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M do you go =8 traveling a 1¢t to talk with ceonlé?

St

l Qu.tw Ounet
well, w we came here at is zctually the only money
i've been €3trning, honest livling, you know. I get invited from
far away, It's all midwest o3y the east. we are both going.to
California and we have fouy gigs in four days. of course we are
are going to use it to finan¢e our trip. we are going to see everycne
we can in san francisco. of fourse there are lots of colleagues
there a lot ofpeople doing sfimilar things in the bay area.
S0, don't fBé6ine for a m t we ¢an earn a2 living in santa fel

M oh no, i don't know many |people who can.

ST oh yes, vunless yod%g the |supermarket-..

J yes, it must take a2 lot
ST ‘
V yes but now we are

o supprort this equipment

1he
o » with buying. we sort of have it

J your system, the vasulka stem?

ST yes, but you can always {ream 2 ut other thinzs. like we would
like to have a zood monitqr because this is so crummy and this
is the only cne we have. |but it's not necessary... we can work
without it)so, our finangial demands zare much less than they
use to baphen we were acgumulsat ng all this stuff.
J I wanted to ask you to talk about the equipment you are using
and how it dictates the images xh® you are putting forth.
¥ how much is the context the content?y
ST well 1t is to a very strong degree ' !hnmg uﬂwufﬂ&miuada
__',,) Cosse gyw. ‘)
ZT(the tools predlct to a large extent your images; that's why we
want to make our tools because you can't make your todls to
your images. see, if you are going to take everything that the
industry gives you, then ycu are going to end up with 2 certain
set of rossibiliities. beyond that we coculdn't do -sc what we have
done cornisists of a lot of things that are manufactured by sony
and panosonit of courseand of that esguipment, most c¢f it, we can
get secondhand. TUvecause you see, we feed off the industry that
way. the industries throw it out when it gets dated and everyh ing
gets dated very fast in electronics. this perfectly gcod eguipment
we can pick up fer a fraction of the rrice and thats, well, this
is all standard eau1pment~%§kﬂ$&s—&sépee&&1 that's beedwaae
to the specifications offthe vesulkas.
thoe 2o 2 7’/ .O‘R s/ »zﬁ,a‘f/mnf andf L
W e e w ,Q,ucza.
v i feel the situetion is much br ader. you see other artform )
or artists have admitted ® thdwith the materisl . inspired by P
the material'they revert to novfﬂiyllectu working, playing with
hands or ﬁ%itever. these are notoriously kxncwn processes in art.
y )

the basis of art. but when we pass into vlaying with this stuff,




)
people begin to separate it as this would mean scmething intellectual -
while it's very much the same process ampded. of play. Dbecause

if precple did not play then they move into the category of,

A

ST professionals£

W of the other. and i am always very astonished when people would
make z dlfference between tbe=e tooTs or tqu and cther tools cr toys

14 sgkn o olaborad o 5 Bg
c4@Lﬂﬁﬁbﬁﬁﬁﬁ?ﬂ&6&—&¥0ﬁ§é~ 1f i ccuﬁ not do th1§ 1f we were not free...
- O = - .-——-------—----—-—-—w- .
fer the e st—C ..‘“— no mezanins i ng g ,-.‘—-,,,.
S +3¥.s eP€0T1E are sometimes discustecd by thi’s

nlay with this technology, how can you just pley with it, why dcn't
you do something with it? in other werds, it'es the same principle,
it's the play that is the san insriration of the material-
to learn hoéw te understznd ‘% “learn tre craft to arply the
craft@o the material and then ycu get victures,

ST so, are you saying that all art is play or is their prcfessional
art or some kxind of art trat isn't play, thaet is serious?

W depends, someone wants to rlay he can, somecne wants to dance it is,

ST but is that still art?

W I don't tal about art only ebout the nrocess...the—ar%&e%—usuaL4?

@ \v/

oFo7 =
Usuaty rrEy.
ST but we play very seriously i would szy, i—tkhinle—we—kaxe, ,

W you see the womazn , she is very serious.

ST 1 mean if ycu get upr in the merning snd yecu sit to late night
with the computer =nd you don't call it. cerious Q.

W ohy you get into these traps like ccm nocetitsron with yourself arnd
coyretition with the machine, 211 kind of ridiculous things
4 .

5t manc¢ that's play, huh?

W well, it's a play because cnly subconcsious rmotivation can have
a2 service, nct a conscious one if you put 2 heavy improtance

cen what you deo iu kind of slips away, beccmes :ind cf ridiculous

i mean what tre hell, hew can yeu pe*foru wwtk ohCh uhcue“ts.cfzééée

I-would—szy—ve-eartt—atioTate tNEt W = oreCifics I . \
sey—e  media—ocr-poteri al. . o o W \
) i '\// # or arhifoct \
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vkhat 1 am~trying to say is that we shculd demythafy the
media in the sense of the same tyre of utility that other

artists use in their context. hatts—whkatgoes Straiekt—p
the—que U = Wty —did Bt —atrele—g quegttomy—yoti—lmevw—tk e
creztt—verrreesss—

j ilemows v 0.6 O—RE¥FE S—bedT—t » T T orelY
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W—2nou_ho culd you presume|we could think differentiy? (Tauehxe:l_

J but here is what i wantedto know - when you are putting =
tape out, that is offering it for viewing, i somehow had the
sense that you might extract parts of theé tape to expand on
or rework it - take a segment and mzke a totally different
tare by using the imsge with a LeW, Drogram or sound. . & person
seeing it might not associate it"Ythe origzinal unless they
had studied your wrk. In that wey it is using your equipment
to experiment if i micht use that word instead ofaxlay.
society micht accept that more easily than the '%ggterm serious ¢

S
Y vutEXperImental T FES 1T o= eS8 . s - eﬁ,
Jd WEL 1T al 3} 22 vieps 2 = — Terimen an a¥e ne
s Sp%iﬁi-e " T~Ti as ban eYmed Shigel= renrted
{ ‘ but-do TTrt-with-yourt-tarer—ouii-it spert-end work with it
hat 1 pink ontThunis thot 05 wibhstons, about if Al oy
ST there ‘seems to be gome_inkonbieteney—with—ihise weu think hat
since the material -ies giving yovu -co- artifeets—that-you

heve a2 much wider choice,} a2t a1l yourtapes-—-ere—gedng. to
be so totally differentw— t-thenyouv -took-at..them-srd
you _see thig ipcredable consistency and that s what—d—woul

~ -
~ - =T

FEe ol 2 5 E ST g o - —
nmayoE a4t horresarng < fmaooa 2okl 6 gy e U T O G = t
erﬂ&‘-‘ sl OB ; LU oy v' W“M‘? a3 Do U wITE> 1€

aber..eof » 4 T T I Ty sedftg, Orzd smith
teeeswe we visited hfm the other day and he is IMr—trTs rprocess
period now where he i8 starting cn this large werk and
he only knows vsguely what the shape is going to be he
doesn't know how it 's going to &® end and whatever. it is the
same images that he has always had, it $s so consistent
with what he has zlways had znd then you understand that he
was probably born with them he Probably zlways saw the
body like this and then heg%yst learned the craft of how to
make it so you know i getting more and more into ost.
#1 inking those images may bve where’!ﬂey are alcng and i gust choe
them. in a certain we have a similar choice of images
and in another way we have a very different choice’ ¢f images
. so if we tgke the two together trere is a difference in the
&,/ . ones he makes and the ones i make.

. M
w let's say sometimes you have a finite zmount of processes. so someytiw
you sit here and make four progr \7 four months. now that i call
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kind of a pure construct, something that you make and regardless
of what the pictorial ﬂesult is these programs are independant
on any reality because any image can be put through thosee -
programs andsuddenlﬂbecome' variations on the program but that ‘
is where the problem begéns. any image you put through or
every image you put through WI;IQhﬁ an entirely different context.

i mean content within that context? nins 53222223¢
let's get this stmightes.that is from very angles bh%kf

Ha Nwi.dthat image will take over, totally cover ur that process Y 4
why let say from color, thlere is 2 blue coler and it is
or there is a movement and you say oh this is likxe klnetlc scmethg5

and you relate it in ydur memory to a whole bank of kintic
yet this is what i( my dilemma because i want to 2pply
what i call these rol® artifacts tha* the maching givesme
or i have to negotiate with the machine. i like them to be on theiw

own.yet, when you slip into aprlication of thos ou develog
9fs thé&rich contextual work it is connected to the rld of art
it is connected to pictorial ¥gcesses , it's going through
the painting ceazanng and” sorts cf rezlities. some

programs are very cubiﬁt othere remind you of

ST seurat

W seurat with the 3xxix picxilated or pointilated. so you @ uld
say the trap of art, dseecielly widh zpriied-miékhod the obseession

with aptlication, to apﬂly method ontoc any concept
Ictoriid or = Ybe,.
only if the role artif ctlhas no other"meaning beyond its own
exsistence. you see that would be the dream but it alwyys, by

L

carelessness, by careless handling you always arrive at some
product - T .
ST you slip into proguct 3 die*‘b

Y-

W or it unnoticed slips you...you cannot control it anymore
it escapes your envi ent and it represents your art so to
speak.sc that is wh ese systems,” i think, have to te&®watched
_ ab'carefu’ly. people ovld learn to look behird the first
Siwzh“ » behind the plictorial structure. and should learn what
we learn®, there is a control system behind that is approached
first there is a concept of the image bvefore the image comes out
and there are various ways of < ntrolling trat image, cycllcal
way or there is some diifferent, is it countreroint or&!
relaticnship between solund and image ?Isa
suddenly tierd—are—varicous all those which are sd¢ Aﬁ:,to us
zy7<#uwuf» ~—cemes—ent, of course with time 3l1l1 the garbage which forms at
WHQﬁﬂfq the surface\W111 be 191d bare tecause people will see shrew
d\ow ochk
those elements. you 4now Jjust by the tradition of looking
at the pictures but it may be too late . you have let slip
so much of thalz surfade out that we have captivated those procesh
that will not be repeaﬁed, see, that's the trouble.
each tool‘ﬁﬁﬁh €rror w1ﬁl always locate their own processes
with the tools, with thel habit#, with the avilities, within the 5
tradition and thegd,sh&uld be preserved, more anthropologically .’
’mu‘d.than plctgglal%g. victarialism as such, looking at the tradition
of video as3"a pi orial product is very very misleading, very

sheortgsighted., bu)z%ye have to be careful otherwise we will
Lo

nollut;gas world by meanlnglesé images., Feople always scream and say
Lo colors 2nd you xnof morrow they wouldn't say that
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with a group of people,we s

they would say, oh see that,| that's it. so you have to make
sone moraqresponsibility wnilch you have to have.
i am interested by what you mean by anthropological preservatian.
: we started to work with video
uddenly came to this medium and
gtarted to work with it. it was extremely primitive. the fir$
artifacts of that medium like video feedback became overnight
everyone's art. it was so easy,to make. you just <ctown ok ¢ Camioo
Z=mwmé., put it into the monitor® does alstructural image oL Wy clncy,
‘wamandala which is referance to other 1ings which is
drugs and meditation and all the cultural validity, it was an
instant utility and easy product, yet after you use it for a‘vi
very short time it became so© abused, i whuld say not abused
but it was rejected as a possibility because it became so much
a tradition- became so conventional. it would be so out-
rageous if ycu would keep on doinz it. .yet, if you look at it .
now you see & caue  thatfit becorﬁgé‘"%ﬁed at or regulated to pouer allmbien, |
on the Tevel of o{her culture. it has a significance -but it
.beeomes.,is located in time, it vecomes history. instant history
then, wnat i am tryinz to say is that it becomes rather anthro-
pologicallsubject than aesthetic . and that happens in video
vecause it is a phencmena £t that has to be identified
pefore it becomes truelly workable.

1ike the other day woody was puting two different things to-
gether into a picture and it made for a very teautiful picture
and i said hey, i want to record this, snd he said no I m just
playing around and we didn't record it of course. and that was
a typical anthropolegical thing to do while he was playing
around heputs in another number ani we ion't xnow what coges
out and maybe what comes out is very fantastic, verﬂinterestig
and we didn't record it and now we are saying maybve we shoull

make a sessiop and put in all those numbders and record it

\

or = time to recoxrd everythin

W TDbasically it is a process of collectinz

vut then if’ETdoﬂhnthropological anymore!and we are going
to frame it and we are going to do all those other things.

out of context.

c i X Une“mﬁst4navE“tﬁe*camerafur~%&§e;eeet-

gy you could make it a practice
g%s you discover ite.le.

0P L iti8»—S0WOweY o

'y
o o o b e e LS L - 2 - R

D
found objects. many
times we refer to things as found objects becauvse we truelly
find- it is somewhat dy coincidence or the architecture of
the machine produces artifacts which we have never locked
for. they are there so you find them.
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let us sz2y you have a program and later you decide the way —~.
you might want to.show a particular image would be to use this |
program that gave you certdin results pefore - but this -
may look very different degendinz uporthe suvubject, a regridgerator
instead of a persone... but then you have scrlptlng.

<y

W we¥t, everything you do through a computegvnas tb‘be organized

through a program. it is a score, a priori. again there is a
space for im provi sationsmdamisinels you can do scme live
reprogramming that mlgkt not always be directed or written

into therproéram. so there 1sAs==e Ways. ] §r ex“evlmentara

wrltten, everythlng you have done leave a trace of the ST
program behind. there is a notdtiomal system a priori LT
and this can empty the machine |into the program and pre- S
serve the program with a mggnetic disc. Just to give
vou an example, all the inte 11genc;r;s on the magnetic disc
so whatever do has to come from heret( holds disc up) __
or has to be tzkeniffrom the jystem and preserved. e
so this is actually the medium which czrigg the notation %*QQ
and all the protocal 211 tYle ritualsSées written inside tLlS 1it
hunk of this megnetic medium and as you said it is a score,
“““"&ﬂ“w U e I FITRE—ET-USE@COTe teoxme Uf oiher forms of
imgrovisation ‘<4/te !

so 2s virtvally unrepeataHLeSﬁ”
t's ambiguomws .you cen write

Ieé@?approximate interpretatio
ars. but then there is a ‘

like wave forms were comln;;
so it's not unambicuous,
a score but it will be more o

e

1’*u*t; it is a whole dlfferent
mege, if you generate

even w1thout the machlne
story about t-e model of the
from&he data base it's in numerical tables or logarythyms,
if you take it from 2 camerd , you see these xm are then
discaussions which have somethling to do with computor craft.
the imaging craft, the imaging concept. but let's stick with
_— Yyour cuestions. ' :
'J ) you said that vhen ycu did your work it was very different from
A
7

woody's, and his from yours. bthad—id-—wopy-wmdersiandalnle Ll
% yov\Would ,characteriae the specific differences.

3t ] that is almest impossible to talk abtout because thzat is something
you Xnow, JOU see it and you just know and if i was to elaborate
on it or what it is, it becomes very difficult because ..
W )yes, what is the difference between you and me?
3t ok, i would characterize it this way, i couvldn't have msde any
cf woody's taces and he covldn't have made any cf my tares

-

Stwad ASTatH e LodBOW?
~ the first two years of work is virtually indistianguishable.

(st)ves, you see we rezlly didn't werk tozether in the W&¥ of a
semetines it dn 7V knaw G,nf,m.:p_., Sensd

ey - - R
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ST formal collaborztion,  called wholistic or gow you call it. how e
N we wcrkedwas this, thet either of us weculd take over ) ]
sone process that was alreadyv...you xnow you s§t up & situation
and usually the one of us that set vr the situation
would not be the cne who would execute it. tpat Way e .
i would set ur somethinz snd woody would walk in and says oh, grt
S o if
(and 1 wovldn't kncw whzt in the nhell to do with i?)

but even for the first two years we might noﬁdzggﬁ which of us
did whet ’

W we were kind c¢f observing the thenomena in thofe years
®© the only authorghip we wouvld take would be % control it,
step to it and dc something to it in time. she's right,
you wold have to look at the tapes in order to make the distincti
certain things she's done i wovld vrobably not have donehpt all+

on the other hand, you know, i don't go out and take images U
because that is o mething i cannot do, ‘ b

St well, you are rot interested in that
s0 he uses my livrary.
gathering of images i am not the least bit interested in, you see th:
reminds me of my film d=yx= backsround so i would rather submit the
pictorial part, i always insi cn the conceptual part.
the pictorial part is kind of arbitrary to me. alot of it. and
vice versa, i make programs and she shamelessly

St I.shamelessiy rip them off, uh huh. and you haven't heard it yet
but i am gonna rip off his sound. because he makes good sound.
iam gonna go into the library of sound s and just mercilessly, ..

W well, it's a ver stranse thing, i think whenixgg wilu’study the
work, scme of it is ambiguous enough to be [orecabed uassr either
of us, some cf it is extﬁsgely stecific, like $ens work, like
Qﬂﬂ using various orticzll<she didn't mind working with rezlity as
v i was trying -to reality you see, tu* then ske used a way thzat was
very similar to conceptual, it's very abstractive anyway,
; so i can agcept it, so we have nc vroblem. i can like her work,
which is gocd,

- )
—~ ) -
3 yeahm-thatﬂwodldmaauampaeub*r?h.

m

Wowe A SR Instantilyeee SO 1n & Way
W : e i = (it CII\QALIT an ST N]OT e o o
' '-‘ »W

St.woody's work is always didacfiqie likes to put it into that
centext of scme kind of a-.-

i ~ -~ v rA 1
W i léke primitive magic, 1like a hand and what heppens &rounc it
”' 2 hand is nctorious. it's ambiguocus. i like to work with that



Foiblhitia - contradiction with the comrute

¢

W kind of minimel imaze put in the contemt of csomething .
szbsoclutely etmormal ‘

St well neither of us likes ambiguous images. I am willing to
live with a2 lot of them Ybecause i always just count on it that
people will nct f*nd them ambiguvous. youv know what i
mean - 1 will nct went to vervally explain somethinzs tecause i thinkg
that people should just see it. the way one image follows another,
that it has an nrdeﬂénd wocdy likes to be able to explain it .
to bte 2ble to show the crder and if not picteorially, then ke is
unashamed of just verbalizng it. = that peorle will understand

that that is the order.
. A7

iofal context has anything -
if it is 2 radical image it is useless because it cannot te
explained at all. in other|vworkds , i wculd ra use an emptyfngL
withnothing in it but thelpermutati cn cf that’frZme . but
now iam referring to srdcific work whick you would nave to see
t hzve this be intellizenit. no. our discussicn is with—eextain
within certain limitatiors you can not? Uacr
interpert the work cnly whlen you are talxinz? cbout it.
the statements we may majke mey be contradictory
vhich in fact of thzt segmpnt which delivers empty frzmes only
fractually, by g?yement, in Feact indicates certein style
again i canf® personall¥:ficture an advancement in a
pleteriat—serrseout—of—eubisa=cr. {lis {radifion,bus—asain
a—peieri i don't come fom = rietorial trazdition at =11
i am not a painter. if =nything i would ve able tc defend
photogrzphy b scme degree ang .that is in tottel ,
ﬁ??&?% rhotograghy » YC€57et o,
compruter grapics are in contradiction toycomputer photograrhics
Computer graphics indicate there is a sf¥ructure which is¥induced
by hend, it is a graphic work even by reducti on of the thotozrerhic
image you can hold up a gradual image but i wouvld like to
maintain what i%aa4photograhic imsge which is in traditicn

Wi eXD X

that imagelAntHetFadit

:\/'

photecgrahy
, it represents © me a certain truth in narrat ve coweer
/ and since i am not a proiri doing grerhic work, i1 hzveg ne reasonm.
{

» , dnd Toamltists. w5t -
to use my photogra-hic work ito—éo grarhic w rk '
these two. terms seem t me - well in a technological
sense there is even much more deeper consesuences on the Twa—stern(
grapvhim is purely two dimensional with less sheding N516 Femct
lets say frem what reality would bring to an irege
so this whole contemzt of whether the image tecomes graphic
or photographic infact a demand of aesthetic and tecﬂhologica 1
ta}k. You have to sort out what is vhétograrhi¢ and gragphic
Just to understand what i em talking aiou%‘@i vhen i am
talkirg about tools we always try to keep the 'tradition of photo
graphic but yet people sometimes refer to it as grarhic. i :
t. e whole category cf computer graphics is very hard to escape )
ysg :gdgrogect onto this video ® maintain the tradition i
o)

St what do you mean by the tradition of viceo%-



W image trhat is rather of a vhotrgrachic charzcter than graphic 1‘7‘
and the way of obtaining it is from teking it from simple

life space

St does it also have to do with dynzmic versus static image 2

‘;

W that's a more different area but i am gled you said it. sure it is.
because infact grzphic indicates even tgi phase accumulationS(xon‘ygﬁé)

cr animations is rather concejyed ami Wtained from a real or

life space in object movemet.'ﬂwm,zkwwi
these are nuances th&4* are very redemikanrt when you work with it.

it becomes a moralistic clash a collision of two maral _
possibiliteis that practically we would call graphic, photogreaphic,
computer graphic or filmaker sc these sre names that someone

ka5 thought up likqén art critic

/St i sort of divide my colleagues vwho work with movinc imege
into iconic and dymamic - very sillywords znd they don't mean

M

anything. but what i mean by iconic azrt is that certain artists
are obsessed by the srvace which they have ackeived with in the frame

they put trkeir whole cosmos into that and the other ones are the ones

that percé@ve the cosmos to be outside the frame and the framefka
this tiny little whole where you can see a part of it o be

where you are peeking through

St yes, and the way you can detect tkotmcsmxtxof the iconic ones, they are
so satisfied to work within the fram e and they usually put trhe
object straight in the middle. they move it around within that
frame. the other ones have things move in or they are maybe framed

1

S

St

so that you have a half a cow inside and tkhe other half outside and
you don't try to comtensate. or you assume or you give your viewer
the idea that there is just as much outside what yoU can see.
that to me is interesting that peorle should always think like that.
so the satisfaction within the frame has more to do with peotle who
ike to work in graphics . it has somethinz to 20 with thzt whole ideas
of graphics - yeah or people who like tc work in rhotograrhy although
ome photocravhers alse violate this .

althoush photozrarhy is extremely sorhisticated, you can't lay
that down on a#specific style. vhotography =a® decrees of all forms.

% olfer ands

that is true. except they only get one frame.

;t"§ a view but they still wiérk with time. it is v. limited compared
i Fhlnk vhotography developed a different kind of sophistication
vwrich normally *would not have this space tc work in

Ziremerduus Tental—spacelthere is a2 tremendous mental space to

observe details, ysur perception can get jemmed by movement o movement
texes precedence over other elements ¢f image. that's what we dc, the

most primit ve and primary interest is the movement which is
probably comes from preservation of life you know when somethinz
moves you must observe in crder to see what it is. the movemnt iSe..

St yeah, that's my mzterial.

it's totally primary materiel. it's vibration.

W :it's pri@a - also it's located more or less not in the center of tr
of ?he retingnot in the fortia but the movment detection of action
18 1n perivphera] vision, J;‘
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W so how is that, are we right
G Yes

W the moving image is the primary imege - real time as we ca%} it
whieh indicates that the movement as it enterqdzs the movemnt as it
exits the system. - .

M 1 was goinz to ask you about time.

W well, it's a long essay on time
so ask me that. .
M a person’s I
real time, that concept is 2 mystery because & pew@=*+s own real time
al ways distorted - so you are talking abcut an slectronically measurt
time

W i tell you i got a whole different perspective on it this morning
tecause i got a letter - she got 2 transcription of an interview in
¥Y and that personm is a film person. for him realtime was
unedited videotape or unedited film. and it's right, it was
once referred to as real time. start the camera and end. but for us:
it totally bypasses this notion of realtime as actually
as a continuity of time. what we call real time is contrary to non-
; realtime - which an elctronic system especially a computer
y organizes themselves., it is the ability or unzbility to
s+ \ deal whth the amount of information during delivery and retreival
so let me put it very straight - if you want to make very
complex images on the computer you have to infact deliver
i;ﬁ7ﬁwgwﬁaéi frame that takes it apart or works on it for a second,
- maybe minutes, spmetimes 15 minutes and delivers it to the
medium which agzin whas to be time lapse - which, except for
the secuence of these frames in time will actually&produce
azain the real time but once. .

vi ewed asg movement/w allysiom ojﬂuf-kﬂz

W yes, we could say film is a real time and animation eventually
beccmes realtime when viewed, but what is imp?otant to say is that
in that process you don't have a feédback mode. a feedback mode is
taken away from you because the process isn't done, you know it is beyonJ.
your comtrol ydu can initddte and prosrem the movement dbut when you
view it it may be contrary to what you wanted or it brings a
different let us say gesture cf languzge instesad of
representing movement which has a crescendo and decrescendo sk
other property which is so minutdbut so importd XX to
estural communication . it may disappear or it may bring
inverted forms of thats why in znimation you mzy see an amazing
gesture they meant maybe in that way yet you rerceive it the other
waye. so, what we rather do, we let the system qrticulzte this.
since we only deal with a realtime systems we continuously judge it
instantly in a feedback mode in ﬁreal mode
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S_ which i call interactive realtime EXTENDED
W could be , interzctive, i would call it sizmierd behaviour that can b
modified instantly . so it's rather behavioural than interactive.
i don't mind writing & program and looking at it uninteractively
that is 1 judge i dycan by repeated self change it thatis i
can ite a program d fﬁ@%&xﬁ% in an instant process - it's not
like film you have to develop it . but againagidogjt want tc be %fn
too much bigoted a2bout it because there are now instant repzays and Y
the vrocess is getting closer and closer «c ambigucu I
for us, just to make it straight, rezltime isatechnologies

Stigod ag‘ . ‘

W you just vidéowgnd video out. it's a necessity of- it'shot an
aegthetic ghoice
st and«éﬁjikcost us lots of money but it haJ to be realtime.
because if we had been satisfied with enythinz less than realtime
we could have cut some dollars out. it's a matter of - it's the rnost
imrortant thing becauge i cannot, i just don't have the skill, the
interest and the atitude to work ia frozen frame,
whatever medium that would ke - i just don't, i cculdn't do it
animation or whatever medium -sc it has to be realtime, that's
number one. and i would sacrifice - a2nd any xind of image making
ﬁ;gg%:js sacrifice because you cannot make the perfect image

so 1 wculd sacrfice a lot of things bvefore i would szcrifice realtime
that's the only thing i would never szcrifice.

W but we don't know nonrealtimdit's nct in cur crzft 2t 2ll. it would he

to be extremely - we would have to chargze 2ll the experience we have
and meke non real time images,

J your background being in music fits more into process work
X
3t yes, i guess music fi:sfggze inee rezaltime andq?gteractively
it ctannet exist in any frozen moment.
W yes, the froczem moment of sound is silernces, the frozen moment
of méving irage is the still (image)a very profound discovery.
Jd i noticed when beaumont newhall asked a auestion on thotogra hy
of gene youngblood, youngblood referred to the rhctograrh as 2
still, - certainly if you came from the single imsge or
photograrvhic baekzround you would rarely refer to tke photec as
a still. L
St 1 would ef¥en make that “wmef mistake - i would say still...

J you just did§g§g>tmought it vr - it made me see how ycur
verceptions are a moving , growing ,gairing perception rather
than static.
working with this equipment, which functions in the ways we
have teen talking about, i wndered if it altered your personal life

perceptions?
St it is very referential, you know, 1

. &uer
ike aayj%ther medium, you
learn so much about yourself - that

goes for
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St everything. the computer is different because it is not
an art tool in the samg way. it is even more invoved
in givinz you &n idez cof who you are . it is a2 vhilecsorhy
in itself that information can either te,there or not be there,
it is not good and bad, it is gocd and no®kood, .bad and
not tad. so you certainly get into this universe that it is the
absence and presence of a thing
and not the ccntast of one thing to znother zand ..

¥ and slso the computer gives you a different medium - it is not the
medium that you look at, it is not the hardware, it is something
in tetween called the code. that means sudenly then that the
experience that you have from other art forms which are analogous
- what youv see - cr you can control what you see by mixing the
color and make the instant fédback of the color and your vision,
suddenly there is a code involved in computer and you have to get
hold toc master it, you have to master the code which represents that
rearticular prorerty. and as gene said yesterday, it is légistic
ﬁime_&%%sh trings these wave forms of analog world, and we chop it

into 1ittle pieces -the piece then is reduced so to speak, into &
numbeqénd that number then propagates inside of the computer
as the property of or representation of the reality.. but it is
only assembled outside cf the systemand its referance to certain reality
that giﬁgaﬁgélated from the code to certain value, light color,
so th crice it is in the computer it is in ke form ef a ccde
so there is this intermediary between you and the world . it & the
code. so that is a mew thing to all of the processes that is why we
are so obsessed by the understanding of that cocde. anyway it is a
binary code - but that code can also represent alghabet, de

St it can bring vs pictures from juritor

W y3s, and that introduction of code into ocur processes i find very
significant. %bvecause that is what people want to cover up. Mou
know many prroviders of tools - and its users would rather not bother
with it because they trink it is not the creative rart of the process
but we discovered otherwise. the creative process should also
be controlled and finally it shouvld be controlled ontheM? /9{_;



