I dagadan ‘ =
Jon; all right Jra 1ike to, well, first let's clarify seme this. E:é?
thinge for Jan. were going to be talking generally about 'f:?\
the field and certain kind of work in electronic medig) and
so-ferth-and-ameng-our the cqncepts and so forth.,&mong our
num¥%erous difficulties with this is simply the lack of a
common 1anguage.‘{;day is going to be more of an attempt to
define a vocabulary tha£7§5§§%%~§§al with these subjects
with a fair degree of specificity. and so I think you

should, if therég a word thatgéﬁzgiéif%121 is undefined

or unclear or not pfecise to youjk§gu should certainly

stoE us and say okay what does this mean?

aﬂ;'iggl\try to come to a definition...

fgﬂf So, I think our firsaéuestion should'be directed towards

defining first of all the relationship between the hardware,

which is obviously very strong here,with the conceptual and
1

W esthetic pggﬁﬁcggfgi8831%?5a¥i§hthis seems to be to me a

~
series of concepts -or framework of concepts/which derive
}

because the hardware reveals something to us, it gives us

It enables us to operate in an area $ha$-we-b which we f
the : :
woul?ﬁgt reed even have need to develop thqught patterns :

for, because Yhis hardware Sorces us 4o do it, it also gives us esthedic, |
teneeptual, philosophical pessibilities Haat e wouldnt have had before

questyon.
Woody:’fﬁere are two waps to deal with this.One is to link

itw;o thought processes or esthetic struéture, the other
would simpiy-be-be-p2a- be simply to trace -~ not simpl
but complicated way}to trace the television system and

which the
then find within a system alot of relationships ¥ would be

.
=
&
—
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possibilities that we normally wouldn't havegwithout it. ' f \*j
4
=
=
p: as (-

secondary manifestations. of esthetic, you see I hav_e my e

own idea about how esthetic is established in lets say o {

video. I think it comes first of all through manifestation

of a system} and then after a while you in fact redalide that ’ 1

S hyou SR
has been pioneer thought process before like Magrektte, Klee... hQW&ﬂJ\ of

conce ptually Sclved .
tIn this case it was totally transiitionixﬁ—though%. ““aﬁcs
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Jon: Let's start with tv, since that's perhaps where it all
B

began, g(cept for work in electronic muskc somewdhal carlier — Yhat seeuns
secondavy here.,
Woody: well I think what we should/start with is an oscillo-
I mean
scopc,agé a cathode ray tube and display of time/energy event
diepiay on it. My contribution to that would be that it

(Egé) n fact)non-esthetic constructed apparatus- it was a tool
tSf%@éB?vgrsmall and subperceptual events,

Jon; h&thin a certain framework, also, you need to be a linear

fraﬁ%ork - a spacial framework for a rh spacial event. You

had to display spacially, which is to séy in a writing mode,iM\CUehf

and which has almost no relation to space.

J%gggx; Technolog?cal?y,‘ft provides a sweep, that #s-a means

horizontal positiankéﬂﬁ it repeats usually, cyclically

* Jon! which is an avbitvarg Hme .o _and vla

and re then repeass sweeps again in tlmgfaﬁa £fien the energy

event is a constant time event and the energy time event is

then translated into a certain verticality)into X coordinate

5525 into the amplitude

jBoody: I mean y coordinate. So in this cijécg?is'mechanlsm,

pre~-television mechanismae utilizing such a instrument, But

what's interesting to mgkfgttﬁat it was in a way non-

cultural in a sense of culture as representation of

certain artistic structures or I don't know if you feel the

same, I tend to separate things into easgg;al and broad

cultural and technological. I don't have a synonym I don't i
say culture is everything because I need to separate. :
Jon: So what you're suggesbing is that the particular aspect

- whith 15

of the oscilloscopg;its design, it4 functionyderived from

e
. certain nkcessities that had nothing to do with constructed
rather ly
sociological or cultural models, but4derived directed from
of the
a kind of interaction we need to measure and the need to

perceive and also very directly from the particubar framework
the particular phenomena that were under investigation, |

Woodx: Exactly pre-
Jon: It's a tool that hasi§n§w3§yno‘%uppositioﬁ§fePEchnologi-

cally,

Woody; Right,  yet I would say since iﬁg a visual manifestation
be kind of
it tends to become put into a symbolic




3 3

I mean it's usually treated like a symbol. Like a sine
w§¥8£8888&3s a language, a symbol which then can be used

for cross-cultural purposes

{235 well, perkaps-thad except that what!s perhaps most
interesting about it isdt the symbolic aspect of it, but +hak
what we have done is taken something which s understandable
in one construct and in a way pinned it down and slowed it
down so that it gecomes completely within the scale of
human visualization and understanding. And it's an immensely
misleading tool for that reason.

Woody: Also, I'd say it's lent very much to behaviorab

h S
patterns of nature, or us also us, Like cyclicity - we

Or SWeep,
can say that certain description,vor repetition can be
taken as the basis of time compositional element. In
some gays also suggests that it is in fact, that it can
monitor certain behaviowraite patterns

Jon: Or that it reflects certain precgonceptions we might

/
in fact it's coming back, In a kind of more contemporary

have. :
|
Woody: That's right, about what composition is. But getting
closer to television, I guess it!'s importaint to say that
electronic
pre-television existentialAimage stressed that,6 because

expression, let's say in bio-monitoring. When the image is

not,for example a frame but the image is the state of being

of an individual. or a scan 1ike we know the satellite scan.
don't really represent image as ¢ultural construct as I vQOuki later
Izke to call the frame- teleyision frame
EEBi Wait a minute., There's a question here - which is that
the CRT has no frame. And this is in a way particularly
remark&bY 87 §PE€ndEY: §B8%tv, and that kind of CRT goes to
a huge amount of trouble to construct a frame. What you have
in the CRT is the representation of a linear event but yef'
without any kind of construction. The only construction
exists by giving this event time ~ a time base, a decomding

value,
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which enables it to be displayed in the particular ways i$% that it
is displayed so that eliminates all the aspects of the
arbitrariness - and this might be a word that we have to

define - the arbitrariness that we see in television,video

with a 525 se&s, & s 50 there is no frame, there is no
cultural construct, there is only the time decoding device

you wish to place on it for whatever conveniences it might

be

Woody: It's a utility, let's face it, zg; it's an instrument,

A

its a utility, but it's highly programmcble, that!s what's
©Of course rate of th
interesting. You canfprogram: theVsweep you can program

4
the position by dialing the deﬁaﬁgtion C L. eleckonic . ..
esthehc Londibon on the cathode ray. tube (222)

m@@%i_ﬁ_ﬂlé
In a way it is a new generation of tools, rather static tools
I

of mechanics. And that brings uskto the proximity of a construcgg
of a frame,

iggi Well, I think we should go into tv first, because

Woody: But I think tv is in fac%¥tﬂ8aﬁecessaby for tv is

I thﬂﬁh., of course, tv has been inspired by film, the
existence of film, necessarily. And then’I guess ﬁ%#;;st
bgréfﬁfgtory about it but I guess there was aldiﬁemma how to
in fact represent such a frame, a cinematic frame in
the electronic design.
riiggj Except as I understand it the first television which
used not a cathode ray tube but in Eigggi wires, connected
to a grid, to the face was also a mechanical scan incidentally
I believe it was a circular scan, I ¢ould be wrong about this
W « There have been so many different kinds, but we'really
ave to go one to the nitty gritty.!

L den:
"I think what we have to stress is that the television,

electronic image as-i%-existed-$il-new up til now existed

as a sequential %ystem. And that is very significaﬁftowards
the construction of the

Jan: Do you mean by :equential the imitation of successive
frames? _ )

ﬂSEEZ‘ No, that's seeemdary-aiready a second order already.
It's the first.order, that means, every value - what I call a

value is
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brightness component for wxample is a value. Every value of
that primary, first level has to, or appears inevitably se-
quential, égizdmeans so far I haven't seen suciessfully con-
structed any'image displaying system, of courxe there have
been images- matrices, very primitive matrices of light
emitting diodes which of course can do that. And I of course
also believe that a future of image... at least high organizing
principles will %Begéggiiy develop into parallel or monlti-
channel displays |

2225 May I just suggest that we de§9§ use the word sequential,
though? Because it indicates an on-off, which it's not,

E&gﬂz: No, sequential doesn't really suggest on-off,

2225 Because on another level of 1ookipg at the same phenomenon
you have continuity. Which is to saiﬁghere's only a change of
state, not change of states, Not different states,

ﬂgggzs But how are we going to say that the structure of let's
say television frame# or television image*;s ere a single train
Jow: X on the technolegical level _30irg

of imformation, I mean it's one value at one time 'through a
single system gate

2223 Let's say that it is one interaction for the length of

one televisiona» program,from the time that Channel 2 goes on
in the morning &ézzl the time that it goes off at night is

it's a single beam. It's one lousy point that's workin;%{;enty
four ﬁours, or years. So thét what you ﬁ%e is a continuous
change of state but you do not have numerous states, you have
only a single state, And I think that's very important.

Egggg: What do you call a single state?

this finally
" Jon: Well, wha$ we have #s-a dot, when itVgets on a display

—— .

also when it starts on the viticon if it's a single viticon.

So you have the single dot which exists for the entire 1éngtn9
of the day's broadcasting, let's say. It's an incredible
abstraction because $hat-det-exicts-oven-when-ittis-turned-o£f
even when it's turned off that dot exists as a reference pointg
among the matrix of the tube. But it's not as in film where you
would have one frame which is there, then the next feame then the

. wefe
next frame. If there wé% a way to broadcast a video frame by

I it cemrmee T T e S~
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lighting up a matrix of LED!'s let's say. 23 a°8¥§5¥8 time 32
©inad different pattern and so Fon‘%\

the shutoff and light up ¥ that would be sequential. But this

is a continuous change 5; state

qgggy:‘What you're saying is that you're separating, that you -

éuﬁuigﬁigé a television frame as a construct which s kind of

§§§§35ie in the sense of its display, relatively static from its

perception

Jon: the framework is stable

g———
Woody: But then you would say that, we know of course it's a

N
dynamic system, it changes, but in subpereept%&f ways so it
has no relevancy to the pefceptual one, in this case,But then ymkude§§j

_thst Hen there would be a construct and a content.. or form, which is the

which 15 3lways there,
frame 'and then there is the content of that frame which comes
in variogg}Y‘g{Xtionships. Jon: what is content?

E@éﬁl c”“*ﬁgﬁleaa—g?gégee on one thing,ard That is a frame is a mental
construct we have located that by agreement that there is a
frame because we observe it as a frame. As I said it broadcasts
from morning to evening in relatively identical form. So it's
the form, or line-by-line construct which.then is a subject or is
a scenario or is a territory for the content. Content can by
explained by the value ef and position of the... or code améd or
valueagg position.

Jon: sure, which refers to the amplitude of the position-

- ] means A .

KHoody: That's right. That'sfarblyr§¥§¥15§e°%8n?8nt of that
static or relatively static framef) if it comes in what we

call synchronicity, if it's conceived in relative eynchronicity.
and.#® it's conceived through &x organizing principle like a
camera which takes a £;g;gjspace as an organizing model then

we achieve what we call television image,

Jon: Soa let's make some definitions now.

\

Jan: Relative synchronicity?

)

iggi You were referring to the temporal encoding ;iggg exists
¢ -in the wave form, that iEhshéxnsliBQE it to be

Woody: Let's start again, you see, when we accept that there's

a frame that exists in time and space continuously, we have to

understand that that frame is repeated sixty times a second.

That frame is conceiggd from timing elements, the frame has to

be initiated through“time synchronizing pudses. That means if

you
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take this synchronizing structure of a frame and derivg or if you
slave onto it, another system like a camera,; then the camera
deliv_ers into this kind of construct ofgf a frame I would say
relatively synchronous inl-rmation... it could bg?ﬁgbfgted in-Yo
minor elements but normally we could see what the camera sees.
If we would be dealing with a camera which would be seeing the
same thing but would bea;ynchronous to the frame, then of course
we would be seeimg- information that would be redundent, it would
be absolutely undecodable to the-brain our vision, because the
time code ' occurs |
also appears
Jon' But it's important that this kappess in other technological
media, like film the twenty-four frames per second is in fact
the time code for the reconstruction of the event.You have this

|

also in audio where three and three-quarter# inches per second, B

it's a generalizable principle,_jﬁdd#

@22215 I would say it's a referential, generally we call a
referential relationship between time and location or beiween
time an%/%osition of the image which exists not only 24 frames
per second in cinema, it's also gate locations.

{22: I just think $ke synchronicity is the wroné term. DBecause
it's not synchronous, it's only relatively.... I mean these are
mirror system-ima image systems. All of them are.

EEEEQE Actually they aee slaveé.systems.

Jon: Well, they're slaved, buf you have the, it's not as if

— encoding of the instance
they're synchronous, you have theAvideo tape " for example,

Riaty o

or you can store in memory conceivably. And then so*it gets
reproduced ningymonths later, So they're not synchronous
_§9a£2§t PEPE®a relative synchronlclty.
Woody: It's an approx1mat§gn towards a synchronous source,
- .
Youjre right. There's not absolute synchronicity in those
systems because in fact there is a master clock which conceives..
it varies.

4oleraince
But there is a gate, a gate $h of cones, through which a tele~
vision image %§& be reproduced on a television screen even if!
it's devaESHRYrom the master clock . But each...
Jon: Gut all the relative 4(min3$ hate Yo e

Woody: But once you record it, like each system of reproduction
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(like television) assumes a position of the master clock and
ha7éo in fact reference itself internally to the.ézggg;ef-master
frequengjes4 So it is continuous master-slave relationshipsg

in which there always is the clock in one substance and that

is %a%igggigpeated throughout the system as the time reference.
Cinema is free-running, in a way, esxw escept when it's sixty
cycle tocked, some maybe projectors are sixty cycle or AC locked
and you're gonna say this movie and that movie was relatively
synchronougcyin-gﬁt projecton but that is of course..e.

I.think th&g video it is more possible because there. Because

a lot of recorders are hooked up to the same line and deriwve
they usually derive sixsy their sixty cycle reference from thke
60 AC

P~

Jon: Well, you don't have the same situation as in film here
Y

whigh is that there can be no storage here at the same time as
there's

/reproduction.vYou don't have this in film., Film is inherently a
storage medium . In video you can point the camera attgg object

duo
and have it dedsplayed withtgg Tﬁ%grceptible delay on a monitor

or many monitors in many different places, so pere Synchronicity
might be valid Because in video it can be synchronous.
L?ut in film it's not and it's m a generalizable concept.

h§eravd\ﬂ of
Woody: Then we can speak about these time references or

time dependencies ef in audio. We usually don't consider that.®
Because the deviate perception accommodation of these time elementS
is great. So we don&t even have - except some people who have
absolute pitchcifﬁigcggﬁfze the differencg in In film
since\we have an instant reference to muvement structures, in
.realgézescenes, again these terms are kind of arbﬁﬁﬁs, in film
we can have some reference. In television we have to be much
closer to the master clock because the systems don't tolerate
%Qgﬁrheviation so what we are talking about is time confinement.
Compared to audio and film, video is much more tim?éonfined. G
Time defined, oh I don't know how to define it. Time

{22; Time determined I think is much better ...Why don't we

make some definitions, then. So we will have temporally
determined. I think we should have perhaps two sets of

categories here
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So one will be the endoding, encoding/decoding, which is one
whole field that we're talking about. And so under encoding/

_~%ecoding we would have temporally determined , Becauseﬁigggjfrﬁ—
in fact'we are talking about is the temporal determination e#£
thatw;xists in the acts of endoding and decoding.
They must be identidal in video. Do you agree?
Egggzs Let me see, I understand the encoding/decoding process is
of course very much...could you make the marks next to each
other...
Jon: All right, so under this categoyy, which is oné, we will
;;:;...all right let's céll temporal synchronicity, which,
this is a generalized term.., referring to all technologically
based media, which is ambiguous in itself but it's... this
would include film, audio, video... theve are seme queshens dbeut cther cPes,

_what Hhis (?) refers to isthat

fhe encoding and mtecoding must exist within the same absolute
time , which is to say that if you shoot at 24 frames per sgpond
You reproduce at 24 frames per second, otherwise thejigggggé&of
reality is violated in some gay.
Woody: Absolute time again, well, you see...
It's rather referential

1 dhink

Jon: Well it is, but'we¥Pe talking about reference to reality in all these |
— mechanisms. i
So then we have temporal determination, which refers to relative '
time , not absocute time, and this is most sirong in video.

And this means that the coordinates, that is to say the multiple
coordinates of decoding must exist in precisely the same
relationships. This is clear and agreeable to you?

‘gJon: Relationships as the encoding process dictates.

This would meakP2ke horizontal blanking and bggigggia%ync_

have to be in pricisely the same,..temporal,...vertical sync

and wertieal-blanking horizontal sync have-te-bw-in-prieesely
the-eame must be in a precise relationsnip and so forth. s Which
is ﬁgﬁzﬁléxy what were talking about. Unless you intend something
else for this but I'd 1ike to keep this as schematic as possible.

Woodzz'fﬁere is something that I'd like to point out. First of
all, this relaﬁonship between
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the timing structure and the content is in fact, we can separate .t
4 Factually,

only philosophically.'Phey're conceived in the same time frame
or time location.

\ Jon: Let's hold off on that for a moment.
Egggz: If you decide to separate them, this would actually, it
would rather-Let us say this is the coding process and this is
the decoding process,. )
222: Well, I don't really see it that way. No I thikk $hat$- this
is the generalized principle that this is the case in £i2
video.. In film you haverelative timings except for that which
is on the film to that which has been reproduced. There isn't the

same system of coordinates,

Woody: I disagree, because you see, I found out a boundary like

the edges...horizontal and vertical... a vertical edge is a
carrier of a horizontal position. In fact in a wa strange way it
is a time locations} coordinate, The same with horizontality.
zn~-fae$ Those sprocket holes(§E§§€g:ggggbcarriers of a particular
code - it's a time codé.

Jon: It's a spacial code ’ .

g—‘iggéz: It's a spacial code, but space s then, since the image is
| a dynamically ... Photographyh§5 somethihg similar,

Let me just try to understand it in my terms. Temporal syncho-
nicity. Okay, what we would call that, decoding must exist
within the same absolute... okay so we say that there are in a
way, time referential systems and the time referengg:is usually
expressed throughp%g¥¥§¥la€iming codes, time marks, which is
the sync. Okay, I can understand that and agree with that.
Temporal determination, most strong in video, multiple

coordinates - decoding exis$s must exist in precisely the same

relationship to the encoding process. Okay, that's what you

call a mirror process,

Jon: ecause e

h
semething. What I tink may be most significant about the tem-
poral determination here is that it relates very directly to the

cultural conteht.




sl

11
Which is to say that we think in no sense of an oscilloscqpe
scan at ¥edds say S5 milliseconds as opposed to one microsecond
as being & the proper mode of decoding. There is no encoding
in an oscilloscope. All o#” the modes of scan ég the oscillo-
scope are egually valid, They tell us perhaps different things
about the wave forms in question but in no wiy do.we\think of
one as being correct or incorrect.- thiank ofzonea;tm%:gthful to
reality or unfaithful to reality §- it's only when-we with the
introduction of these multiple coordgﬁagégftﬁﬁfoaénﬁave taken
tgé-view of reality and pulled it in and encoded it temporally
and we've done the encoding - that there is only one correct
encoding of that. Correct decoding of $ka it that is to say.
With an oscilloscobe you doAt't have this
Woody; I would make it a little more precise. ¥ would say shaé

. in cseillation

there is one demand £or oscilloscopeY- which is if you want
to go sloser, if you want to observe smaller-and-smalier-
shorter and shorter time periods, theqﬁn fact you are defining
the boundary of a system that can reproduce such a timegplement.
so, It is a problem of possibili%§4tf%hg°%8§¥éct that television
frame is located in a particular time , in a particular frame.
That's done. But of course oscilloscope again is tool which is
totally developing in sense of access to time, smaller and smaller
time elements. That limitation of it is in fact, I mean the
challenge of the smallest time observation seems to be the demand,
{225 Although there are theoretical limits, which is another
question.
ﬂgggz: Foresee somehow a cathode ray tube or televison wyw
'system which eventually trails behind as a cultural construct.
Will eventually be shifted higher, to the sméller time sequences
because that's where the band width or information structure {hen
will advance bj.,.
Jon: for reasons of efficiency...

——

Woody: So that is, I would say a dependency but not a direct one.
A )
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Jon: Let's define some more terms if this is suitable for you.
Let's define content, In this case we could call it hardware
content or something like that, technological content. And we
mean by this only in this framework that we're talking about it

position specified for the
now - the energy andYbeam speexiied on a raster or an oscilloscope,

cathode ray tube. Do you agree?

WOOdXi so, yes. What I would say, I recognize two states of an

at least.,
ingged One is the signal coded. That means it is the time/
which exisis

energy codelregardless of it's display, maybe it's transmiatted.

A1l it contains is the timing structure, and the content of the

image - that means the time/energy code. And then I recognize

the display of such a code.

éggf You mean the translation from electrons to light?

ESSEZ: I woitld say expression of thziggde because it's thg

same time code - it durates the same length, it désplays the

signal itselr, cind of

Jon: It's just that I see aldichotomy that exists between the

point whe;eyou have the seanﬁigg electron beam scanning and the

“point where it hits the phosphers and produces light.

WSEEZ: That's only secondary. I'p talking of the signal as

totally free agent that is unbound to matter so to speak.

Once it's receivedAon the monitor, it's put through a process of

being displayed, phgsically, it's a materialization of theat

signal, which is fascinating to me. And what it does, in fact,
which is a

it is, it extracts from the signal -Aa free agent - one com-

ponent first which is the sync - by extraction, by slaving of

this particualr command - this material arrangement becomes

" bound, Begins to em® obey or begins—$o execute a kind of

program which is the signal, What's interesting about it is

only that component is located in relative syncﬂ%nicity.>

Because sweeps are triggered from this particular element

and then exist in their own time and space, their duration

ending, 1t's an event which is triggered.

22225 Let's be very specific about that, So what you're saying

is that as the signal enters the monitor, there is a horizontal

and vertical




2 the syne on it

oscillator that lock to the time encoding’- which then translates
this burely temporal information which is their relative times

of ee occurrance into the spacial display.

ﬂgggzi Time mark,

Jdon: Time mark is very good. Vhich translates this time mark
into a spacial display, into a series of spacial coordinates,
ﬂgggz: But :hat's am imporisant &e;E;e autonomous.;g the signal
it's preprogrammed, it has it's own program, that means it's only
triggered-ﬁggi it has to complete it's own destiny. Whatever that
is until the next time mark,

Jon:; the coordinates of its éwn program

nggx:'huringAthat time it d@splays of courye what we call-ﬁg image.
&e» Which is important because that length of that program, or
the distance through which that beam has to travel is then
vulnerable to an arrangement., You can change it through various
components likg\ notes

222: Which areVto defopm, not to obey. I think there's one otker

thing to say about this. But I've completely forgotten so let's 3

J g0. on,

'ﬂgggz: The moment through which this physicality is in a way
slaved on the signal and performs a the display operation,
that particular moment the comnstruct, or reconstruction of
the frame becomes the physical reality again. Like the concep-
tion was the.... these questidns are very difficult to...
Jon: But I think‘it's also to mhke a distinction here between

——
the time mark, which is a very good expressioq)and the content,
E%:é Time mark is in a sense the only objective aspect of the
video screen - of the display, which is that the content,

the energy levels at any given point are completely variable.
You have an encoding that it subjective in voltages and in
relative pgégziens to the time mark, but you can change it -
by turning up the contrast or down the consrast, color is

encoded only as a phase which can be anything of course, ..
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Vioody: the length of the display, cause we know thas-
it's dot . Wo-ean-sitreteh-i$-te-50-negaeyeltos-or~ W
It's about 50 microseconds, but we can stretch it to a
mile or two feet high
Jon: If we had the goddamn screen to do it - exactly. And
;:-;he imaéngg video is just something that we can mani-
pulste at our convenkknce and there is no objectification

that image .@
Woody: That philosophically is linked to what used to be
—ay ,
called direct video synthesizer and indirect video synthe-
sizer which goes to the‘hardware concept. Of¢ course it'g
a term which was loosely coined by the West CoasttScﬁool,
especially bj Steve giggh, who claimed first direct synthe-
sizer, if fact, Siegel and he was kind of parallel, but
what it stresses is that the dipplay is untouchable, the dis-
play s done. It obeys in fact the given strucfiure of the
television frame, but inner organization of the content, I
would say,that means content in the sense of...Again, I don't
know if you agree on what I describe as a content because in
my sense and yout? sense, I'm sure - content is not a story, it's
not a narrative, in any way, as content is usually € referred to.

What I see as content...

Jon: Well, content is not a system of signification.

ce
Qoody: It is a referenf{. It is what I would say time to position,

P ]

It's the value of the position. ¥ That is to say a # & value
has to appear in certain position towards the referentsce
that means horizontality and verticality.

level
“Jon: So to define value -~ value refers to the energy¥Yrelative

to the time magg. In display?

Woody: Yea, in display, but it's also in the wave form, encoding
process., And wﬁat is impprtant about it is o note that ke
when the time mark changes of course the display will change,
that is the content in a way is dead bound to the time mark,

at the same time if the content changes towards... I mean if

the energy content changes towards the mark, again the decoding

process " will be artibtary.

-\
-
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Jon: Arbitrary but specified,.
UM,

Woody: But maybe we should speak about what it means, because,

SRR

I don*t know how to name what we are looking at. What we are
a ¢ which Jhe L. . ‘
looking at is ihe fThame thes is 2 cognitive unit. That means
itts gound to particular display. But if you violate... if
you don't change so to speak the content, but if you violate

the positionial code, it won't be perceived any more as an

image.

Jon: It will not be perceived as a coherence.

— ~the

Woody: I don't know if it exists through'photography, but it
A Y .

because . . .
does, v Photography has it's own location, coordinates of a

frame - and that is a kird carrier - those two edges, or those
four edges as are the confining of a particular time zone.

222: roy-ro~ Well let's talk about this in slighghi different
terms. We've been talking about the wave form and'display as

something which is referential bo an encoding of reality.

We speak of reproducing a camera image €orrectly by use of the vavious

time marks, as a way %e for the display to understand the
relative values $ha% the positions of the values. But yet
when you speak of this you're not referring to the camera
encoding but you're referring to the-wave form as the only
point of reference for all of this.

'Egggy: So then, let me ask you - What kind of term°do you use
%8:f€ﬁ8rp§8cgggcg}bgncoding the 1light? into eneegy components
like waveforms?

Jon: Well I'm not sure that's really the primary question.
i&;;&g I think it has some relevance to $he what we call the
reality or the representation of it. But it should not be
relevan£ to this. |

2223 Well, I think it's relevant in a certain way.I think
that the reason that cameras came along before direct syn-
thesis came along wa® the pressure to have another mode of
film that could be transmitted, and so it was convenient to

our society... it was natural to our society to create image

orthocon tubes with which to encode the reality.,
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Woody: Okay so we can agree that pre—television’that demand

wasn't there of course. There was no demand td put a cultural
or'realh335¥;’%§%§ a television cathode ray tube. But the
period of television brought this particular aspect to the
electronic image, but we know that again it's ueeigj- brought
again, radio astronomy and others of course extend that greatly
again into a whole different field.
{ggi'Let's put it a different way though$é. We have in a studio
two different processes goingg on in the standard ﬁ;oadcast
television studio. You have the house sync which is a series
of time references (::; essentially everything that goes on in
the studio, that is to be encoded by a camera. Then of course
you have realf life which they're shooting, J%nny Carson, or
going on
whatever. So that there are two different elementsvwhich are
brought together on the face of the orthocon tube or the iiti-
pilicon?
con tube or the eatkede-ray tube and it's only at that point
that thﬁﬁ get meshed, that t%gntzgn2§%$%f+kgund together ~ become
joined“only for the purpose of theVfinal exnecoding-and decoding,.
What it seems to me more relevant to ask about i% is whether the
primary reference of these-of the temper of the values really
exist in what is before the camerngeﬁé;%ﬁgggifﬁ%g or whether
t%ey exist i;%:;ve form, because we know that it's possible to
encode pure values and have them appear on a ragter coherently
and hs we had encoded them, and so in a way I tend to think that
the referentiality that occurs here is not one that is specifi-

¥
cally the camera images, but rather first exists when whose time

marks and the light values which appear on the face of the image
. tube mesh, become joined together. So I think that everything

that happens prior to that is, in a sense, just a coincidence, and
not really critical,... in a sense arbitrary. I'm not really
sure that's the proper field

ron———

!2221: I would say that there is an interference pattern of

light of various densities which is tranlated into...

{223 Why do you call it_an interference pattern?

Eggng Because - unless it's decoded it's very ambigubus. It

exists in space with no particujar

Jon: But an interference pattern is a very specific term, so

N
N
k\ﬁ
&

it's not that.
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: ' i lationshi ithin this particular
Woody: It's all the phasial re ships withi pa

point or a plane, which happened to be the surface of this

Y
¥

e T OIS
Gt

viticon. Of course if you put a lense there, you start organi-
Zing it.
Jon: All right, let's just call it pattern. Interference pat—a7

—

tern is mueh more specific

Woody: For me it ié an ambiguous interference pattern. Yet of
course it does contain all the codes, they're just not specifical{y

¥ decoded for our cognitive process. But once you relate that
then of course
towards time marksVwe arrive at -gespecially if you use the lens

Hat ambi jwi _ ’ . .
~ organize rovide a cultural construct which is the

frame

END OF TAPE ONE SIDE ONE

Woody: I guess for this discuséion, which we may finds a few
useful terms; I don't know how...

Jon: I think 3#d®- this is actually a very }aluable discussion.
Woody: Let's try a little bit more, but the question is

rme—

are we going to deal with what the image is? Are we going to

y
stase with the mechanisms so far? Because you brought a good

demand when you came, You had some idea about #% the equipment,
but I didn't understand what you meant. What did you mean by
defining this as a technological - equipment terminology, what
did you mean by that? |
{225 I think it's been pretty clear in what we've been talking
about. We've been dealing with a number of concepts that have to
do with synchronicity, with determination, with encoding and so
‘ . and issues v ]

forth. These are all questionsYthat hsve come to our mind only
because of our involvement in video. Had we been painting, for
instance, we would never have considered these...had we been
writing poetry, even had we been making movies we probably
wouldn't have., Because the modes of operation igeyéggo, as
arbitrary as they are, nonetheless lead us to ask'bery basic
questions which are on their first level only abE%%Vequipment,

but 3n a-mero-generat-1eve: their second and other levels are

much more general and moch more probing, actually.
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"9 this is

And $ha$ts why I think there's more to be done here, before we

go on to... I think that's a much more difficult discussion. I'd
¥dedy+ also like to discuss sequential and continuous. That's
something we really have;;i pinne&X down.

ﬁfggzs You said before that you don't recoghize sequentiality as
a continuous process because it's sequence by sequence? That's
what you nmean? serial? ‘_

Jon: When I think of sequence I think of it as discreet units
;;;'after the other, Remember when you gzzzyour lecture at
_Media Study and yéu were talking‘about the continuity of video?
And I said there's got to be a grain to video because it derives
from phospher? This might be wheré it becomes sequential, but

in that encoding, in that wave form you have an absolute contin-
uity which is - that's the problem with sequence, it's in duration,
g7 but it's not sequential.

Woody: I see, because 1'm maybe always mislead by taking rea“3
d

as a2 line, as a unit. I haven't arrive to a point so0 to speak

that I could control. It's the first time I'm thinking about

it a‘vﬁgrdware instead of computer. But sequentiality for me

was totally usable in a sense of transmitting a line because

then of course we know we have to alter the beam path... we have
to go backwards from right to left again and write another line.
So the sequentiality of television scan, meaning lane by line

is fairly useful idea. Also, what Iyéuggested;%:rtelevision

frame is a construct froﬁ.%ne end to the other ~ speaking from
upper ;;ééi side to bottom right side tovner , and that is in
itself a time, or a subject of dﬁscriptioqc). You can d?f%%;ﬁ?on of
any.narrative event, you can actually describe a creating)#« line
by line which resolve then in television raster as you can say
about videotaping a half hour tideotape.

{22: Sure. Except that at no point does that construct of a frame
¢ become stabilized., It's always possible to alter the content of
that frame while the frame is in process - that field, let's be
more spec1fic. So that if I Zggg halfway down the sean field in
th&t scan and I decide to change a value, there's no point of
determination of that until it's overg, until it's been decided,

It's a completely dynamjc concebpt.
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Because it never changes. It never prevents you from altering it
This is an absolute dkéstinction from film , of course.

partially
So that I think of it as a in continuityﬁfor that reason

Eggéza So what yould you prefer? Having it continuous? Call

frame as continuously fo?med image? field, or whatever? Or is

it sequentially formed# image?

222: I would think of video as being continuous in virtually

every possible way. The wave form that encodes that field is of
course continuous; There's no question about this. Right down to
the frequency response of the various circuits, in the cameras and

processing equipment and so“forth, o« I also thinkm of it as

continuous - so , once it gets to the(display) to theit's

~of course
A continuous,~there's no question about that,

Egggz: That's interesting because of course you are right in
the sense $has of system - in-6ther-werde, that's how the
systemggoes it, %he—syg%eﬁ continuously performs . But I'm
thinking about contrbl. And I can say that I control
for example over the axis, you know like line scan., Because in
fact, field is only perception, of course line is also a percep-
tual construct. It doesn't exist -~ travelling kind of one point
has to
or kind of larger, because it has to decay and¥ignite a._.
But that is impordant to kmow what we are looking for because I
accepted that frame as a cognitive unit, line is a workable kind
of distance,'bpoint in a way is still kind of arbitrary. You know
I cannot organize the p01zg%:§$ards the frame which is usually...
I cannot organize what's called content on the.basis of point by
point control,

-Jon: Because you haven't ge$ the mechanisms to give you that

\/ control,
&M Woody: That's right,
N —
| Jon: I mean, you do have a keyer, which is a line switcher.
égé Woody: All right., So let's see what the keyer does. A keyer is

a wwithq switcher, or works on the basis of that process of a

;| Ume. Saster
Jon: It switches faeta#—than;&ka frequency cs than a line,

m—

o

-
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Woody: It has significant.. We can treat it... A line is a
a unit that is the most efficiently affected. That meaas thet

's
we can plog,%.set, a program which will then switch the state
usually from

of this line. You know, high to low, or gate¢ or other notes., ‘
a tool which

Once you have the external program for it, it is ithe-gate, %

gives you access to 1ine and...

perHons
Jon: Smaller parts of a line, yes.

Woody: Of course in some cases, if you program vertical bars
L ] ~- ] th\ e g\‘e\ A
then a single line is enough$ to describe the Frocess.

Okay, I can agree with that. It is a tool which does organize the

image. -
perhaps
Jon: So jou haven't in-mes$-eases efficient, in most cases or for

et

most application;,access to a line, but you do. You have access
to very very small time qu%ntitiescx through the usa of a keyer

for bnstance.Weedy

, It's the
Woody: This is the line, we're talking about. ¥eu-ean-erganige
- vealization
esthetics which you can organize through the uw¥e of switching on

the line.g That means it's a tool which has control over the
line.

. for '
Jon: That's about it. Except witkh the computers. But that's

okay, because it'givee—yeu theoretically.enought ~ because it
gives you control into the megécycles. |
Woody: You get very much in a range of milliseconds. You get
ey between
into the range of milliseconds., That means a transition{\let's
say bright or dark, high or low state of emergy is within a
millisecond range. By the way color, the color phasé is of
course very active.

Jon: So what are we talking abbut now?

Tie Were talling about tools
Woody:V Maybe we should specify what tools are because I findd

this interesting because we are fhe least precise when we go into
eee S0 what other tools 8o we have?

.ﬂgﬂi We have faders, which are very interesting devices, because
what faders allow you to do - well, maybe we should say some-
thing in back _ground to this which is that there is at least
theorétidally, an absolute equivalent between any camera image

and a pure wave formg




22
in video, which is extremely important.

¥_V_9_o_d£ Say that again?

Jon: There's an absolute equiyalence between an encoded camera
image and a synthesized wave form in video., Which is to say that.
if I hq«#e a wave form Egggﬁis let's say, dark here and then llzh*
horizontally and then dark horizontally and then light horizon-
tally and so forth and I'm forussing my cameré on this image

I'm coming out with a ¥ave form that is 2e$ls say a forty—thousand
cycles peqéecond which is a sine wave Aﬁgezhat I'm doing is I'm
prodiicing with that camera that wave form.,YI put in a sine wave,

from Spvim .

directly, $hrough an oscillator into some l=md of processing
equipment that will put sjmc on®» it, then what I am doing is
that I'm making with synthesizing the absolute equivalence of
that wave form, that was my camera image, é?iggigi&y. 50 that
there is4£his equivalence between what's called the real events,
and electronic events.

?2233} Real, you're reffé?ing to light...

Jon: To light, To Vight evenls,

Egggzi To light spacial, or light modelating or light organized?
3225 I'm not sure what the difference between those three terms
are. Light spacial, light modulating and light organized.

All right, between a light event. An event that occurs outside
of the system. And s0 jou have that absolute equivalence. e So
given that #£ then if you have something as absolutely basic as

a fader, what you are doing is that you are taking two wave forms
and you are deforming them, to choose a word, wodifying them.
Which gives you the resultant of a single wave form. You can like-
ﬁise do that with two cameras, In which case when you fade them
you are agién deforming or Qodifying two wave forms amd sq apesn
there is"this absolute equivalﬁggg_that occurs, And I think that

through
is actually a very eleggggr-gﬁaévggtv1deo you have with this

equivalence a kind of controlehlch is absolutely real, absolute%y
en _ing -

relevant to the lightimrg-code. And can be in fact duplicated or

resembles any kind of synthesized information. That's all that

a mixer is, a fader is,
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> qyawhhes.
You can modify these wave forms absolutely real eeer-guanbisies.

<coopdinates, Is this in any way clear?

.HEQEZF What's interestiag abo%} it ié that - you brought this

notion of a wave form into it;ﬁhich the wave form is the par-

ticular expression of the ... I would call a wave form is a

program,

dJon: All right, let's call it an oscillation, by the way., I

think wave form is not as good.

Woody: Oscillation instead, huh. This is interesting, if you

have a static set of bars which are painted, and if you point a

camera of comrse the oscillation will happen because you will

scan that and it's ;3&1%243-%e translated into a whole dynamic

process. Yet in a sense of a camera wave form, I would always

dent+ apply é term pregram.

iﬂﬂf Why?

!229{’ BecauseAéven if it's a light gattern or interference&

pattern or whateve?%egi‘grings with itself a parttcular pro-

gram. It Brings in fact the model for the displayg), for the

system to perform. It brings a totally supreme principle. The

system cannot disobey. Because it's all slaved to the primary

event which is that surface,

Jon: You;re now referring to the imége portion of the video,,.

ﬂgggg: Even energy portion is performed within a system

Jon: But you're refferring to the part that's plus, not the

part that's minus,

Woody: Again, it's an interesting problem in which video...

- quantitiest

:lgngut we've already spogken of these gualikies as being

arbitrary.

ﬂggng Then we will have to talk about what it means, th;-B

zero reference and all those things,,, which is a whole

different $h bag. But anyway, since you brought this idea

about a wave form. I have onévgg%ark about the wave form and
since

the program. As I sim see it, & the wave forms, is it some-

how related to the fader idea? -

{22: I ten@_to think of it no&-as a program, because a program"
+hatr it s act upcen

indicates¥Ya formal position, in that you h&¥0=£;=£ind something

that is in some sense sseewbiai. substantial,
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Woody: It's induced, or it's composed, you say.
{gg: No, I mean to say that a’prOgram is a set of operations,
it is not the substance of those operations itself.
.1t takes a program __— it's nogrammgd ]
Woody: A camera looks outl of a window M bec.use the image it-
self becomes a program for the system to perforq,inevitably.
Jon: This is perhaps the most revealing thing we've said all
day, the reason being that we have sb devalued cultural
content, and comp&%z;;ﬂ;;;—;;g rams are a formal set of
operations to be acted upon with some substantial values, so as
to give you some substantial information after they've been
acted upon, In vi_deo_ the aeduaz cultural
contefﬁ%ﬂa%he image is , that you speak of that image mas being
in fact as<betwg a program, That you've so devalued whet the image
is so much that what the image is bec¢mes only a set of instruc-
tions which have no inherent meaning.
paradoxduet
Woody:But it has a prsbem, I recognize this light/space
organized image as so vastly complieate-ex that it overshadows
any induced content, any formalization. If you deal with a
light code on such a small scale as it'sfown wave or whatever,
thé smallest modulating element, you find what's called band
tabpp —
width S0 staggering, so superior that that's $»reubie for me,
I cannot step into that particular domain of imgge. There is
no way that could be performed thpough any system I have, I
allocated that as inaccessible for me, out of reach.
Jon: Except thatflyou can see these things through video.
ﬂgggg: No, not really. |
Jon: You can see megahurz in videoWeedy

- length
Woody: You see wave ¥erm, or the modulating ability of light

- PENS7 S

itself

7’
<

Jon: Oh, you're referring to the light modulation

Woody:The primary seued source of command for the system,

T

9 Ny It's so important to understand i i o
N x%\; importan 0 understand. Especially if you about
" E%j sphere, I guess. The containment of that light code, the

|

£

density of a light code is being.. .

: e tr

s

earrying
Woody: Just- that the power of time., .,Some alteration that

means some change of code. It's unbelievable.

S
87
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Whol would have believed that you could see megahurtz thirty

years ago? But now we work with megahurz all the time,

| ﬂgggz: It’can be evident that light is a crude medfgnwhen you

speak about like electroh microscopy - it's nbt enough because

the shadow of the negative wave

222; The wave length is %o large that it doesn't allow jou to

see what you wan_t to see.

Egggyzthat is important when you talk about ..ec....s Let's not

talk about But also the new recording medium like the disc

bank light resolution which would seem to be the highestmggéggm

so to speak ...it carries an unbelievable band light.

So that's what I would say I would sbiek-$e still put some

significance ok the complexity of the image, because that is

the front@jlr through which the systems have to bypass - that

is the gate - the light modulating abilities is in fact the

challengé of any optical electronic system or imaging system.

Once this gate is bypassed, then there is a whole different

dimension to image which is, .,

Jon: Which is through the endoding mechanisms of video. I'm also

curious because we've been btalking so much about light but in

fact there is a éontinuity one is able to see in video, frequencies
. Sub-lish‘h

= tha;siajhsubstantlally eatdddsde,. One can see 30 hurtz in

video ab=o. One has never been able to see 30 jurtz before. Onme,

de of visuwalization to
It gives a mosiwvabier-¥® frequencies that are very large, although

-3-§;£;;;£;§, end frequencieé that are very slow.

.EESEZ‘ ILike a whole field emchange?

423: ILike a whole field exchange. This whole range of electromag-
netic frequencies becomes if not concrete, then certainly workable.
ggggz: This kind of accessibi}i?y to image as a dynamic process,

I mean through videovf§§€§§£%%§l§3nd of. That's why wefe'dis-

cussing it in a way. because I also ask many questions. HE?IE'VUVQj?

should we why would
Why-are-we payimg se-mueh attention to video, or-uhi=ds we put #k 3¢ g

prime medium to film? or photography or painting? In fact that's
di fﬁ cult .
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Painting is a highly intellectusl process. You.are really

dealing with a system , so I wouldn't nix iidﬁi%;' I wouldn't ’???
associate that witﬁ%gﬁk processes immediately I would rather

4hem
a separate #ne. So we went through the mixer, we touched the

keyer slightly, now the colorizer. Do we have any opinion
about colorizer?
{221 It's such an indirect way to see frequencies that are so
} fast it seems to be the most arbitrary encoding that exists in
video at least in this system, in the American system, that I
have very few opinions about colorizerw, actually. Maybe we
how g ecclevizery WevksS.,

should explain for the people out thereY Do you want to explain?

Woody: So we would have to go to the basic principle of color

encoding or decoding, maybe first., There are three sources
in television sets. Three separate sources of light which are
filtered so to speak through three separate color filters...
122: color phosphers.,.
Woody: Phosphers It's actually From these primary colors
red green and blue then by proper combination achieved through
process of encoding and then dec@ding a full color image. Now
what we should say is that it happens at a modﬁlating frequency
of 3.5 megahurz, that means every pompoemnt of the screen has to
be active at that frequency of course énd that particular fre-
quency is then referenced to the beginning of a line which has
to burst which stablizes the internal feference and then decodes
the position,c"rphase shift of that particular,.
Jon: Why don't we put it slightly backwards, then,whﬁch is that
~at ther beginning of the line there occurs an event whieh-im- of
bhree eight to eleven cycles ak- of a sine wave at a frequency
| of 3.58 megahurtz which is the reference point for a set of
? ¢hroming ) 22
pragrem information whiek-is that exists throughout the picture ‘e
portion which also occurs at a sine wave of 3.58 megahurtz.

And it is the phase reference between the burst which is the
Jhat-
reference to the chroma which is the active part whieh tells

which of the three guns, the red green and blue to send out how
strong a beam of electrons the the various color phosphers,
ﬂgggz: It's also important to note that it's also an indepen-
dent process once the line begins it's an inévitable event.
4225 Thatt's right, there's no way to gtop it... Unless you

7] o
had something that would operate suffi‘ently rapidly to do it.
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Jon:You could actively change the chroma.
Woody: Yea, but then you would have to program that towards the beghnnfngu-
Jon: It's inaccessible right now.
Jan: What's a chroma?
Jon: That's a good question.
Woody: We will have to go into a whole terminology. The
chroma is in fact an encoding of the subcarrier which is 3.5
subcarriey,

megahurtz ‘and it is...that code, each color, each point which
contains particular color has Ol contains this phasé shift,
Jon: Phase reference... ‘
Woody: Bhase reference. That means that this particular color
code is usually referred to as chroma, and it has three compo-

. it has the
nents ~ shift which is the color hue; amplitude which is
usually called saturation and what else does it have? Hue and
saturation,,..
Jon: It has®luminence é;iéﬁfa“*e ‘
Woody: Luminence, right. That's kind of a layer mix of y signal...
I don't think we should go into specifics.
{225 $o what happens is that it operates at frequencies that are
inherently subdivided from 3.58 megahurtz becauée it's a phase
reference and it's only a very small portion of that frequency.
So it gives you in a sense access to very very small time quan-
tities., nak
Woody: Along the same line I would say’to be conscious of time.
I mean the strongest point in working wit%wx%gg’c’was for me the
n_otion that time is a certain physicality; There's a control
mode to time. So far,in 4our households the clock was the most
sophisticated time instrument.y Now it is the television set,
Even if pgople doen't realiseé it, it's there in every home, It's
ticking‘wgzh high frequencies ;55 a great precision., That is
almost symbolic meaning to the system that delivers the image is
in fact time based. So that means the precision for the perception
of time systems -~ like seconds used to be sacred, even in the last |
century a second meant a lot of precision. Today a second is an
extremely crude event. Thea length of Eﬁieéigfilear is about
50 microseconds, So that's how we have to view the television

system being in our homes.,

Jon:
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Even pmore than tiet,

gggﬂ/fhe electronic digital watches that people wear have a
clock that's what, 30 megahurtz or something? People are
wearing around these clocks with hugh resolution, but then

of course don't realize it because the fregmnency is manifested
fgﬁlzeconds or tenths of seconds.

WoodY: That's a good notion. That may be the highest...

Jon: Fo,this is much higher...chroma. No, perhaps not. So

that is higher. It doesn't tell you very much, but it's

there ( the watch).

Woody: So I would retract that whole statement. It used to be
that. The notinn of time as being workable, controllable -

I guess that whole aspect of control, I put euds ehrema as
primary instead of t§§§%§§t%;§§g ene or cognitive one is
usually the secondary ggéTe‘I don't know, it depends now becauee
you have

welye been concentrating on, I would say content see. You werk
really work with the content. I was more interested in the con-
struct,
JoN: All right, hold it. Because as I understand it your content

-was what I would understandisg you as meaningtyconstruct. So (emember

had :
maybe we e&n defined content as the energy and position of the

| beam. So what is construct?

Woody: The construct...First of all, wha; is conteaa Content

I call a ... a time density. The value of energy component

within the time reference of a field. I recognize something

as antirampliibude--2~ empty frame

Jon: Aha, I thought it was to be 0fa line (17)

Let's go back, because that's a fundamental misunderstanding hevte,

'Wood ¢ It makes not much différence., escept to the cognition.

But*ghe principle 1t makes no difference. Let me repeat that,

I recognize two compqé@@ts,whicﬁ I separate philosophically

but I didn't re think as an event - which is the enpty frame

which I call eonstruct, and frame which carries content which

is called an image s0 to speak. But a construct can exist
because t is

without a content,' like a blank film which is a base going

through the projector. The base is there, the time location

or position location is there. Of course it's devoid of the

content,,.It's not true because there's always some dirt...
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Jon: So to clarify the construct is in a sense the formal
' determinétion.
Woody: That's right. It's actually identification of each
position within a screen as time coordinates. That means 1ias
the
you speak about time coordinates only without’energy content
of those, then we arrive at a construct of time., It's time®
construct of a light. of a television frame.
. that
Jon: The only possible confusion here is if theré's no signal
going into your tv set, you're still scanring. It's an organized
scan.,
Woody: It is an organized scan.
relative
Jon: But it has no relevance to any*time of any incoming signal.
- Woody: But then we are talking about a hierarchy of time
relationships. Which in television is the hirarchy of magter
clock divided into chain slaved, usually, maybe many many, like
before it reaches
12, 15 whiek¥is in fact your television set. Actually there is
a phase shift relationship between the master clock and your
received signal, but since it's independently corrected, you
cognitive
eventually receive the sameVinformation except in absolute
time relationship it is phase shifted. This chain of time
dependencies I still call a construct. It's the very essence,
it's the suppbrt structure for whatever th: content can be.
Jon: All right, but the construct doesn't have to be realizeds
to be a construct.
ome
Woody: But the construct can be' a content. You can take a frame
which I would say is an empty frame.,.
Jon: Well, the content exists within the construct.
Woody: Letfme put it this way. If you display only a conmstruct,
which is line-by-line frame, field, you can recognize... you
' v
pan make it transparent to your system by arbitrating the eneggy
22"
level to zero. You can set up energy level throughout the
system on zero. It won't manifest because it will become
transparent, Thevsystem won't display it., because there won't
be any energy to display. You can also violate that zdro stite
, ) arbitrary or , of energy
and bring someYhigher-ameuns or larger amount’into the same state
which is no jctual content of image, and suddenly the empty

frame will manifest as image, will provide a surface, will be

a construct for a frame,
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And once we put it on scan processor, that frame, that construct
which it was until now a tranpparent utility, becomes in fact a
content ready to be esthetically, for example, formulated. To be
a subject of manipulation or controLQAnd then in that dimension,
which is only adding, not changing the content, but adding a
control, the contﬁﬁﬁdiﬁ created. That's wse what was astonishing
to me that I couldtaké the empty or no-content and treat it as
a content,

Jon: I think that you're taking what your content is and you're..
it's funny. When you put‘it on a scan processor you're taking
your content and you're turning it into not only the hardware
content but some kind 6f cultural content. Because it becomes

a cultural content fbr tke hardware content 6f the scan proces-
SO0r.

Woody: That's an interesting point. Becuase you'8Can it and %hem
you add in fact anothegr frame on it. Which becomes the enpty
frame again, But of course since the camera takes this previously
empty frame as the content of that frame it's a gs figure/ground
relationship. Or it's a hierarchy. So in that case just trans-
posing a construct it could commute between content and construct
Jon:In a sense, a scan processor, because it has no absolute
parameters unlike a standard monitor or tv set, has nothing
which caﬂ/:I;;;I;iﬂ§ called content. Whatever you put on the
scan processor becomes by the nature of the variety of mani-

Whereas
pulations, something which becomes culturasa.” Jou don't have
this in a standard monitor., The fact of the control, which is
a very interesting kind of dynamics~ that fact of the variety of
control you have on it, the fact of nothing at all being decided
for you on the scan processor - tu:ns the smallest bit of
Juminence into a mgjor cultural eeceeces
Woody: That's exactly interesting. So you would then agree that
the control is the content?
Jon: Well, that is not exactly what I said. I would say that
the realization of control becomes the content.

'Egggy: I have great difficulties zitgeciding in which way the

-

contrOlo o0




31

The control is the most fignificant element of the work that I'm
envied (39) led

trying to do. Yet of course I a lot of control content

which reminds me always some kind of traditional element which

is in a way e That's imn where the whole idea of inves- .

tigation fails,

Jon: That's a question of purity more than anything.

Woody: Not purity. It is to decide what is a relevant ﬁroduct

‘It's kind of a justification of your attitudes towards yews

working with the medium, assuming some professional image-

making and of course ydu assume that some or all are producing m fact,

So we touched somehow the scan processor,

Jon: But you haven't really specified what you were going to say

about construct there. |

Woody: The @onstruct. I have a very mechanistic idea about it.

It is as basic as building an object or a house., If you want to

represent a frame of informtion or a frame of a warkable sur-

face, and if you have one point of energy?;srgtime, then you come

to the particular work o,dilemma, of constructing somehow the

frame., You actively position this energy, and since you have on

hand either electromagnetic environment or electro-static environ-

ment you provide the kinetic forces through those electromagnetic

or electrostatic forces. The signal itself is only a‘$g§ger

organization of particular elements, of time marks.

Jon: Say that againg in different words,

Woody: Of course nothing is primary, nothing is secondary,

It is a system so it has to be understood as unity, but once

we have constructed time marks, I mean a signal which is con-

.taining every element of a frame, then we have on hur hand a

display % with electromagnetic or electrostitic conditions,.

which we employ - a secondary s&stem. Wie have a primary

system which organizes the image or whatevé;%;ggafhen we have

a secondary one which is the externalg
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which means the electromagnetic or electrostatic forces which then

3 suspend or guide or construct physically manifest this inter-
nally organized signal/ And that is important because there is
a labor involved, a certain way in which this metaphysical
property called the signal is displayed, put tegether, actually
constructed. The construct is not only a reconstructgéon of

recorded

what was originally eneeéded, but if you wit down with an empty
table and you're supposed to think how to conceive such a
frameg) , you in fact are involved in the active construct of
an image which’applies today since it's done, ii applies to

a different iggg of image. If you say how &o you put a three-
dimensional image into a space, you have to sit down and con-
struct such an image. And so that's my term to a construct

which I apply to the actual meaning or the actual existence of
such a frame, such an image, regardless of it®s content.

don: It's cultural content.

Woody: Even informational content, I still recognize television
frame as a construct which has no , can exist with no content
whatsoever. £%-ean-exied It does not even have to be displayed
in order to exist. o

Jon: What does it indicate to us? _ _

Woody: It indicates that there is a relationship between a code,
and its physical manifestation in space. It's a system which
provides us with actual interface.

Jon: It also gives us a kind of stability within a range of
possibilities that are immmnsely broad. It's a construct for
our perceptions, It's a construct for our coggtziggzge

Woody: The question, is, it has been modelzed to these needs
w ibe as

from a more pure state which a¥e cathode ray tube events,

- pre~television., That was kind of more free state, now we have
confined it by building a television frame eemsirued as a
culturaidfonstruct. We have constructed the cogniti#g—zsitural
unitcgg a frame which we then utilize for traditional frame

comrmunication,

Jon:

——
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Jon: But it also gives us a construct known as scanning.,
}That is 1 think pretty critical, because we now know that we
’scan with our eyes all the time, Thit we scan in a way that

of course absolutely
is eempletely disorganized , a way that only the immemsely
 complex ergarzs=aang encoding mechanisms of our minds can
re- coherence

possibly construct into an appearanee of reality. We know

that it's only through cotrellation with things like touch
’and hearing, otherwise we'd have no foundation from which to

have faith in our eyes. - I can see and touch at the same time.

I can see and hear, I can construct space with my ears as wall
as with my eyes. We have tﬂis model of a scan in this, whicqﬁs
‘in a sense arbitrary because there is first of all no reason
why vou jave to scan in a straight line, there is certainly

no reason that I have to scan from left to right, there is no
reason why the scan has to be organizedfwit will not be,
(conceivably when completely digital technology comes in.

But we have the model eggghe reconstruction of the scene of
‘of the wave form of an encoding. We have a visualization

and this gives us perhaps a hyge pumber of possibilfities for
(..,forget it, this is too off the wall. It's completely off
the wall,

Woody: ‘What's important is that a television is forced to
continua+=sd display all it's territory. 1It's continuously

I I-Ileail' a r g‘i:.;!

forming a spacg;&éivﬁe frames Regardless, necessary.

As you said,lyou have a choice with your mind to scan at your
will, if you like certain information about the space in which
you live provided b& what you may call meaningless scan,
‘or arbitrary or accidental. It probably has some significance,
There is prebabiy come inner reasoning maybe; k
Jon:Let's also say something else. The scan of our eyes is based
on,feed~ is a feedback loop. I mean, I see something and I
scan it, point of interest, my scan in my eyes is controlled

in various ways; one, through what I see, what catches my vision,

what moves
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then of course in at least one model of cognition, it desired
perceived o satis
to complete the information that I had seem in the scene'a
framework that I have a priori to the actual scene. But
ahselutely
the television scan is one that continues”regardless of what's
in front of it. It's a constructed visualization of reality
which h§s in a sense absolutely nothing to do with the reality
it's perceiving.
Woody: That's interesting, buw because you see that's very waste-
~REE—
ful, you see if you study systems and you find that there's
system :
this shing that continuously creates this structure regardless
of it's content so to speak,

END OF TAPE ONE SIDE TWO
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_ﬁgggz; I guesqhhat's interestiﬁg iﬁ?iz this economy, of the
band width, of the creating of a revel of anformation by

most economic means, in fact the satellite scan is done some-
tines the word significance of the subjects.

Jon: You mean survelllance operations?

ggggz} I'm talking about systenms th?:ggﬁilﬁ evaluate frame
structures., Man of course insists’insﬁataagiy gets caught into
reading frame, Of course there are also 6ther ways of reading
information which is numerical,

QQE: Then ybu are talking about satellites, 1 mean, orbiting
satellites.., - $

Woody: A lot of work, like in metallurgy and others is done by

scan., An active scan, which is a beam of usually light that

A

!§§ scan through a particular area, then once the significance is
g established it rescans only that particular area and not in a
33( particular framer way. It could be done in an arbitrary or

AN

relevant way towards the goal. 4And that's where it becomes

extrenely important that the reasoning - this command of ap

structure for the reason is done then regardless of the cog-

nitive process of man.

SCATR D F A7 LT

Cocr 2 ¢

O3 Jon: But it's a kind of reasoning in the same way,

Ao

Woody: Ye¥, But. Lately I've been thinking about how to construct
automated production facility. Because I foﬁnd out thaét to
prodﬁce ourselves visually is almost impossible. Let's say for
me in this stage when I'm involved in something I have no capa-
city, no urge to§ be able to monitor in fact, what's happening.
And T Also found out that not many people can in fact operate
like a camera subcessfully. There are some people that can e never
# operate izke careras, Then I've been thinking about what it
is to construct a system in which you walk in and you're Pro-
post-produced,
ducedvor done, switched, I found out there are many ways of
tracing human bodies, through heat, for example, through sound
emitting, to set up vwhole syntactic possibilities of switching,
zooming, focussing, In a way, producing.
Qgg?-Based upon indeﬁendent variabies.

Yoody: How much of a basic intelligence would it take to imprint

or initiate some dramatic, cognitive/dramatic structydre on it
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in time. I found out that a11 the components, that there are
many more Cmfponents that uuy man can operate cameras with,
Because man has aciualdy few actual factual clues because there's
a lot of sther inﬁuitive, intelligent., But to be able to just
record a scene and create relevant content from compoments which
are programned must be a wholéfizvelation, must be a whole new devent
way of looking at reality.-

Jon: More to the point is to record a scene based éan upon

information that to our basic mechanisms is invisible,

Vioody: Or be observed in a system which is not deadlocked

culturally into habits or preferences or eémmanieatiens

beautifications which really has a very shrewd,exact and elaborate
approach., It think that is very impori&ant to have such an

entity existing - probably eventually can change our way of

producing. In that particular moment I found that the possibility

of dealing with intelligent systems as a way of looking at events

is interesting., Well, that us further from this all.

THE END 'F/ﬂ




