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It would be hard for us to imagine what type of consciousness

the moving imdust image history - film - has encountered in its
beginnings, if in fact such a need for moving image was predicted,
through photography, and expected and widely received. Or if it

caziz atotaJE vy 4 surprise, indeed there must be some written word
about that, but I don't have the slighte§t idea what the milieu was.
Compared to what we are encountering now%Ehich kind of a literary
futurism or all sorts of cinematic futurism in fact have all been
through a total prescription of imaging. Todéy we have a demand

on moving image. We know what it should be like. I mean people

who specialize in imaging have certain ideas how to structure or go
towards a particular syntax, a particular structure and of course
also % see the particulam limitations which the contemporary systems,
in spite of glamorization, have produced. So what I would like to
say is that today we have a set of demands on &= image. For example
third dimension. Why we don't have‘t;zgd—dimensional images already.
Why do we have to wait until the industries develdp such a thing?
Since we have in our own mind been there and we somehow have pre-—
dicted that as a necessity. We have also demands on the computer.
Why don't they in fact compute living actors? Because it exibts. It
has been done in some small amount, plus the third dimension we
already caﬁegz;;_not foresee, we are frustrated and disappointed that
we have not encouﬂﬁgred aiguigathis type of imaging. So we can apply
that of course, this imaging is kmnd ofzheavy—handed all the time
because we encounter material - actually we have to make the imgge.
In the sense of literature, the concept of futurism has been extremely
explored. And whole new societies and galactic concepts have been
pioneered and they*in fact live in our own conscious¥eness. So that
is probably a little different state of imaging or need for imaging
that we as group people had at the begginning of moving image

through cinema. Now in some ways — let me first make an attempt to
defin:ielectronic imaging ;i compared to traditional imaging based
on photography. What I call electronic image is of course related to
television, but it existed pre-television as a cathode-ray-tube events.

I3 Gertain symbols like wave-forms have been displayed on cathode-

| et
i ray—-tubes before the cultural conssgnzt of television as electronic
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image came. It was mostly to examine events of time and energy way
below the perceptional threshold. And gave the sciences, for example,
and also the biologists a certain tool for examination ofggggzesses
within the matter - physics and also bio matter. Later, like twenties,
the concept of electronic imaging has been developed as a cultural
necessity. Suddenly people wanted to transmit motion picture. So

the film was the basic already structured fram~e or structure that

was to be transmitted. So that the concepégezéme not first of all

of the content, the cinematic content in the sense of dynamics oe and
syntax. It wégdbure possibility. How to construct a frame out of
time and energy. So this necessity of constructing a frame which then
would become a carrier o& the content in the sense of an image, became
the breakthrough or the leading necessity for electronic imaging.

And that's how te simple television was born. Now todsy these
concepts are much broader. Especially with the computers we still
refg;—éénerically to electronic imaging as television because we

many times use cathode-ray-tube as & the display. But ws generally
the problem has become much more centered around the organization

of image. About the principle under which in fact images are organized,
and on the principle or basic question what image is. How it originates,
how it's prepared, aé program and eventually retrieved.s So the origin
of image or imaé&ng has become the most problematical. Industry solves
these things veryxgimply. They # say we need to simulate & particular
eventy like a moon lénd:ing or any other industrial tasks and then they
develop systems around it. Art so to speak, or let's say utility of
image in a highly cultural milieu has much more ambiguous demands.

We have a certain freedom of decision and we don't have particular
structured goals. We don't know in fact how the image should look
like and in fect we don't want to know. And we are trying to work

in a territory which is not defined. We just have certain tools to
image, to make impp images. But we don't want to follow existing
models. When I say we,again it represents a particular group of

interests. Like Hollywood again has a very clear goal: It's called

soft imaging, or soft set design in which the demand is to simulate
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landscapes, for example, with the textures with the tree structures, from
palm tree to apple tree and then imaging. We all as objects have three-
dimensionality wo that the move towards duplication of sealddy what we
call reality is the very skreichive straightforward goal. And that's

one direction in which electronic imaging has a clear way. Other one,

which is mostly based on the tradition of film as a form or personalized
av{'

gs=emp form which some way is trans(djvxg now between the people

working in cinema - people like Brakhage, Frampton and Sharits — this
praAthablc

seems to bm the problematic area. in which 4® image is not as pxmai==teEte

and is not as defined and in a way should not be, according to people

that work in that area be. But what it should be,now the question

reminds and then of course we can trace many concepts in that territory.

One, some of them are moral which is £ to reject existing models and +rj to

find the total definition of the image through the material or through

' the system in which they are & created. That means the questions
simplifitcation

i of mathematically generated images or textures or sigmdieetien of image

| through certain symbolic meaning contrary to a reality in three—-dimensional

complete surface identification. So then of course there's a whole

different moral context which is the relationship of gazlindividual

towards the tools. As you know, regularly we think of technology

being in the hands of institutions or government or military. The

situation has ch;nged tremendously. Suddenly individuals like in

) on -13
this case we, working with image #m a personal base¢ can even purchase

small systems that are as free to us as the pensil or the brush is

to the painter or th the writer. It's not tEE% simple, indeed. But
there are tendencies towards that possibility. And in fact under

these happy coincidences of our time we could create, we as a couple,

the Vasulkas can in fact create this imaginary enviromnment which is

our home in which we have those tools. It became even a reality for

us for a cegrtain time that we could have this controlled environment

of what we call high technology. Agaighziét we call high technology

is a whole - I don't want to go further and further - Let's just simplify.
Today all the processes of technology can be personalized and can be

worked on a conceptual level from a View _ point of an individual.
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Of course the complexity of the product so to speak is in many casesS...
First of all it's what we call complexity, and then what :Lzocompare#
them to existing models of reality. I mean if we go towards the
complex photographic image thén it's almost a forbidden area to us.
Because that means the whole of industrial organization of hugh systems
to repsesent that. But if we want to go into different areas which
are defined in art, like minimal ax'b - in the past it operated with
a very small amount of elements. We know that music could be reduced
into silences, and it became a very powerful form. The sculpture,
minimal very
you know the sculpture of recent years could be simplified to a small
powerful elementd, like standing object within a space. This state-
ment can be very simple and can be very powerful. Other art forms'
have understood minimalism as a very powerful expression. So those
revedstien Volution
comparisons...of course it's importance in the #&SE==Ewn of image,
permutations of the cultural evaluations...if that is the value of
culture that we can work with a veryémall amount of elements. So
the small ¢amount of g}_e;r_xents seems to be the key towards personal
understanding of technology and developing image in that context.
Of course the institutional appreach will always for some people
satisfy this process. That's about where I would like to stope because
we c#faborate what' is the position of the indifisual towards that,
how i‘b;s majnta:’i‘.ned it's funding. How it's ﬁxedhs‘ft's serviced
and what is the pi'oporblon in which the tool eventually becomes
dhe whole
more complex and the maintenance of the tool takes over meze time.
Going back to the original problem of modelling the image; I'd like
to indicate two directions, just to show what I'm talking about.
In fact I should havgscslome slides but there was no time to do them
so I'll try to ffi_ on your imagination. Orginarily, or regularly,
traditionally we work with imaging in the sense of examining the space
— S 1ight spacé —~ in which we usually put what we call a pinhole,
or a lens in the midst of the space. And that instrument called a
pinhole decodes the conditions in that space and create in fact an
element called an image which is then to our own perception.

It's not an accidental process since we all communicate withi¥s the

e
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light space through the pin holes of the eyes. So it's the God~made
=t evolutionary instrument which happened to coincide with this
development of camera obscura_which then was the basis of photography
as you know -~ before painting photography — and then also cinematic
imaging. And of course television as w&ll because television cameras
as you know in most cases have the lenbsmjr;:l:ich they examine the reality
in the front of the 4lens through the same principle. Of course there
is certain difference between imaging of photographic or light-sensitive
emulsion imaging, but both in electronic - like imeging rescan through
electronic system,or coding into a photographic grain, these events
are & energy events. They are in an order of quantum changes and
then they go through processes of amplification. That applies to
photography as well. Because as we know the while process of change
or grouping of silver halides in all photograplr_xy is a process of
amplification. With th$s product, which we usually confine in a frame,
this isw the reality. Photography has first suggested
this possibility it became overwhelming towards other arts - painting -
this for a certain time, maybe still, represents certain very close
understanding of reality. Cinema has in fact terrorized my generation
by this insistance on the reality. As a child I grew up through the
Second War newsreels. Every day or every week we &an get the newsreels
from the Russian‘front in which the Germans wiee would depict the
victories. So it .ﬁgs week by week that we would grow into this under-
standing of this wox;id through the newsreels and it was totally obvious
that that was the reality because my everyday life was uncomparable,

' “Hnio pantod o
totally meaningless meswt to tR¥ei event. And every generation gets
caught into this accepting film as & reality. And I found out even
now when I'p preoccupied by other subjects a new generation of people
of course need—eyenks re-inventsthis particular level of reality.
It's fascinating thét photography - camera obscura as an instrument
has imprinted such an important idea about the light space, about
reality and about the instument that captures that. In the sense of

possibility, alternate possibility, there is something which exists

regardless of camera obscura principles. There is something that we
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call internal electronic imaging, of something which does not require
externalized space_to model it's image from or by. It is something
that is expressed through a system. That is expressed through instru-
ments that do generate in factrcertain coincidences of time and energy.
In music:helectronic music we call them let's say oscillator or wave-
form generators. It's éaggggram, usually cyclical within their own
material, then we generate those and then they provide us with par-
ticular sound structures. If we apply these on imaging we can build
dense interference patterns fbr example which are very much close to what
light does in light space. But of course the competition of the event
is very much a different order. Light has in fact the finest,to us,
known modulation, the density or band-width of light is enormous, and
that's what photography inherited for free. We, in internal imaging,
have to make a particular effort to build dense interference patterns
that would in fact model some order of reality in our own imagination.
Because after all thése talks about purity and opposition towards
reality, we all work, inevitably, we all are working against the camera
obscura which has been.;gﬁstructed in our own consciousness. We are
continuously working with the frame even if there is no frame any more.
So there is continuous modelling of even this internally organized and
obtained imaging towards the camera obscura principle which is embedded
very deeply withiﬁ our own consciousnesses. But again, the eye is the
original camera qpégura, or if the camera used a cinematic or television
is that real, foresé;ing those tendencies...these are the questions
I haven't found any answers to. So just to summarize it, I see elec-
it's not based on :
tronic imaging as not bound to .. photography, it's not based én
cinema, it is not based on video or television, it's not bound to the
computer,, It's a basic transition of moving image as a system of
thought. It is a particular organizing principle of imaging which is
in fact transitory ofer those media and its location or its residence
is only temporary. As we know, at the end imaging is not any more
ar4ilm-baced,
movement-based like tape,” it's being more and more memory-based which
is in a way a rather static state. And it®s storaging angh;rocessing

and retrieval are continuousiy changing its physicalities. And that's
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I guess that would be the opening...

(‘Tk’.s is later - %om quzs‘hbh/aonswe'v’ Sec.h‘oh))/

es
I think technology truly generatieme imaging. The last concept ¥

eaw that somehow altered my idea about moving image was a piece

of film I saw that was made in Salt Lake City, the famous laboratory

there. What it does is deal with three-~dimensional objects. The

whole tendency towards generating ﬂ;:z dimensional

objeeve images makes changing them from objects. This is a very

obvious tendency. It changes totally the position of the audience.

Suddenly the scene,ie—genemeted if the three-dimensional scene is

generated it becomes relatively static mnd the whole movement, moving

in fact is up to viewing. Truly the audience mind will have to

start moving within that space. Many times when you see generated three-

diemnsional object which you enser, that's one of the privileges of

non—camera obscura imaging, when you can enter the image there's no
through

wall. You can stay inside and look from inside outside, any object...

your own head. So this special film dealt with this problem. It

was a generated three—dimensinnal object, relatively

static to the space, but allowed a worker to approach this object .

and model, physic_ally:

!

( Jhe tape 3o ﬁw\du(yg«wﬂ-)o umdowtand. J)'aa./n,
?p bock h),utxﬂtjomm Qt wonalmt3 descrmphor
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It would be hard for us to imagine what type of consciousness

the moving indusd image history — film - has encountered in its
beginnings, if in fact such a need for moving image was predicted,
through photography, and expected and widely received. Or if it
cariz a’c.otall.ﬁ wy 4 surprise, indeed there must be some written word
about that, but I don't have the slighte§t idea what the milieu was.
Compared to what we are encountering now%ﬁhich kind of a literary
futurism or all sorts of cinematic futurism in fact have all been
through a total prescription of imaging. Today we have a demand

on moving image. We know what it should be like. I mean people

who specialize in imaging have certain ideas how to structure or go
towards a particular syntax, a particular structure and of course
also % see the particulan limitations which the contemporary systems,
in spite of glamorization, have produced. So what I would like to
say is that today we have a set of demands on &= image. For example
third dimension. Why we don't have-tggﬁd’dlmen51onal images already.
Why do we have to wait-until the 1ndustr1es dqvelop such a thing?
Since we have in our own mind been there and we somehow have pre-
dicted that as a necessity. We have also demands on the computer.
Why don't they in fact compute 11v1ng actors? Because it exibts. It
has been done in some small amount, plus the third dimension we

forer
already can-see, not foresee, we are frustrated and disappointed that

we have not encougxgred ai; of this type of imaging. So we can apply
that of course, this imaging is kind of;heavy—handed all the time
because we encounter material ~ actually we have to make the imgge.

In the sense of literature, the concept of futurism has been extremely
explored. And whole new societies and galactic concepts have beep '
pioneered and theyvin fact 1live in our own conscious¥sness. So that
is probably a little different state of imaging or need for imaging
that we as group people had at the begginning of moving image

through cinema. Now in some ways — let me first make an attempt to
definggggéctronic imaging ;; compared to traditional imaging based

on photography. What I call electronic image is of course related to
television, but it existed pre-television as a cathode-ray-tube events.

I&ie Gertain symbols like wave—-forms have been displayed on cathode-

~cept :
ray-tubes before the cultural consxggci of television as electronic
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image came. It was mostly to examine events of time and energy way
below the perceptional threshold. And gave the sciences,.for example,
and also the biologists a certain tool for examination ofgggggesses
within the matter — physics and also bio matter. Later, like twenties,
the concept of electronic imaging has been developed as a cultural
necessity. Suddenly people wanted to transmit motion picture. So

the film was the basic already structured framZe or structure that

was to be transmitted, So that the concep:QQGEme not first of all

of the content, the cinematic content in the sense of dynamics o and
syntax. It wéguiure possibility. How to construct a frame out of
time and energy. So this necessity of constructing a frame which then
would become a carrier o&'the content in the sense of an image, became
the breakthfough or the leading necessity for electronic imaging.

And that's how tie simple television was born. Now today these
concepts are much broader. Especially with the computers we still
refg;—génerically to electronic imaging as television because we

many times use cathode-ray-tube as & the display. But w» generally
the problem has become much more centered around the organization

of image. About the principle under which in fact images are organized,
and on the principle or basic question what image is. How it originates,
how it's preparﬁg, a; program and eventually retrieved. So the origin
of image or imagipg has become the most problematical. Industry solves
these things very‘éimply. They m say we need to simulate # particular
event like a moon landing or any other industrial tasks and then they
develop systems around it. Art so to speak, or let's say utility of
image in a highly cultural milieu has much more ambiguous demands.

We have a certain freedom of decision and we don't have particular
structured goals. We don't know in fact how the image should look
like and in fact we don't want to know. And we are trying to work

in a territory which is not defined. We just have certain tools to
image, to make #mpe images. But we don't want to follow existing
models. When I say we,again it represents a particular group of

interests. Like Hollywood again has a very clear goal: It's called

soft imaging, or soft set design in which the demand is to simulate
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landscapes, for example, with the textures with the tree structures, from

palm tree to apple tree and then imaging. We all as objects have three-

dimensionality wo that the move towards duplication of redlddy what we

call reality is the very st4riighide straightforward goal. And that's

one direction in which electronic Aimaging has a clear way. Other one,

which is mostly based on the tradition of film as a form or personalized

as%t form which some way is trans \‘&fng now between the people

working in cinema — people like Brakhage, Frampton and Sharits - this

predictable

seems to ba the problematic area in which 4@ image is not as peabestabte

and is not as defined and in a way should not be, according to people

that work in that area be. But what it should be,now the question

reminds and then of course we can trace many concepts in that territory.

One, some of them are moral which is #8% to reject existing models and +nj to

find the total definition of the image through the material or through

the system in which they are @& created. That means the guestions
simplificabion

of mathematically generated images or textures or sigmééieetien of image

through certain symbolic meaning contrary to a reality in three—dimensional

complete surface identification. So then of course there's a whole

different moral context which is the relationship of 32 individual

towards the tools. As you know, regularly we think of technology

being in the hands oi‘, institutions or government or military. The

situation has char}ged tremendously. Suddenly individuals like in

this case we, work;":gg with image q; a personal bag': can even purchase

small systems that are as free to us as the pensil or the brush is

to the painter or th the writer. It's not ﬂ?é% simple, indeed. But

there are tendencies towards that possibility. And in fact under

these happy coincidences of our time we could create, we as a couple,

the Vasulkas can in fact create this imaginary environment which is

our home in which we have those tools. It became even a reality for

us for a cegrtain time that we could have this controlled environment

of what we call high technology. A.gain“?wi}:at we call high technology

is a whole — I don't want to go further and further — Let's just simplify.

Today all the processes of technology can be personalized and can be

worked on a conceptual level from a VieW_ point of an individual.
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Of course the complexity of the product so to speak is in many case€Sess
First of all it's what we call complexity, and then what :L:ocompare&-
them to existing models of reality. I mean if we go towards the
complex photographic image then it's almost a forbidden area to us.
Because that means the whole of industrial organization of hugh sjstems
to repsesent that. But if we want to go into different areas which
are defined in art, like minimal art - in the past it operated with

a very small amount of elements. We know that music could be reduced
into silences, and it became a very powerful form. The sculpture,

minimal vev.

you know the sculpture of recent years could be simplified to a small
powerful element®, like standing object within a space. This state-

ment can be very simple and can be very powerful. Other art forms

have understood minimalism as a very powerful expression. So those

reyeratien <Volution

comparisons...of course it's importance in the mgof image,

permutations of the cultural evaluations...if that is the value of
culture that we can work with a veryémall amount of elements. So
the small ¢amount of elements seems to be the key towards personal
understanding of technology and developing image in that context.
Of course the institutional appreach will always for some people
satisfy this process. That's about where I would like to stope becéuse
we cc;;il\aborate what is the position of the indifisual towards that,
how itys maintained, it's funding. How it's fixedh?ft-s serviced

and what is the propor'blon in which the tool eventually becomes

dhe whole

more complex and the maintenance of the tool takes over meze time.
Going back to the original problem of modelling the image; I'd like
to indicate two directions, just to show what I'm tallking about.

In fact I should havgsgome slides but there was no time to do them

so I'll try to fﬂ_ on your imagination. Orginarily, or regularly,
traditionally we work with imaging in the sense of examining the space
—~ S~ light spacé — in which we usually put whaf. we call a pinhole,
or a lens in the midst of the space. And that instrument called a
pinhole decodes the conditions in that space and create in fact an

element called an image which is then to our own perception.

Tt's not an accidental process since we all communicate withiws the

-
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light space through the pin holes of the eyes. So it's the God-made
tmt evolutionary instrument which happened to coincide with this
development of camera obscura which then was the basis of photography
as you know - before painting photography — and then also cinematic
imaging. And of course television as wgll because television cameras
as you know in most cases have the lengwﬁgich they examine the reality
in the front of the 4lens through the same principle. Of course there
is certain difference between imaging of photographic or light-sensitive
emulsion imaging, but both in electronic - like imeging rescan through
electronic system,or coding into a photographic grain, these events

are & energy events. They are in an order of quantum changes and
then they go through processes of amplification. That applies to
photography as well. Because as we know the while process of change

or grouping of silver halides in all photography is a process of
amplification. With thss product, which we usually confine in a frame,
this is(@éi@ég;;;;‘;;:;;gzythe reality. Photography has first suggested
this possibility it became overwhelming towards other arts - painting -
this for a certain time, maybe still, represents certain very close
Cinema has in fact terrorized my generation

understanding of reality.

by this insistance on the reality. As a child I grew up through the

Second War newsreels: Every day or every week we ean get the newsreels
from the Russiaﬁ front in which the Germans wise would depict ﬁhe
victories. So it‘w§s week by week that we would grow into this under-
standing of this world through the newsreels and it was totally obvious
that that was the reality because my everyday life was uncomparable,
Fhip pantiad o
totally meaningless mest to +¥et event. And every generation gets
caught into this accepting film as & reality. And I found out even
now when I'p preoccupied by other subjects a new generation of people
of course meed—eyonks re-inventsthis particular level of reality.
Jt's fascinating thét photography — camera obscura as an instrument
has imprinted such an important idea about the 1light space, about
reality and about the instument that captures that. In the sense of
possibility, alternate possibility, there is something which exists

regardless of camera obscura principles. There is something that we




call internal electronic imaging, or something which does not require
externalized space to model it's image from or by. It is something
that is expressed through a system. That is expressed through instru-
ments that do generate in fact certain coincidences of time and energy.
In music:hélectronic music we call them let's say oscillator or wave-
form generators. It's éoggggram, usually cyclical within their own
material, then we génerate those and then they provide us with par-
ticular sound structures. If we apply these on imaging we can build
dense interference patterns fdr example which are very much close to what
light does in light space. But of course the competition of the event
is very much a different order. ILight has in fact the finest,to us,
known modulation, the density or band-width of 1light is enormous, and
that's what photography inherited for free. We, in internal imaging,
have to make a particular effort to build dense interference patterns
that would in fact model some order of reality in our own imagination.
Because after all these talks about purity and opposition towards
reality, we all work, inevitably, we all are working against the camera
obscura which has been constructed in our own conscidusness. We are
continuously working with the frame even if there is no frame any more.
So there is continuous modelling of even this internally organized aﬁd
obtained imaging towards the camera obscura principle which is embedded
very deeply within our own consciousnesses. But again, the eye is the
original camera qé&cura, or if the camera used a cinematic or television
is that real, fores;éing those tendencies...these are the questions
I haven't found any answers to. So just to summarize it, I see elec—
it's not based on .

tronic imaging as not bound to ..Yphotography, it's not based dn
cinema, it is not based on video or television, it's not bound to the
computer,, It's a basic transition of moving image as a system of
thought. It is a particular organizing principle of imaging which is
in fact transitory offer those media and its location or its residence
is only temporary. As we know, a%ﬁ;he end imaging is not any more

ar dilm-base
movement-based like tapeS'iL's t:;Jugxnore and more memory-based which
is in a way a rather static state. And it8s storaging anéﬁ;rocessing

and retrieval are continuousiy changing its physicalities. And that's
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call internal electronic imaging, or something which does not require

externalized space to model it's image from.or by. It is something
that is expressed through a system. That is expressed through instru-
ments th§t do generate in fact certaip coincidences of time and energy.
In music:ﬁélectronic music we call them let's say oscillator or wévg-
form generators. It's é”ﬁ?géram, usually cyclical within their own
material, then we génerate those and then they provide us with par—-
ticular sound structures. If we apply these on imaging we can build
dense interperence patterns fbr example which are very much close to what
light does in light space. But of course the competition of the event
is very much a different order. Light has in fact the finest,to us,
known modulation, the density or band-width of light is enormous, and
that's what photography inherited for free. We, in internal imaging,
have to make a particular effort to bgild dense interference patterns
that would in fact model some order of reality in our own imagination.
Because after all thése talks about purity and opposition towards
reality, we all work,’ingv;tably, we all are working against the camera
obscura which has been constructed in our own consciousness. We are
continuously working with the frame even if there is no frame any more.
So there is continuous modelling of even this internally organized and
obtained imaging towatrds the camera obscura principle which is embedded
very deeply within our own consciousnesses. But again, the eye is the
original camera opbgura, or if the camera used a cinematic or television
is that real, foresééing those tendencies...these are the questions
T haven't found any answers to. So just to summarize it, I see elec—
it's not based on :
tronic imaging as not bound to ..Yphotography, it's not based &n
cinema, it is not based on video or television, it's not bound to the
computer,, It's a basic transition of moving image as a system of
thought. It is a particular organiz%ng principle of imaging which is
in fact transitory ofer those media énd its location or its residence
is only teﬁporary; As we know, at the end imaging is not any more

\‘ bt )
movement~based like tape;'it's being more and more memory-based which

. i its
is in a way a rather static state. And it8s storaging and processing

and retrieval are continuously changing its physicalities. And that's
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I guess that would be the openingee..

(s is later - fom question/answer Sechion)y

es
T think technology truly generatiemes imaging. The last concept +

eaw that somehow altered my idea about moving image was a piece

of film I saw that was made in Salt Lake City, the famous laboratory ’ '

there. What it does is deal with three—dimensional objects. The

whole tendency towards generating thzzz dimensional

ebjeets images makes changing them from objects. This is a very %

obvious tendency. It changes totally the position of the audience. !

Suddenly the scene,is—gememeted if the three-dimensional scene is

generated it becomes relatively static mnd the whole movement, moving

in fact is up to viewing. Truly the audience mind will have to

starﬂ moving within that space. Many times when you see generated three—

diemnsional object which you enber, that's one of the privileges of

non-camera obscura imaging, when you can enter the image there's no
through

walle You can stay inside and look from inside outside, any object...

your own head. So this special film dealt with this problem. It

was a generated three-dimensional object, relatively

static to the space, but allowed a worker to approach this object .

and model, physically-

( Jhe tape was C\de{y@wli—}o umdwwtand . ..9.00/&
j’o bock {'DJLJ-J%O‘(»LMM Q,W¢1m13wwhb1

it otk foke O fslo ]




