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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.
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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