN ANY FASTER THAN THE DELAY IN YOUR FEEDBACK LOOP,,,

.o

	

SO 'v~E SUBSTITUTE ALL KINDS OF PREDICTING TOOLS BECAUSE WE DON'T HAVE
;.

	

ENOUGH FEEDBACK . , , SO WE USE

	

EXPOuI RE METERS TO Pr EDICT HO'~'! "~ HE

	

PHOTOGR%~tPFI
N

	

WILL TURF` OJTWE TRAIN OUR VISION NOT TO REALIZE NOW THINGS CAN BE,,
~;

	

VISLIALLY STRONG OR POWERFUL, BUT SIMPLY TO JUST BE ABLE TO PREDICT W'H` T
o

	

IS GOING TO HAPPEN,

THAT BECOMES SO IMPORTANT THAT MOST OF A PHOTOGRAPHERS TRAINING I T THE
OF LEARNING HOW TO PREDICT 'r1HAT THE PICTURE IS GOIt1G TO LOOK-LIKEL. .

wa.tJ
a

	

WITH ELECTRONIC-VISUAL-EYE-ZATION DONE.PROPERLY, THE FEEDBACK IS

.a

aU
U

WITH ELECTRONIC INFORMATION PROCESSING DONE PROPERLY THE FEEDBACK IS

NO LONGER THE LIMIT,,,

then the Limit becomes how fast your own mind can process information ;
and that is a much-higher Limit in some cases, especiaZZy when processing
visual information . We are able to take in gust incredible, amounts of
visual information as far as I can figure out . . . its aZittZe ha"d to define
it .

	

But putting yourself in that feedback loop allows you to :

TUNE AND GRO IN FAST AT A RATE THAT IS SELF -LIMITED
RATHER THAN LIMITED BY AN EXTERNAL-MEDIUM .,

You're still limited by the charater of the feedback botno-longer by the time it takes
for the feedback to get 'back' .

SIP1'LY TO GET 'INSTANT' FEaACK IS A PLFASUREAPUE E`TERIL SCE, . . JUST TO TOUCH Sa-1ETHING
AND SOMETHING Ftt,PPFJ,1S IS FAR- OUT-EDUCATIONAL-EXFE~:IENCE .
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Of course to push something and to ha\re it happen consldQrz~bly Ia+er can be a pleasure
';oO . . .especially

	

if

	

it

	

is a

	

b1g- ,1L; crl? . . . if

	

it

	

iz

	

just al ili i l ,

	

hind

	

i -	is

	

not

	

as

	

nice .

tee-hee-tee-hee . . .
( . , , a

	

ONE-1AAi;

	

show. . . )
See i f the P,RT SYSTEh could give elvE;rybodv -a PIG-BANG ever month/11-hen i t might s - I ill
rija ke

	

sense to t.AU ma ke

	

what

	

'they'

	

ca i I

	

ART.

	

But

	

sh i t,

	

a i I

	

I

	

ended

	

t! ;:

	

doing

	

4 or

	

5

yea rs

	

ago

	

w ,-~:, s

	

crowd i rig

	

myse I f

	

ou -t

	

of

	

rriy

	

I 1 v i rig-stud I o

	

p I ac-

	

by

	

be i ,ng

	

f 1 i I ed

	

up

	

with

art--abjec - 11 s .

	

I

	

was

	

real i y

	

into

	

learning

	

faS-t- you

	

see so

	

I

	

had to make stuff to cet
the feedback--back fast ; quickly what I did was make myself right ou'r onto the street
with no-room for me to rove around . . . I

	

po I ut -- ed myself

	

ou - i- !

To go back to basics : my claim, is that the ?ar teaches you how to drive the car .

-of course somebody came in and told you about eZutches, Zevers, brarx8 and stuf.,` like

that , but beyond that . . . everythi-rx you Learn about driving a. car you learn by driving

a car.

	

The car taught you. . . in general . That's a paradiann . . .

I mean most musicians learn how to play something pretty rmuch on thei°r own . . . you certain'

can take Lessons on musical instr-u,e;--,ts but a ,great number of people leave done the

majority of their Zea-ning, and at some point a11- "rusic!a;,s have done the majority of

their learning without being 'taught' . . .okay, well who is teaching you?

	

LEARNIhIG IS

BEIIG DONE.

	

At one level you are teaching ~;~otrself and th:xt makes sense. ; but at
angther level the IilSlh'%i:L i'T is tea.'hing you . the fact tlat ,joy can

	

;car Stuff yo?

	

are

producing and then you 'push' on tke instru'nent differently L'7Zich p:'oduces different
Stuff you he-Gr . . . it's that LOOP wi,ich is teaching you abou -c the, instrument and hoL? to

u,-,e t!:o inst-t4nent and how to rake ssound3 that you. ZZke .

PART OF THE REASON THAT FUSIC HAS SUCH A UNIVERSAL APPEAL AM IS SUCH A HIGHLY B'OLVED
FOPJ01 IS THAT_ NUSICIANS I-J1VE ALWAYS I VO

REAL -TIFE FESBACK SYSTEM TO V;UINK WITH . . .

THEY HAVE NEVER HAD TO 1{DRK WITH ST017~-TIC" FE~PACK SYSTD'~?S AS A EEFI°CI " R;
NOW THE COMPOSER HAS A DIFFERENT ORIENTATION TO IT

why it is that FLECMCNIC 1!1TSIC ISN't particul=i 'popular' is that electronic-msicians
who use the pon~jerful tool like elGctronici

	

sa` ` u

	

~y'' ~.. so~,axid svntl-,e izer, rave
had their a,ni sonic-perception so radically a:-,iplified. . .they have spy-up their o~zi
sonic learning so quickly v-ith this powerz"ul tool they've h, d, THAT '1TMY EVE RL^4 away

and out-distance their audience .

	

' . . .learned their way away fray the culture. . . . . . .'

SOUiM-r'1RTISTS FVAVE ALWAYS HAD REAL-TUlE TOOLS TO r CRVPLAY WITH . . .

	

_
VISUAL-ARTISTS HAVE NEVER HAD REAL-TIME TOOLS TO I4OWPLAY V1ITH . . .D(CEPI NOW .

SO THE PREDICTION IS TEAT THE SAME THIN IS GOING TO HAPPEN' A1.1D IS HAPPENING TO THE
VISUAL ARTIST (US) LA VI-K) ARE USING REAL-TIP1E VISUAL_ PROCES:'TING; INS RUVE!!J . . .IT P"^AY
GOES AS FAR AS TO .HAVE A HIGHLY ARTICUi-A"iE-D L"hGIJ.AGE . . . I MEAN A UiINGUAGE LIKE TILT
USING RIGHT-NOW WHEN TALKING/NO-17 LIVE t 'OW WHEN I !~"'1 WRITING, 1\RITE-NOW . . .

YOU NEED A RUL T IFE MAN I F1JLATOR TO DEVELOPE VI SI ~1~1:--LANGUAGE RIGHT P;Ot°J, . developing a
language is a very complex thing and you need fast-feedback to be able to do IT.
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. . .and the IMAGE PROCESSOR is the first one of those machines, hopefully
not the last .

,x
YOU'RE SUPPOSED TO TALK TOO PHIL .-you're supposed to say/talk about

.Our voice-boas is a very precise anrticu7:;,toy, of sonic entities and our instruments are
more spF,ciaZized and more precise in ge7:cral_ as art cuZators o,,"

blot of our

	

rcehtion of sound a~

	

azsic zaid lar ~xug-

	

has to 0,0 cr1ith thai. 'c aa_ttzral
experience' and 'biol(XJical

	

Gf I"lcaving U`!'^.. . c3.

	

? e,11-tirre artic'u1a- ;Y'

of sat i,1+.---coh_siructs . . .
. . . and new we got it in visua.1 image-s.

So mayhem :onetime in the future we may have a sintili~=_ i-

	

' _ :1 .1 l>ir.:d of stricture
for visual Lrnages that v"., now huve Frith scsand bnages . . ._i.ncludii)_; & ccraplotely
referential language . . .!

I love Buc'ry ° s thing so much i ,her, hie says " . . . LOOK AT THE ENGLISH DICTIONARY ;
OF

	

0! ,* 1 F,li'

	

s :

THERE'S 100, O' S,J T N I NG I ES THERE 'VIE
ALL AGREE - ON . . .

OH, THANK- YOU . . . ARE THESE REALLY LITTLE CHOCOLATE KISSES?

NO, THEY ARE LITTLE GIRLS NIPPLES WHO LOST THEIR CANDY . . . WHAT?
(yes, wrapped up in aluminum foil)

Wow, this will sound strange when I put that in the aLidio-transcript of
this

	

tape . . . wow,

	

little

	

cnadies

	

who

	

lost

	

thier

	

girls . . .

TELL ~'RE .1 1"FARTY

	

IT WON'T FAKE

	

IT

	

I!11

	

I

	

REALLY THI^I ;; ~'!E SHOULD rjn. V =

	

;'r
FAIRLY COa1PACi Ar11D MAYBE EVEN UNDERSTANDABLE . . .

(weZZ for sure we wiLZ put that in) WE'VE GOT TO HAVE 110RE FOLUTION BEFOFZ..'
WE CAN SEE READ-TI," AS VEEY VALUABLE
CANDLE-KISSES for sucking instead of
DEAD-use-less WASTE-cf-words . . .

? YES-SIR!

OKAY, ONE OF THE REASONS OF DESIGNING THE IMAGE PROCESSOR WAS TO MAKE
A MACHINE THAT MET THE CONDITIONS OF HIGH FEEDBACK AND MULTI -SENSUALITY .

THAT IS, YOU USE TWO SENSES TURN SOME KNOBS AND YOU SEE RESULT, THATS
TWO SENSES of course it can process sound and do other things too .

DESIGN A MACHINE FROM THE POINT OF VIEW OF WHAT A PERSON DOES TO DO WITH
THEM and not from the point of view of what can the mach i ne do .

whether

	

it

	

worked

	

or

	

not . . .or

	

what

	

it

	

worked!

I DON'T HAVE THE TIME . I WANT TO TYPE THIS UP AND RU11j' UP TO THE ZROX
ti a,

	

MACHINE TO PASS - IT -AROUND TO MY STUDENTS AND STUFF,, ; e

allerna tp r of
y



S3hyi,

(((r,ELL w1~, sPE GOTIJC TO GET STARTED THIS P; ORTJING. . . taday use have video-phiZ with us

and hg's going to talk about :

	

TECIC ARi

	

%~ethe

	

heac< in the video area

upstairs and runs the DATA BANK_ which is a kind of video- Zibrapy)

WHILE Y'E ARE ON THE SUBJECT OF AESTHETIC EXPERIENCES, I WOULD LIKE TO
RELAY THE LAST ONE WHICH I HAD :

	

it has to do wit!-, our man-made technological

env i rorinient .

	

It may sound rather simple however it was a very complex and 'shaking'
real-experience .

	

It has to do with light ; very powerful and 'space-y' light . Light as

'natural' stuff like that which comes from the sun and light as 'artifical' stuff which

comes from light-bulbs and f lourescent fixtures and tv tubes etc . . . (you know, that f4AN-(AADF

STUFF) . . .

I WAS HOt,1E IN MY Uti^IN PLACE WHICH IS COMPLETELY BLACKED-OUT WITH PLASTIC
SEALIN'G OUT THE IIATURAL LIGHT WHICH MIGHT COME THRU THE SKYLIGHT AND
WINDOVIS ., . IT WAS THE VIEEK`El D, WHICH IS A TIME THAT I GET INTO DIFFERENT
KINDS OF ENVIR01iilENTAL RYTHUl"IS TO PACE MY BEH4VIOR . . .THERE IS NO 8 :GO GET
UP AND COi°IE TO SCHOOL TH I i G/jf ; OO SCHOOL'S OVER -GO -HOME. THING...

WELL, I HAD BEEN TYPING A4AY AND CAT-NAPPING AND EATING AND TYPING AND
EAT I NG AiIIT . . . AND

	

I

	

HAPPENED TO GLANCE AT ONE OFF THE 10 TELEV i S I OIvS

	

1 ;4
MY PLACE AND

THERE. I-;AS A VERY NICE COLOR TV FOOTBALL GAI"1E ON . . . NO SOUND,
JUST COLORED-VISUAL STUFF WITH PEOPL-E- PUSHIP4G -GOING-O~i-A-LOT . . .I WATCHED
IT FOR Tf'O HOURS OR SO -REALLY NICE AND QUIET VISUAL WHA~1-BANGS . .,SPcCTATURS
HOLDING UP THEIR LITTLE PORTABLE TV(S) TO SHOW ABC THEIR OWN BROADCAST AND
CAMERA-MEN SCANNING THE SPECTATORS TO FIND PRETTY GIRLS AND SIGNS LIKE

G0-TEAM-GO/RAW -RAW-RAW/KILL/V!E'RE NO . 1 : : :

NOW I KNOW THAT FOOTBALL GAELS HAPPEN IN THE AFTERNOON BEING AN OLD PENN
STATE COLLEGE GRADUATE FROM WAY BACK THERE IN 1967 ; AND THEY ARE USUALLY
OVER AROUND :00 OR 4 :00 IN THE AFTERNOON . . .

WELL FROM THE

	

' FEEL'

	

OF THE
VISUALS I GOT THE SENSE THAT THIS GAME WAS ABOUT TO BE OVER SO I GOT UP
AND STRETCHED A1,a0 DECIDED THAT I WAS HUNGRY SO I WOULD HAVE TO GOTO THE
GROCERY STORE IN THE NEXT BLOCK TO GET SOME BREAD AND CHEESE AS I HAD
EXHAUSTED ALL MY IN - HOUSE GOODIES IN THE PAST DAY OR SO . . .

I OPENED MY STREET DOOR TO STEP OUT OF MY PLACE : AESTI]ETIC EXPERIENCE . . .

EN-LIGHT-ENME14T . . .

Now I knew it was mid-afternoon (footbaII-TV-iim . ;) and not NIGHTNIGHTNIGHTPli

GOD-SAVE -THE- PRESIDENT-DICK

NO-people

	

in

	

the

	

street . . . NO-cars

	

zipping

	

by . . .°_treet-lights

	

out

	

in

	

the
immediate three blocks and it is obviously-NIGHT-black-night BLACKBLACKBLACK

so i stood there going crazy : YES/NO :YES/NO :YES/N0 : screeeeeeeeeeeeeeeeeeeee



Sc having dug the AESTHETIC EXPEIR1ENGE I decidcd that I-wouId make some
sense out of

	

IT all and ref^rence ~i,y T V GUIDE . . . I cam ; hick i n ~~rjd 'rep;
the c I oc',,

	

the TV C!J I DE,

	

th~outid--of- - ire-game st i 1 I

	

being

	

f i n i shed

	

off :-
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I,~r orierltc"'t102i C.ir ,,-atch nc !:'v C'~ita r:.
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t .~ . . .

	

s .

	

Tar,

	

...

	

i Y,.

	

the

	

ar%. _i.

	

. .:)

	

J .s,

	

rea

	

_

	

.'w_

	

~;-'

	

~. .,c-s

	

j

	

-;-X

	

1 t.

	

,n "_

	

,,^ . 11 .

	

.

	

.:>, i1 V1r
. .

	

C~

	

~- 1~_ty t.:

	

1~ I
ci7_d in

	

fait2: 1-1--l rie

	

is

	

rnorc:-ard-more
'riatilral-' u~.C! of

(''!'FT f (`

	

t/0t-P T

	

S ;E1,~ r_, ;1EfICE
EVERYDAY, . .and the way you do that

	

i s by chz;ng i ng your own env i rorr, ent when you are
just simply conscious of that which IS your envir_.)nmen - i - . . .aestheiic experience happens
unto you ;

	

you can't

	

'try'

	

or make

	

IT happen . . . you can only change your environment and
hang-around- :avrh i l e to

	

I ive

	

it

	

out

,.
, . .~Ivow I believe what we're supposed to be focusing on is the issue of TEG;jLLOGIIUAL ART!

After-all this is an art-history class and you are studying the recent phenomena of
what art-history calls '=ech-art' . We can (usually we do) get into this thing of trying
to fi -gure out whether tech-art

	

is histcricaIIy okay . . . okay to study . . . okay to do . . . okay
to talk abou i

	

etc .

	

At

	

least this

	

i s the feeling

	

I

	

get. when

	

I

	

hear all

	

the arguements and
people discussing/rapping about technology and~ art .

	

I

	

am not particularly interested
i n any of those

	

positions

	

i n

	

art-'-: i story ;

	

ho~rrovt r,

	

I

	

a.;, rr;ore

	

interested

	

i n what

	

we are_
doing right now and that is talking. (thinking- . oui-loud), primarily me thinking-out-loud
because Phil

	

invited me to come do-my-thing . . . .and -that's fun . . . but really what

	

I

	

am doing
is sitting here in headphones transcribing the alrdio tape which I made when I was back
there in a paranthetical expression in this line of type . . . . . . . . . . . . .

JUST RECEIVED A PHONE-CALL AND A COME -ON -OVER (l`I'VITE), . .BE BACK IN THE

ieeeeeeeeeeeeeeeeeeeec



J,

	

NOT I L.IN1G

	

INTER"ST ED

	

IN CG SIST''r.iCY- GF-ARC.UFNENT 'IiH-CH 0FTFN LEADS
1 ;lIR

	

,,l', ;*- ,

	

PAD

	

; ;1TEREf, iE n

	

IN

	

Al,rTji~iG

	

,h;;~

	

C ;~
i-A,RTICUL.i%h;

	

fOINT-0i= -VIEy!

	

Fi - 0?'4

	

ART

	

F-f :-Si()ZY'S

	

t,r`

	

T°'G

	

Or

	

";,
,
rr-JA~- Ln~ ~

	

:

	

i
TECf-ART I S

. . . you can

	

use d i f f e:~ent

	

kinds of

	

c i ues and

	

adopt any

	

kind of

	

behavior/sense n;q k i ng
pall -terns to get one-_eif oriented to this techrroIogy and art issue . We have a whole
'world' and beyond to reference out beings to when seeking information about teclc--ert .
If ~..e want to expand our'

	

then ~r= have to lock/find 'rata' about tha-i every
where ;

	

in

	

any

	

experience/t i rre

	

v~h ich

	

we

	

are

	

in ;

	

that

	

1 roc l odes

	

r i ; ht

	

here to I 'k i rig

	

to

	

you
all ; typing/-1r-anscribing this-all from an audio recording ; playing -1he game cf a student
in

	

an

	

art-a: r ; d--Ideas clas_,~ ;

	

riding

	

tile train

	

at

	

night

	

etc .

	

and

	

cn

	

and

	

on . . .

	

Arid

	

I

	

am
very interested in that orientation of 'everywhere' is any okay place/time

Vie unconsciously assume that a little ',>i9 .95 audio cassette recorder is
not

	

enough

	

to make

	

teck-art . . . and

	

that

	

in

	

order

	

-to

	

really

	

be

	

significant
as an art ist we have to use a $995 .00 Nagra

	

audio recorder . . .as if mere
is some important coalation between the financial cost of a -tool and its
power to spue out teck-art . In fact we don't even think that its okay to
investigate a tool like an audio recorder with the same vigor which we
give-in to a tool-system like a painting studio .

LIKE our CULTURE (which is a man-made :system of very ccn plex values) has
the most of us so convinced of what the tools for making art are that we
have to becontte almost severely 'insane' in order to break-thru il-,:.o the
clear 20th Century-blue of having a .beaut ful creatiLve time :

HOW DO WE LEARN THESF CULTUR7L is:i~~LUES? By just living around in our own
KLAN-MADE ENVIRONMENT, like art schools . . . everything about.: an art school is
telling us what/when/how to do . It really is that simple . And it really
is simple to become a 'significant' culture-maker (artist) by simply play-inc;
around with one's own envi rorfnient .

	

Anyone who is playing faith hiss environ-
ment of rian-°made tools/values is a technological-artist . So you see :e have.
this beautiful view of a technological-artist as anyone who is interacting
consciously with some environmental data . So what's this stuff called :

"DATA"

(like)
ART .i s a channel selector on a tv set . Right now we have in Chicago
about 8 channels to tune into to experience the 'issue' of TV . So in our
school

	

we

	

have

	

about

	

8

	

departments

	

of

	

art

	

to

	

tune-into

	

to

	

make

	

'art' .

	

V;., e
think that 8 channels are finite and that's it . Well, the spectrum of
places to

	

tune-into

	

are

	

infinite . . . we're

	

only

	

using

	

the

	

8

	

channels

	

because
of thinking about TV in relation to financial 'value' . It costs $15,000 .00
per 30 seconds of use on the .iohnny Carson TONIGHT SHOW if you are a user
of TV as .we know it culturally-en-masse today. Of course the only 'user'
of TV presently is the big-bucks establishment businesses who want to ad-
vertise their products . That's what we do here at SAIC ; the only users
of our 'set' is these who can pay the $150 .00 to advertise their products
(themselves as artist/stuff as art) in a one channel art-department out
of an eight channel spectrum . If you want to give/do something that is FREE
you hardly can do it-so we have what is .called a communic-ation-gap?
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get on TV .

The 'spirit'

	

ofF creator

	

i s this-trick ;

	

THE FART! ;E; :-OUT YOU GET THE MORE YOU SEE TH17
INFINITE SPECTRUM OF IT t`+LL INSTEA1D OF ITS
FINITE man-made departments . . .

TRY

	

ir;INO/C?Vr G

	

SO,111rE

	

:_,: TEvG

	

FREERcr_C

	

~

	

,!I'-

	

+-.

	

<<OvG :

	

t:J.~
r~ A CL's :-,,t-

	

-,-0 -*-.r~ .- .~Cr~r,
ANID

	

OBSERVE Thi_ "t ECi N I GIJE.S THAT

	

':'CC

	

WJF

	

TCi

	

RESOLVE TO

	

I N

	

r0i"'C :l-,
TO

	

IL .k

.i_ IT - HAF ~I .I ,1 1 . 1 0 E .) EE

	

THE

	

E-; `:.r'-'O^ISE

	

yGi,

	

GET

	

I RD, I

	

TEr~CFIt =;5,

Gl_tifr ;'ALLY

	

IS,	II-'

	

THE

	

PE:;I1i

	

OF ;

	

", . . un I e '~

	

; ou

	

have

	

our-	va I UC'.

	

yon :
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~a r ; wth i ng
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the tivay it wor

And we spend S hours a day here trying to -figure out -ihe way It
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Artist . . .

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . ., .

Try to see lrnerica it that picture . . . . .

IF you want to be a VIDEO-ARTIST then it's very simple;

	

you use video-tools to do stuff
and people will say; "[,.low, you are ,far-out frontier artist usir;~g contemporary tech!"

IF you want to be a PAINTER then it's very simple; you use painting-tools to do stuff
and people will say : "Wow, you are far-out frontier artist using contemporary tech!"

You see, there is a plethora of tools in our real-tb :e contemporary environment, All
the tools from the 'past' and aZZ the tools from tke 'present' .

	

OWLY depa: ~r>g upon
where you are AT, that isj how far-out you are, wiZZ your technological too--s make sense .

Your 'art' simply is a measurement of where .YOU ARE AT in aZZ-tiI'1G as a visual-I-zer .
A painting or a video-tape or a performc-rice is Oust another 'tool' man has created for
his fellow beings to measure their sense--of-_IT-aZZ .

THINK AEOUT A THO:MMEfER THAT WE USE TO TELL US THE TEMRERATURE OF OUR ENVIROtIMLNT LIKE
OUR HOUSE. .,

V~~AT D05 A THErr̀ C'ETE2 FEASURE ° '7j] IT IS FU?ATING IN FREE--SIWE LIKI_ ALONG IN ORBIT
WITH SAFE= OF OUR SATiELITES OUT T1'ERE BE :7i4~i OUR EARTH'S LOTIOSPHERE

.
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0 ,5S WC1PLL ..Y-NAGGED GIc rid

DO V T Ti i!-'. i

	

PUT-O"J ilS

	

I ,tiTO

	

i ,J,<

	

VISU,AL

IION'T ;,'E R T-OUT

	

INTO O", ; PM%f,11 ,

	

"HICIL, tOLITICAL,
ETC, ENVIt; ,WENT . . .?

I t

	

i s on I v a matgr-of-degree as to who

	

i s outputt i nq-1 the most

	

'creative'

	

stuff

	

within any
cut ofi the society you choose . . . creative-creaTurc_s are creaTive creature, and you can't
tell by looking for a category to put them in where they are to be found most often .
You can only sense it by being it no matter who or where you are .

Quito often people tell me they can't understand r,iy writing (even those people who are
supposed to be ny institnoionaZ-auperi 'ro ),

	

Now w

	

V'5 that mean to me when tkep can't,. ~

	

ha
uWarstand the uniting .

	

It only means that whon tkey are 'hoing-a-reader' which is tho
same thing as being-a-physicist or being-an-aininistrator on being-a-housevife . . .when
BEIM-A-F. ADEP they can't. fret-out-there to the degree which 1 was cut-t - re When Lrri ; ing .

YOU SET IT'S jGS'% A DUNT-G,~!,JE OF

	

OF PAVES. . . it doesn't 'hewn' anythZr .

	

I
have notIcing to say about teck-art .

	

I am just sitting here in my headphones/running this
stuff off an a ZROiI machine for the p2v_tice of doing-it . .

ATEP YOU HAVE unc,erstanding you izmze;'iateZy are at the/orientation-in-place . . .the z<mifor
didn't. make you get-out there . . .the a-°iting didn't take you out-there;

	

'BEING-acre-??V.' ,'y-
READER'

	

you a1Z of a suddon are there!

	

You see", all writing can do is 'look' djfif -went
at some Level so you .ean see it (Like put you in a situation so you have to use ' .,
techniques-facilities of your being_to 'read') or you ZiteraZZy DON'T
with teck-art; it only has to Zook different so as to be seen-as
is understood to some degree . It reaZZz, does work that fast . . . so
very funny. That's why creative-creatures Laugh clot at the most
teck-art . It is so fast and simple that it's funny to be sitting
class trying to figure it out . . . which is measuring it and slowinC

-:rent
SEE IT.

	

Tka tome
soon as it, i5 oen" it
fast t.,ar: it's ~-ea'zZy
ser is

	

s matters. . . Like
;.,.eiin onart-and-ideas
it dw -tramendouoZy

HAVE YOU PICKED UP ON Haw FrkST THE TIVIr-TENSES ChhV4GE IN TP :̀

	

OF WRITING`A? IT IS
A-HAPPENING SO FAST THAT I CAIN IT EVEN SEE TINE-TENSES

	

A.Nfh'IORE . . .SO OF COURSE
THERE IS NO OLEDGW"ATIC.4L HLANDLE ON THIS WIREING . . .

	

_ .

T00, PAT IS 1'i`N I CAN'T SEE TECK-ART AN~110RE AS A 'TENSE' THING TO GET ALL SHOOK-UP
ABOUT TRYING TO FIGURE IT OUT. . .i. need aZot of SLOW time to type this and DO-IT-M'- . . . .

You don't know it yet but what I am going to do is come into your class a few hours from
this Writing and hand to each of you a ZROY cop,; of this writing .

	

You zvitZ understand
at some Level t?aat that is what I am doing when I do it (w7zen we do it) .

	

Now reading this
you wiZZ understand that past interaction experience differentLy . . .because 'creative-
reading' chances the past . Likewise, my inter-ruption of your' class in the present makes
to come-degree yolk° fv t'ure sense/'present-rcc air g' of this ,Vast-Trint-oat .

	

It gets stickier
as you go on tryZYug to figure it out .
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Just fu~l_ .` ofr
ccrit-z yaorary - CJ'MJCyV 4--

Well

	

.%-

	

F

I

	

have only made

	

it thru about-	f i rst

	

10 in i nutes of

	

the audio-tape that 1

	

planned

-to nlaF:e for you all who rc=c;.jested a dub-of the tape . . . l hole this 'ericr- gy-out~pcur' is
accepted i n evolutionary sub~st i tute--on-go i ng and okay, instead of a 2 hour/talky' . . .

f

more

	

'talkies'

	

and ` (Pnrcep~l ua l-try-ons) come on up to the V1 '~EO DATE, B +?JK and

env i ronment1

	

of video-cc) -.settes . . . M:_)tf or myself- or anoth r student will

	

show
I f you want
explore the
you how'-we're here everyday .

1`10'0 FOR A STRING OF KRJS i=i QM THE P'E_ST.. .,(?

	

TIf" F :J~10 TAPE

	

fye,

it

"fanias- t is plastic DUDDI :s", . . .

" . .there is no surprises in school any,~ore . . ."

	

,
" . .when the shu fits ; you wear it out . . ."

.how do you explain the fundamentals/there i`s, no fundamentals irkthe present-the
present is just mental-fun . . ."

	

\~
.if you make h i stor i ca I I y-cons i scant 'artow, a!.1 you are do i ngfr s cr. a-t i ~g a f!
Whih'~`" 'c is like that past and making the 'historystronger . . .

.th(3t's the ass-whole kind of view of looking backwards to seEetirhat tcmorrow is c;oing
1'o fmok like . . ."

	

~'

. . .we can't; have Ann Margret sitting cn commercial tv

	

incontempcr~ry underwear; bUt we

" . . .there is 100 and thousand other ways-a.fyic;irg
", . .it has to be do~rv with the technology you have . . ."
" . . .you know l'n,-!-'sick just by being in a bed in a hospital . . .
" . . . i. he

	

f i fth~, i yens i on 'is-

	

I INTERACT 10,1`41 ;

	

pattern,,

	

structures,

	

behaviors . . ."
" . .what is"the to-~-al field of technology that I have available . . ."
" . . .we've" toIked',Fabout art for hundreds of years ;

	

1ets toIk about some:h1ng else . . ."
~~, . . it's

	

a!r i',J :l~t

	

to

	

stl:d.,y

	

t..1,

	

: f

	

I

	

I! �" :;

	

..

	

Afr l cc :i

	

i~.

	

,,~. .;

	

an,a

	

r~ u' s.~s 1 -ca t r,,

	

+_

	

r~. ~ _
.

	

.: ~.i

	

-:Js1c ; you Just can : make
~fvday .

" .

	

Mot the painting,

	

not the video-tape; but DO I l'vu . .

	

action . .
my d i se i p I i ne i s COPY l ~!G ;\the harder I try to copy-the weirder !t.gets.

i ffer

	

ts.
" :` . .

	

ent ryfihums a I I-of-a=sudden . . ."
' . . .we go to'a nice 'safe' pIace"and make an environment Iike an art gaIIery;~h~WELL TRY ON

YOUR OWN BLCROOI "1! . . ."

	

11~1.
" . . .when is the !ast time you really-had a surprise . . ."
" . . .its a time for'expIoring alte"rnatives . . ."
" . . .six years ago there began°this 'underground' thing with tone-phreaks ; freaks~-who want

to make Ma' Bell better .", ."
" . . .zip, it's open and zip ;` it's closed - without any knobs . . ."
"

.
. .human beings have the%'amazing capacity of being able to learn . . ."

	

t
" . .and adapt . . ."
" . . .assumptions hold us back . . ."

" . . .the farthest-cut fashion design is the space suii- 'hat keeps a cosmo-nov from aecOmin s
one with no1- hing in outer space (boiling) . . ."

" . . .successive times is only one illusion of movers nt . . ." ",.
" . .a hospital takes you in anytime/ail the -time. . ."
" . . .an electronic man-made environment is- kfS'tR oriented . . ." ^'
"'music' is only a very-very small knitcF~n the spectrum osound-constructxpossibiliti.

put her in~s0 year ofd 'Hanky-tor;1:.' setting in a glitter-corset and get away with it . . .


