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ABSTRACT

The essence of television has heretofore been thought
of as a distribution system, a means of moving pictures from one
point to another. This conception has limited the possibility of the
medium to the kind of programs shown on commercial television. But
just as theater has its own kind of space, the stage, on which
certain kinds of events are acted out, television also has a unique
kind of space, videospace, and in this space a unique art can be
created. The key creator in conventional television is the director,
in videospace it is the mixer. The director is trying to give the
impression of reality he is representing. The mixer, through creative
mixing of images, is spontaneously discovering reality; he is
presenting the act of discovery. And the mixer's art is preserved and
played back on video tape. (JK)
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“‘make a sentenice ' -
" make up your mind "

ur Maker < -

. home maker. "

Al

+“union made .

made: in heaven '
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. “We aré all makers."




“This piece.'of bwriting:"is a'makingg And. it 1s.also about a making
"and the making process in a medium which tends to 1nhibit what some
: ‘,feel is the best in the making process.- Because of itsvdual nature,f'
N ‘make a schedule ' |
make a-program
make a decision

‘s'make up our minds.~A"'

Television s remarkable nature has made 1t possible for a
lsfjnumber of people to make money, some of them a. great deal of it.

» '_ We have learned to make in a particular way in televi51on in

"order that the system be maintained. \

: And though for some it may appear simpler to make a camel
‘;Zfi;ijpass through the eye of a needle, there are other ways to make in
- f;??this medium than these we centrally: sustain.

Indeed there is one possibility for making that we have paid

“."slittle attention to at. all.

“ ‘ It is to this possibility you are asked to attend in this .
Zé‘writing. :
| »’5 This newer way, whose first proponent painted his feelings
.‘on the walls of caves in pre-historic times.

' We are not proposing a return to prehistory. The relation-
:ship drawn is more to the man- struggling to objectify his environ-
ment in works representing his being. to the earth from which he




_gatherod the essences for his colors' to the’ places he set aside
f:for his: mysteries and rites. And for his living, to the act of
,1making in a medium whose nature he seemed to have sensed. " And ome
:Hfabout which as centuries passed he became sophisticated even as
.ff”'he maintained the precarious ‘balance. between his questions ‘and
'[realizations - and nis own sacred though passing, nature.'
o The electronic media have unique characteristics and qualities,
Electric television photography and sound have natural aSpects‘

.’? which separates television from other. media.

- Television is a medium in which we can make. '
| And making, obJectify ourselves. -
Only recently has television been thought of as a medium in— .
’;dependent of other media. To such an extent as it has been thought

:i::of this way previously, the histories of theater, Journalism, -motion

h{ﬁf[';x?VAPictures, and radio have been essentially influential u Q . } -
;,332-;;.f_7“f¥ And until only recently, the history of other arts has had
hl*iLfﬁfhilittle credence or relevance-_f;.wH'V:’ N

_ Now, it is possible to think in other ways.g







“tlon about 1t concerns 1ts live nature.

: ._':Its uniqueness appears always to have been

"11veness .

To our present moment ’ we seem to regard

. the live broadcast as- te1ev131on s most indj_ge_‘ e

nous character:.st ic. e

s It may be S0 in form, as we11.

turn to our future. And 'wonder how it may be em-_







television is the new technology w1th the greatest 1mpact. It 'cer-

ta:.nlycan t be very clear ‘to- us what 1s meant by that. Were we -

rclear -televis1on would not be the thJ.ng it is. We do all seem to

“have’ the impression that 1t has deeply affected our lives.' Games'
/have changed., POlitlcS have changed.-_ Journalism ‘has changed. ' Edu-

cat'ion has changed .' i

_.“De; sp_ite 1_t; s Pfdiiféfa;t ion.

t s doubtful we have much serious

of 1t. Who cares about how many households?

Who cares about

Or, on insurance. Y t, it s all




. ;."f'-llves? Who knows?
e Does telev:.smn? | '_ ‘ C
Of course not. Television is nothing but a technology, more "»'
"‘,'than anything, a massive distribut:Lon system.. lt doesn t see or hear , .:-‘“ g
"‘ff';f’anything ‘at all 1t s a g1ant means that some of us use apparently

to further only God knows whaL ends. ‘ Telev1s1on isn t serious. Any--v. ”

‘ "i"_more than an airplane is serious._ But if we place an :anend:.ary

,_{i‘,bomb in an airplane, and snoot 1t toward some hu‘mans work:.ng in their'.',' . o
-:i:fields, :Lt s: serious. Are we serious if we load it full of bananas
'and send 1t to B:Lafra? Or w1th pink-faced Jolhes, and send it to

‘.‘the ski lepes of Switzerland? Who pays attentlon m either of these"_"'.'f.'

51nstances? : SRS

It'; fthe old argu'nent about use, isn t it?

e nght’ lsound and or8anic substance are all here, aren't they?v""",',‘.,.'
And we c.ome and go from work each day, pass:.ng 1ight, : sound and or-
- éomeone among us has been looklng and listenj_ng,.. He 5 been ,-

th e'all the t1me of our 11ves. He s been playing with forms com-.:{’: -

.posed of history and his own insights., He s been play:.ng seriously.

In other forms he :Ls called an artist..-u""':zf

jHe s been paying attention.

‘vr daily bread. It can be said the artist does too,‘._w_ S
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perhaps. But in quite a different way._ ‘Though 'it.may give him in-
'.__tense pain, he can chuck it. ' That 1s to’ say, when he confronts the
: emerging made obJect he has disciplined himself to accept: the fact
',}that if it does not satisfy him, he will not accept it. - o
- v A curious principle that seems to pervade the television sys-'

; A:A"tem has it quite the contrary, however.- If ‘there' s a t1me slot up
-j;; ahead theré == it is accepted tradit:.onally that it has to be filled

o 5'3'7w1th someth:mg. So -- it s very diff:Lcult for the television maker

L to: dump what he s making if it is not: acceptable to him. " Oh in-

: ‘_'i,."'.deed, he may do it from time to time, but he w1ll not ‘last long in

_ the . system if he does. There are many reasons for rhis. And we

'_-"w111 try to deal w1th some of them.
' Principally, the reasons’ are all linked to one very ba31c and
- ",:relentless one. television s disti'ibution characteristlc.

' If one' s means is irrevocably l:.nked to distribut:Lon, one's

""f'-means must be productive. There can be no unpublished periodicals.

And in television there can be no dead air, no blank ‘space in time.
: . Such an occurrence 1s regarded as catastrophic._ o

l Though an art:ist my feel deeply and bitt:erly what he. wants
ii_‘to make and can t, he alwa)s retains to himself the obl:Lgation and
".,the right to reject hlS own work. He is not a periodical that must
,be published. . e - is not 8. fime slot that must ‘be, filled. His means
: 'rand its distribu*ion are not by convention linked

"'No suggestion is beinl, made that the med:.um and the broadcast




’f;_are only and necessarily separable. 'I‘he televi‘sion'»broadcasting""

system is what it 1s._ And there are a 1ot of good reasons for it.

:But, it is something else. The medium s a makmg-means separable
,’ffrom its techn1cal capacity to dlstrlbute - to broadcast._ And there
:.,_»‘f_are many who work’ these vmeyards who are unaware: of this fact. Be-
l:';ing unaware, they rarely encounter the medium, s0. intense is their
'concern for the broadcast. _ _' .

| How many tlmes in the past ten years’ the term cultural revo-
m;lution has been used' Whatever 1s meant by that? Is it a revolu-
tlon? Or, is 1t evolutlon? '

It s all happening._ o

) All around us, the currents rush and flow towards centers of at-
tentlon..' And somewhere in the midst of all 1s electrlclty, speed,

'and telev1sion.:. Electric c1rcuitry makes us feel somet1mes as though
:we re. all a. glant nervous system being touched and st1mulated by each
‘:"other 8 memories, by each other s probes toward meanlng. We re in : "
feach other s heads. And we can t get out. And we can t 1et go. . And"" |
.we Te. on thls incredlble and holy planet-boat that tosses and spins 1n
f’the heavens., We re together whether we 1ike it or not. 8 ’

So - many of 'us are s._arching for ways to make the Joinlng

,more mean:.ngfu1 - And Einstein"has .,insisted his equatlons upon us. ; :

& We. must be relative. {, -

L And we must be relevant as well.,

So - we search.

And one of the glorious mysterles that 1mpe1s




I us ‘is 'the one ’that gets sIOmehow 'hatched'in: the ne1Vous systems of |
those who call themselves artists, or, rather, who let others call

__‘them that. And their search 'is for- expression. They want to express ~

:;t,_:‘_'_':'themselves. And 1f they are ‘the best .of us, the rest are very fortu-
’-_fi_‘nate indeed. For, the artist ] expression somehow helps to join us.

R A medium is available.- A very sophist:l.cated complex techno-"'
: ";.v,.’logv which human beings invented is available to us.. It is: dumb, in-"

' "'.:_articulate, conta:Lns no maglc. It is avallable and manageable and

-."“rprobably stunningly beaut:qul when managed by graceful people who -

- are. bent upon the acts of expression.

S ‘This newer medium 1s sw1ft in nature. "It'deménds'a new kind

-:‘“».of perception. It moves li.ke light sparked 1m_o life as through a
"“'-"'ne\rvous prism. it i.s another paint, another dance, another mus:Lc of
sound Another message-means to catch thie qu:Lck v1sion of the inner L
L It is a medium that s available for expression other than game
';";-!'shows, public events, journallstic word packing, theatrical scar tis- s

: ‘f‘.‘sue, western movies, old movi.es, ladies sewing circles, baby sitters,

v‘:‘football baseball basketball boxi.ng, super salesmen and. savant.

v It 1s a new medium that may employ electrons as material for
“'the greater good of men. i {- s f » ‘ B ‘ ; ,
And hopefully, ‘what follows is about that. _ .~About "this. -

"-'About vbeing human. : B ; SR
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A wood sculptor approaches a p1ece of wood. ‘ That is, he .
actually approaches it. He has skills he brings w1th him., And ex— )
perience by wh1ch these skllls and other pieces of wood have com— .

bined. Despite years of experience and skill however, each approach_v. .

is singular.

T

“As ‘he moves his palm and h1s fingr,ers along the surface, he

does not "know" -what is in the wood. He senses what is there. - But

"_ he does not know what the wood will te11 h1m until he enters it.~ B

He may draw skerches as he acquaints h1mself with possibility

He may, unconsciously, select his tools. But he :

. and probability.

.does not know .;He feels that engagement - and a considerable a-."'




tlo the.y g'rain,‘ .the texture, and the ‘shape which willl u‘ltimately emer'ge.v
| This is the way a wood sculptor and his- wood are met.
What comes of this. relatlonship is what makes the man. the art-
ist and his work an’ art.. ' -

Desplte the unlque complexlty of thls union there are some

-

o aspects of it that. are readily apparent. .
' ‘ 'A One is that: the - sculptor has some tools he understands how to
use ‘to further the vision in his mind s eye.: The vision he, cares .
_ Another is that he is prepared to go to cons:Lderable lengths o
to acqualnt himself w1th the material out of which the vision will
be obJectlfled. He. understands the character and prOperty of wood

\' St111 another is that he doesn t know how long it will take :

to make his plece. Nor, except for the exterior llmlts of the

’ wood's shape, ‘does he know its size.
‘ At some moment when it feels right for him to do so, he- takes o
B a chisel in one hand and a mallet m ‘the other, And he commences |
: the play of h1s work. - o \ ' ‘ ' '
| . Because he is what he is, a’ form w:.ll contam what he does.
His plece of wood no matter how he arranges its shape, will not be
“‘s’taken for a plece of music, ‘more. than likely. Nor will someone

ink :Lt a paintlng. Some may flguratively ca11 it a poem or a

dance., But as we have some history of recognition, it W111 be nei-~




L Well what wi11 it be, then? It will be a"piece'of wood, ‘of
course. And one into wh1ch a ‘man’ will have put himself. Ifw'it‘ ‘

: <

3 moves and touches us, we will sense that his and its nature have
merged. A creative process merged them. And we are 11ke1y, also,

to call him an artist. -_ Artist is the name we have tended to use

over the centur1es to identify him. And art 1s what we have called

is. creation.‘ It is a perfectly reasonable means of classifying

'experience . :

So it 8 art.

Television 1s generally classed by soc1a1 critics as an
:.'expression of popular culture. And so it no doubt is. Whether or
-n.ot it need be is another matter. For those of us who wish to re-

f1ect on this possibility, what follows may be relevant to not only'
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The material of the medium is an electron._ Its mass is
:'../1/1835th the mass of a hydrogen atom. _ Though it moves 80, swiftly
,',_."_it cannot be perce1ved by the- eyes of man, it is finite. Its ef-
'*’.-"'""'.""_'fects can be studied upon the surface graphs of oscilloscopes. And‘
v‘.:,these effects are seen as.. sine curves and wave forms. | .

T ,.'Synchronization, amplitude, amplification and modulation are

what electronic circu:.try is: mainly about.. It s. also about storage"_; a

o

B But mostly, it s all about time.

-‘";In principle, the technology is ratherv simpleIn vpractice A

in one's mind is that the'



' }elect:ronic management: is get:t:ing away from us. We re all happening

3:'s5_, "'s'Wift:ly. We don t seem t:o have t:ime to st:0p and t:hink, as some

say And we are becomlng alienated ot:hers say. And ‘some feel,

We11, let: us not: forget:.. We invent:ed- it:. f,We'must:'_-_havehad Lo
.xsomet:hing in m1nd. PR o
We invent:ed it:._. We have somet:hing in m1nd

"'.;Elect:rons, so far as art:ist:s are concerned are not:hing more'f;': -

t:han'a new mat:erial They move 1n finit:e ways.. And t:here is ‘no- -

t:hing inherent in t:his mat:erial which is alienat:ing. _
j;vThere is no mPterlal an’ artist: uses t:oday t:hat: 1s not: ava11-_~' o

: ble t:ov ot:hers for ot:her uses. B What: makes his use of t:he mat:erialf;fh’j
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possibilities our utilitarian environment otherw1se proh1bits.~'-x o

§ “So, 1et us imagine an interval in the continous flow of.. » .

organic life when movement of the human body was employed for pur-'?“ff‘
:poses of a strictly utilitarian nature. ’, o

c Such an interval has never existed, of course.: We are Sﬁiy)rj.ﬂ-I
‘1magining it. ' ' ' ' | o

Furthermore, we shall restrict the area of attention to: that

;?aspect of movement which we shall term ! carrying. ) In our imagina-
"jative moment, movement of the human body, then- is directed only to
'fthe transporting of objects from one place té another. And the ap-
fplication is common to all of us.

Now, given this, Tet us try to imagine confronting ourselves
,awith the possibility of movement separated from this activity of
.;transport.» We ' do. not know what th1s "other" is.g We do conceive
f?that it is something other than carrying.

B Were we: engaged in such confrontation, it would be very dif-

_7;ficult for some of us to have a conception of what the others were

5;bdirecting our attention to.- And none of us would know that what

jiwe were searching to discover was dance.
f' Dance, as form, would be non-existent. What would exist
’fwould be the knowledge of . human movement as carrying.

; Having no definition, no history, no experience of dance we
would not know that dance is what we are thinking about. But those

‘,*of us who were willing to might divorce ourse1ves from our "carrying"»

)

30
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definition, history, and experience - and attempt to reach out for

: the new form.' N ‘ o s v

: To those who were unwilling to accept any. other possibility,

. our non-object-carrying activity would seem foolish and even futile._
Our cavorting antics might even be thought dangerously discordant oo

with accepted practice and convention..

PO To those who were intent on exploration, it would appear and
'feel quite different. v o _ _ ,
i In doing,so, they would no doubt ultimately come to. the. medium,;
, the human body - and its capacity for movement.,
| . s To ‘the others' movement without carrying would seem irrelevant _:"i
t‘and, perhaps, even impossible.' ) : _ _

To the medium pe0ple it might seem at times impossible, but
‘inot irrelevant for, they would be engaged in trying to understand

‘;fthe medium - sensing, but not knowing that dance was as relevant as

u;carrying.

":doubt experience conflict.l One aspect of the conflict, and a centralifsf

'-f?one can be. described as follows- the mediumﬁconscious peOple would
‘{l:be concerned with dance (not yet discovered) The carrying-con--h _
-'scious people would be concerned with carrying (a- clear and practi-'

»“i%f}fcal history known) Certain principles "discovered" by the, medium-.‘

x'?ffyconscious people would derive from the history of the other. And

V'l would, therefore, seem redundant.. For instance, the medium-conscious

o \“ “' ‘ .
(O . .

The two groups (if they could be so clearly defined) would no’ ;>j7 c




explorers might ‘come upon composmtion.- In pointing this out to
the others they might get a response which would state that com-"
pos1tion was an inherent part of carrying.' And, of-course, ‘the
.', respondents would be accurate. They would find it difficult to
".g_ accept that what the medium-conscious people ‘were "discovering" |
3 :_ about composed movement concerned the- nature of movement not the
h‘a,kh nature of carrying.vh-"': o
. If the medium is thought of as carrying, it is difficult to
" think of it as movement. It is especially difficult when there is
f:j. a history ‘of carrying and very little, if any, history of movement.
R It is even a more complex issue if there is a definition of carry-
\ ing and no definition of dance.vi ’ T ‘
' Also, as designed dance movement takes place within emerging -
R principles of composition, the carrying-conscious peop1e can Justly

o point out that the designed dance is not unlike the carrying, save

: in one essential respect it is not carrying anything. o

The medium-conscious people can: respond, on the other hand,v

e that the mediur permits both carrying and dance. And that dance,
‘”t,itself, 1s something. i 4 o o :
; Though for some, the conflict w111 never cease, for others':'
.,it.may lessen, as definition and history of dance develops.‘
' Meanwhile, in our imaginative interval, the medium exists.,»"
"'fSo -- having imagined this moment, let us return now to’ thef

‘. work at hand. R e
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The definition, the history, and the experience of televis1on
b.f-is very much with us today. And though the phenomenon is rather
Q_brief in any historical perspective, it is active and viable.

- Recent activity has’ begun that may ultimately create conflicts
of'somewhat the same character as those described in our 1magined
:interval.' Speculation about the television medium has begun which

ﬁ is separate from that speculation of a socio-psychological nature
}thich has grown with television s brief history.

g Some people are beginning to explore the medium of telev1s1on
' bf;apart from its carrying aspects.. o '_

: ‘ B Those of us. who are, ‘are. ourselves isolated from one another.
u;In many parts of the world where electronic technology is suffi-
isciently developed, people are exploring the medium of telev1sion
”separate from its generally accepted broadcast function. '

- Though much of the search is taking place in the more or’ lesslf.
,'unsophisticated studios of single artists and engineers, foundations
flvand 1ndustry are commencing to generate actiV1ty of a different
.f;SOrt, as well._ And one: can anticipate 1ts acceleration in the fu-.

\

liture.7 = _ SR . v
The medium exists. And there are those who feel 1ts per- ' L
.jformance has been, for the most part much narrower than its'

l?theoretical capacities would indicate.-};hf'

[ . -
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t1s more than pictures only, however.’ It is: also

of sound.. Since radio came first, that technology

e

mastered.




. \ N

:J]:fcan:remain»more‘orvlessufixed’to<be'converted1chemically to project-

'fftfable images;; How,‘then, to'project a'picture onto a radio carrier
“l:frequency was the’ problem to be faced./~5_ | a
Numerous attempts were made.‘ But, ultimately, the principles
*:{now employed in electric cameras came to stabilization in a design
"b*ﬁ~based upon conversion. '

This conversion technique had been developed in radio. - Though

,fflcomplex in: design and maintenance, the principle can be readi1y v

vf~grasped., For radio, 1t was discovered that sound waves entering the

T?:E apparatus of a transducer could be converted to electricity.: A mi- -

.i““ﬁif}crophone is a transducer. The sound now contained -in electronic

if;flow, could move along c1rcuits to the desired end of transmission.

Since the invention of motion pictures had preceded that of
ffftelevision, it was reasonable for those who sought mastery of the
;;fnewer technology to think in terms of motion picture cameras. They
.;Tdid.. And in doing so it was determined that a camera could be design-
?ed as a transducer Just as a microphone had been before it. Whereas
lm1crophones convert sound waves 1nto e1ectricity, now cameras must

i fconvert light waves to electr1c1ty.» And so the: design was. stabilized,
gso to speak, in the electric camera.we know today.¢v »

| With the two technologies more or less compatible it became
wossible to contain the flow of electrons in each, and to move them
;to a. transmitter at which point the transfer to radio carrier fre- :

;quencies could occur.;,vf~'”




’ﬂ%:,f; Now, broadcast became possible.-::‘ e
‘ . - The television receiving monitor, ‘to which the 31gnals are
“;broadcast, is capable of reconverting these signals back to the
B original, electrical sound - and s1ght images’ wh1ch -in turn, had first
”ﬁ?been converted from sound and light waves moving through the atmos=-
ixiphere toward the microphones and the camera lenses.
L Oversimplified as some may feel this description to be, es«.
;*:*,sentially it represents the technological system which susta1ns the
r;fiphenomenon of television.
f At this point in our analysis we can’ say that two distinct
"ﬁ;ﬁhistories are . Joined in television the history of sound recording
'.zbﬁeand that of motion. pictures.

Despite the fact that two separate transm tters (one for sound

kk.;;and one for sight) convert the 1ncoming signals of television to

~

:ﬁiradio waves for broadcast, television can be thought of as a single

"fphenomenon.

: ‘ By and 1arge, we -do- not think of television as separate sight
E;:and sound.
t So, let us amend our first statement, thusly. television can
» be described as an invention for the transmission of moving photo-
:ggraphs and amplified sound from one point to- another without depen-

1

dence upon wired connections.

This is where it started in the minds of those concerned with

broadcast technology.

37




This was its initial impulse.;‘ v .
Two other developments have occurred, however, to embellish

t»the original One has to do with retention, or recording. The

w’jother has to do. with extending the circuits to such lengths tha..

: "fpickup points and receiving points are directly connected. No

o transmission through the air ‘waves is required. _
o Neither of these embellishments has greatly affected the ini-

' ,itial impulse and the technology which derived therefrom. .

The: system of distribution has been.affected. But the tech- D

i”nology, ‘very 1ittle.

These are. important distinctions to keep in- mind.‘ For, if we

:'5:'are to understand the television medium we must have a clear sense of v’

-~ its original intent. We are very much affected by that.. Trans-

:Ifwij;mitting electrons with or without broadcast is distribution.

' TeleviSion technology was designed primarily for distribution.

" Y.'It is also a medium independent of this capability. But because
r“ldiidistribution is. inherent in its deSign, in pracLice we have tended .
”f*d“to be shaped by this capacity. We tend to pick up sight and sound

5%‘bfimages and transfer them from one point to another. RS

7?and worthy effort.‘ Rather that television convention and practice

rbiluhas been organized primarily around principles °f distribution ==

i:a medium for the distribution of moving photographs and amplified

‘ii ﬂsound. Only recently have others begun to think of it as medium

No suggestion is intended here that this is not a reasonable e




tfﬂ;ﬂalone.-ruﬂie': S o '

. And for those who have, it is with respect to, conversion that

ﬂ}ftheir imaginations have been stirred. .

v “ When one acquaints himself with, or- attempts to analyze a

’f:;.zmedium, he searches for its exclusive and unique characterist1cs.
:;yHe trles to understand its nature independent of other media.

; In try1ng to understand the histories of human expression,.a
Tfstudent stud1es each, separate .and distlnct from one another. In'
d01ng so, he may discover much overlapping of techn1que and form.
:‘».But his concentration is on certain unique properties and qualities

j'v"each medium appears to have. .
: » Though we may use figurative language in describing painting
’}as poetry, ‘we - know one. is not the other. Though creative impulses,i
I may seem alike, only the unclear mistake composed sound for composed’
ff;mass. Music is not mistaken for architecture.‘ Dance is not writing.

 And though sculpture may look like dance, the, rhythmic interval in:

'-passing time has been removed from one. In formal terms, they are

'vindependent of one another.;.e v »
' The telev1sion medium suggests formalities unique unto itself

x'aThe matter of th1s form is ‘not molecular, for instance. It is elec-

i"ltronic.. The matter of the telev131on medium is the electron. Elec-

5fLTheir movement is fin1te and can be measured. IWlthin limits defined

'7'p§‘by the human nervous system, their finite composition and movement ,fj”f'

" '.';".3"9 .

v"ftrons are part1c1es and waves which comprise the flow of e1ectric1ty., -




lcan be predicted. We can express ourselves with the material of
jelectrons._ We can conce1ve design and execute form.
. | In convert1ng light and sound waves to electricity, we dis-
r;cover another material w1th which conscious m1nd can give expression.
o For those who spend their profeSS1onal time in. television, "
'f;athis shift is subtle and often difficult.‘ For some, it will seem
’ falmost impossible.»

For, convention and practice persist. Our dally efforts tend

lfto innure us to other possibilities. Our histor1es tend to f1x us
i:in certain contexts. We cannot see’ our forest ‘for their trees.

| So great is the influence of the motion picture camera and
';of sound recording (radio included), some of us’ are unable to ex=
t?perience the new material, electrons, in v1sual motion.

. So great is the influence of systems designed to support dis-
'*f;tributlon psychology and economics that some of us’ fail to realize
‘we spend our days in planning for,‘and making possible, the picking
-f;up of moving photographs and amplified sound one- place in order that
7’:7we may move them to another. .
| What happens in the. mosaic of the camera fails to interest us.
iThe remarkable richness of mixing electrons eludes us. The surface
‘of the monitor is. hardly more than a reflectance screen as in a movie
xtheater.b Some of us are not even aware that it, itself, is in motion.

So great is our concern for transmitting the photographs and the

'sound to somewhere, we often fail to think about where the somewhere

40




5.So great is our consciousness of distribution that many of us
thinkof videotape simply as a means of delaying broadcast, or as a
‘ :-"'"‘means of retaining property for future sale and ultimate distribution. ;

o "')'We cannot envision Videotape as memory bank ‘as tool for multiple

i pass recording, as another camera. ,. D

So many of us in television simply are unaware of . the bright N

.mosaic and the swift flow of electronic material passing before our
’.-’fj"'fsenses. And that the medium itself is other than natural photograph
: ';'and natural sound, R ,( Lo ' A

We are gripped by the history of the theater and of motion pic--""“.[_ '

| i‘.ﬂtures and sound recording, and the distribution of these splendid

‘}f»‘media by way of television., 'f S
But, of the television medium itself? What is that?

i,‘_‘:_'Central to the acti\ ity of television is the princ1ple of

'picking up a photograph at. one place and transmitting it to another

ith a minimum loss of fidelity, given the system s standards.
When we reflect upon this, much that is exciting and relevant

'about the medium is better understood. Much that is pedestr1an and

_dreary is understood, also.. s

' _The television broadcasting system has evolved from th1s bas1c

.notion. .

Economics, law, production and program planning, audience-;
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consider distvribution as such.,- One must also appreciate the immense




. ,to go anywhere else for his experience, neither to the bookseller, R

f‘{the magazine or newspaper seller, nor to the theater or movie house.

‘ It has been delivered to him right in his home where most of- »b
his intense and intimate 1ife occurs. L S T D i
. R There is every reason to predict that this proliferation of o
| ;‘v-'.;‘_,electronic technologY will continue.. The time may not -be far dis- o
. ,"v’tant when many of the serv1ces which now feed material and informa-
'vi"tion into the home w:.ll be doing 80 by electronic means. We w:.ll '4
) Af.'v'f_"'_torder our groceries and household supplies, receive the delivery of
f,’{vf,‘f'_.”facsimile printed materials, entertain ourselves privately -- s:.ngly
: '*f,,or in group interconnections - all by electronic means. »
o v_ Certain aspects of our education will be augmented by elec-.
tronic means. ‘ Informational means will continue to multiply., We are f
By . being brought into touch With one another throughout the wide scope '
':-‘«.'..of the planet by electric circuitry. L ' - o ,
L This incredible distribution system appears. to be. here to stay...

o :‘What shall we distribute? Will it be strictly utilitarian '
,;_'and informational? Certainly not. The history of radio and te1e-
k j_lvision reminds us otherwise. : R '
o ‘ We will be entertaining one another. We will be sharing one '
another s values, our various points of v:.ew, our tastes, our cul- '5-
?}'tural uniqueness, our spiritual wealth.- We wil‘l_'iha_ve;the_;. 0pportu-,

"!"nity for contacting one another.,-v._;_«.‘f.'f"'

What shall we distribute? What shapes and forms will our




. .
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‘;human expression take?

Again, we must remind ourselves of the history of the medium ,

.' in the last twenty years.‘. And where we have _come with this history.
‘ No distribution system in the history of human civ:.lization
»..has ever moved ideas and impressions so sw1ft1y, so far and ‘wide,

A1ready - and 1t is sti11 primitive - it seems to exceed,nor, “

'-;yat“'least, threaten our capacity to cope with it. ) _
/';Yet, how magnificent this 1nterconnection pr:.nciple 1s' . How -

intense its potential' o

i We are thinking about distribution, mind you. ‘ .What""shall‘ we :
..f'"distribute? What have we distributed? RO

‘ Has the exper:.ence been valuable ‘

| Was Queen El:.zabeth's coronation a service? Do you recall

the early days of NBC's Wide Wide World? Did these serve? ‘How a- e

bout CBS' Ed Murrow, and his probes into the social fabric with
?Fred Friendly, d:.d these experiences bring us understanding? Did.
: NBC s White aper ? or ABC's The Sja of Western Man? - Or, NET' s

;":Histogr of the Negro Pe0p1e or Arts: USA? Were these valuable to us?‘.: B

Or, Presidents Eisenhower 8! and Kennedy 8. foreign Journeys? ,

And, Presidents Johnson s and Nixon s.

/‘_z'

' Have we been increased by being spectators in the development -

of NASA's space program?




L Linformation distributed to them via te1evisi0n?

t
Lo

: local stations bring us: the news? Do ve see more, hear more, know

\'k“fmore because of them?

. ”»And, of the arts' what have we distributed?

‘How many people saw Hallmark's The Taming of the Shrew? Did it

_serve because so many were receiv:.ng the signals and images of that
‘production? Or the Metropolitan Opera in perfomnce? Or the
_Sadlers Wells Ballet? Or, Ballanchine at work and play? How about

while, worth our efforts to see and hear, worth our attention?
ir _’:~1ess t1me than any of us might have imagined posslble twenty-five

years ago. L

: And all that has not been mentioned here, all that has been

: Vj:_'_ Do we understand more’ clvearly what it is “to be human? o

the poetry readings, the festivals of films? Were these worth our i

All these have been distributed to more people, in more places,

‘Do the news programs of all four networks and the hundreds of

'the symphonies, the dramas, the painting and- sculpture exhibit:.ons, St




"-:':organism, any single human nervous system- and ask the same questions
| ?'-Aof any ind:l.viduals that are being asked in the context of this query .
i -.“;‘regarding television. B e : '
There he is - marvelous beyond words. What, will he distribute? ‘

Though the forms of theater, journalism, motion pictures and

radio feed the history of. television, perhaps none can be regarded

as so great a gift as: that of motion pictures. B

: - Though those ‘who manage televisn.on owe mach to the filmmaker, RS
,;j',fhe has been something of a burden, as well. ' ' ' '

_-Students of television often have great difficulty in keeping

;to the point of their study when analyz1ng the medium. It is be-

' vcaus ""of these rich forms that they are often confounded. And these, "

5 _‘Acoupled to the capacities of the medium for broadcast, can often o
:i»lead us into complex ‘and confusing issues. o |

lAll television program experlence can- be classed in a number

.o ways. X For instancev one can identify two classes to begin with.

vthe‘ live and the xpre-recorded event.- These two can then be classed,

:further, as the stud:.o or the non-stud:l.o event., Now, one can com-

(‘bine‘ these classes, and in each ensuing combination he introduced

converging forms of any, or each, of the four previously identi-

'I‘oo few of us have taken the

complex : matter .




C _i time to thoroughly\ acquaint ourselves with its myraid characteristlcs.

» In any of the 1llt.strations alluded to above - from the Queen s
;coronation to the classroom - an understanding of the influence of
these forms on these classes 1s essential :|.f one is to. fa1rly com- »
"3prehend the sub_]ect. Lo ' L

And unless we are willlng to proceed very carefully, we w1ll

c‘ontinue to add to the disorder Whlch many of us feel..

| Of -one thing we must be very clear, .none of this experience v

,we call telev1s:|.on can escape the motion p:Lcture form -- be :Lt live "
or pre-recorded, studio or non-studio contained. . B :

The system was 1nvented to transport moving photographs.

And by and large, together w1th synchronized sound, that is ’v
prec:Lsely what :Lt is doing._ » . L o ‘
" That is to say, it is mnot. domg anything.' Those who nag '

telev1s:|.on are mov1ng photographs and sounds -- from one place to'_ '
_;v”'another._ : Ll L 3
And as we have attested, th'.LS is a v:.gorous, remarkable ac-’ 7

: complishment. . Albeit there are many who w:.ll argue :|.ts worth. L |

3

But as we make_,ourselves aware of th'.LS, let us be certa:Ln we

are Vclear about one other matter. ; As dependent as the system 1s

upon ‘the history of motion pictures, there is someth:Lng the system

added to the camera-' that s 1ts capacity for instantaneous mani-*-

_::The electric
ome

'festation of the"'light waves reflected off the obJect.

camera reveals ‘the’ images passing through its lenses instantly.




' need not wait for processlng.'v:‘ . ERTRED - o
| ) We look through our viewfinders and we see what we see in ob- :
’ ect1f1ed, removed form, then and there. .
jff:That 1s something quite special : o L
: o And it is that unJ.queness which is television s alone.
.,":";Now, as’ students of televis1on, how do we deal with that?
.";;"_,If we are not dea11ng with that, we are not deallng with- tele-
vi:sion. By and large, we are dealing with the art of motion p:.ctures.
;.'And w1th their distribution.. R e |
| And such a wealth of art that ist |

There is hardly a s1ngle fact of th1s aspect of the system
which does not derive from these arts. ‘ '
‘The lenses of the television camera are similar to those of .
photographed are essentially the same. S o

The switcher/mixer bank in. the control center is hardly more

"lthan an. instant editing dev:.ce.. The effects 1t makes possible are

: bench and processed in film s laboratories.

Indeed, the very language is similar.“'-_i.

” the f:le camera. The qual:.ties of illum:.natlon of the objects to be o

The one essential and awesome difference is the making_process.",- L

subject' ' maker,' and object to be present together in the saine time ',.:;' g

“similar to: those optical effects that are planned at film 8 cutting e "

.

The technology of the television medJ.um makes it possible for B




-v‘j."‘hat As. television s unique nature. / ". ST _

f ;'I‘hat 1s why we who are exploring new ways in the medium have
] found the making process S0 central. L ‘

And, at the same’ time, so difficult to understand. “For, the .

maker and h1s object are difficult to distinguish in the making pro~

cess._' Just as we humans studying ourselves are hampered by our sub- i
jectivity. : e | f TR o )

’ For many of us who make - our life ] play our work in television, '
we are unsatisfied. We often feel something of human nature has been o
removed- or perhaps, was never . permitted to seriously enter the man--
éagement of the medium. | o v " ' '

. Yet, we feel the'medium is uniquely close to human nature. _

_ Naturally we are moved by the power of the medium to distribrute

f moving photographs. ‘ And we are very much involved in the making of -

these photographs. But, somehow we. feel there is something more than

movmg photographs, and that making in this medium, therefore, -19:»&_15 '

so something else. o

We who are restless do not want to diminish television s tech-

"'ical capabilities. : We want to increase the medium._ SRR

And in the conversion of 1ight and sound waves to- electricity,

e feel we have discovered, not only a new material in the electron

'-'flow _but a new way to express ourselves.

'What shall wel distribute, if not human expression? The lack

of a 'uni‘que form in television may be hampering this expression.._




'_.Not a comment upon it, or its reflection through another form._ But
j':'it itself Expression. PR _' T - R | i o
Could this be the.weak strand in the unfolding skein of tele- .
»;;vision s experience many of us feel? ‘Could this be the imbalance we
.'_.sense, the out-of-handedness many think of when they think of tele-

_ Why do so many feel that television is getting away from us?

Could 1t be that our human expression has been limited by our over-r -
»indulgence in the technique of distributing moving photographs and
-:g’synchronized sound? :

And why do 8o, many of us who have been part of its history ‘

:."these past twenty years feel nostalgic about "the old days of live
'I‘_I_television? Is it: merely sentiment? Is it merely nostalgia and N
"y romantic blurring of the edge of memory?

Many who have mastered television s version of Lhe art of

”'motion pictures do not feel this way.,»

But of the others L is it the medium ‘8 unique process, the o o

making process, the "live" experience that we miss? Is it subJect,
ker, and obJect present together in the same time continuum we miss?
l'_;Indeed in those early days we were so delighted with the elec- :'._" ) '
camera and synchronized sound that we were not thinking of the C

medium as we are doingi.now, but we were very much a part of process,

of‘the movement of th_,__” nformed toward form. Most events were live,

whether studio or non-studio contained




‘ Kinescope recording was primarily used as an instrument to
ff'accommodate to national time zones. It was primarily a means “of

e ;delaying -a broadcast from East to West. And videotape had not yet . -
”}'been 1nvented, of course.:jg;g‘f;ff?jf;,- *“‘QAL“‘A :

*v?ﬁNd! 1t was a live experience, all right. Eyengthejcommercials :

.'.’ were ]_ive. ’ ‘ ::,__

_ Now, as we become more and more sophisticated with respect to
fthe mastery of motion picture techniques, we become more and more
?dnterested in the perfectability of the obJect. Ve become more . edit-.
;ing conscious in motion picture terms.:_ _ ' o '“'v'_ .

As our capacity to distribute became more sophisticated the

richness of our subject matter increased. And as these developed

N

aso did our capacities to employ techniques learned from motion p1c-r

tures.,:ﬂg_\,f'v“

‘~We began to simulate the 11ve experience, rather than be it.»“

- It s quite understandable.; Motion picture technology linked

4 bd

to television s distribution technology brings greater risks and ‘
‘higher stakes in a profit-oriented system._ And motion picture hlS' S
tory is rich in wonder and accomplishment. And many gifted people

L

' are masters of this art.r

;Perfectability of the object, given a greater Variety of sub_ga..
JeCt matter, must reasonably follow the more central technology.t-‘r

This being motion picture technology, we begen to edit, to pre-plan,ii




jsubject, maker, object;continuum.

' It then followed that we moved

‘ *ff; farther from medium potentlal and closer to distribution potential fi'”

'f?in television.

ﬂMeanwhile, as the distribution potential increased (more peo-‘;ﬁ

hple available to receive the material) with the advent of videotape;;**a“'
cording, editing capacities increased still further.fg: v

*'{Whereas kinescope had been used primarily as a means of de-'V;,'t??“

_aying broadcast, videotape could be used this way also, but with

“igher signal f1de1ity._ And with increased proliferation through

advanced distributlon technologY. v1deotape heightened 1nterest in

.',-i et

’,ﬂVideotape became not only a production device, a means of

-perfecting the object through start and stop editing, it became a

means of retention with a relatively high capacity for fidellty, f;y;-~

'given the technology of te1evisi'n. 3;“

”'%nd the objects of television became properties to be sold l” i

:and resold again and again.;

Given the history of motion pictures as a beginning, snd the

amera with synchronized soundvas the essential tools, with videotape'f‘ .

sAabproperty retainer, film nd television seemed to come together.: L
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'?This 1s what makes making in telev1sion different from making

dn filme Do SR L o
‘ The movement of the unformed toward form with subJect, maker
fjand obJect present in the same t1me continuum is what many of us ff

-
_ The filmmaker and v1deotap maker do not feel this way about
thekmatter.: And quite understandably so.» In telev1sion, they areif;:
,extending principles developed in the history of motion pictures.ibk:[{fr
.And in many of our grandest moments they are dolng 1t beautifully. fkf
:' They have learned how to employ motion pictures unique tech;
_1ques for simulating life-like experience in television. ‘ '
But in only a 11m1ted way are they engaging themselves in te-
-lev1sion s medium._lif_v ' i | S ”“_ .
And so. unclear are most of us concerning this subtle distinc-
io';that the national networks consciously add to the incon51stency
'and;confus1on by announcing 1n mult1-med1a block advertising across
thehnation that such and such a. broadcast will be'"live, while the '.
jor portion of their days are 0ccup1ed w1th broadcasting pre-record-
edﬂ experience, be 1t film or videotape. u?”_ ' E ““ _
‘"Somehow, somewhere deep in our beings we seem to know that sub-. .
ject, maker, obJect, and as it 1s said 1n television, v1ewer - all -
'present in the same t1me continuum 1s a 1ife experienoe r1ch 1n pos- f
ivand closer to being human, where every day of our, lives, ;wi

‘in:some way or another, we are engaged 1n the making process, of

"miss from "the old days of live" televis1on. R ;h . _'k '.fu'f,f,kf,i
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: "moving the unformed toward form. o 5 CT e
= What shall we’ make? What shall we. distribute? |
Let us look agaln at the classes we were identlfymg. ‘ It has

been suggested that we cannot understand television without appre- '

ciating the forms of theater, of JOurnalism, of motlon p1ctures, and
of radio --'as these forms i“fluence television. - ' ' |
- We have briefly engaged the motion p1cture, and though we may
differ concerning important details in the:Lr convergmg historles,_

'x‘we certalnly cannot fail to. appreciate together the influence of the
form of motlon pictures upon televis1on. o C ‘

They 'both appear to have begun with a camera. Whereas one

deals w1th.molecules and light, the other deals w1th electrons and

'“‘What about the others? What is thnir influence? ‘ R
: In classing television program experlence, certalnly the 11ve B
and' the pre recorded events are all encompassing. What else can a’
p_rogram be if 1t is not at least one of these two? Well it could
bera combination. Yes, that seems to be true. - It could be a com- L
;ilblnatlon of-. the two.: Walt. Let s step back. There ‘is"something .;,
fipeculiar about that combination. ' o . | L ‘ o ‘
Ve have an event occurring before us.: We have a camera"and a -

: m.icrophone. They are synchronous. W:Lth the camera we are picking

"'./the sight of the event and with the microphone, its sounds. - Are -,,':-‘,

:’ -,,not recording, then? How so? Well, certainly what 1s occurring R




vent itself._- It is

: a record of the event. ‘ g’ ;', '
¥ Then what is live? L U

We ll return to the camera and ,the microphone. 5 : f_,_i - L

’selves.

",They are there, present in the event._ Are they in the event?'f.‘ A

_'Ar they participants?

_.wé11,~i yes, or no.. It will depend upon whether those in the

-=~‘_event are aware of the camera s and microphone s presence. But, a= "t

;gain, wait.;. Is J.t the camera or the one who sees through ‘the view-
.§finder of th.ch (whom) they are aware? _ o ,'
If a disconnected camera and m:Lcrophone ﬂere simply placed

'there, would those who are part:.cipants in the event be aware of

hese nanimate obJects? Probably not. Not unless they were 1n :.'f'

'J.t must be the human presence of whom they are aware. )

';‘ he cameraman and the microphone man in the event?
he others are aware of those others present, then they are pro-- SRR
;ably aware of these two people, in ‘some. way or another.,T K

Then, these two are participating in the event.

Th" event seems to be a combination, at least, of itself and

,ff'_‘.';lthese two men who see and hear w:.th these instruments.

But, then, what 1.s l:Lve? : The event to which the cameraman f s

‘and the micropho“e man have directed their 1nstruments is certa:Lnly'-
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f-rnot the same\one that is appearing on the face of the monitor, nor

“;;ﬁbeing heard through“the sound amplifier., This latter 1s a record

"of the former.

Well, that must depend upon a number of factors, not the 1east¥.
fof which are two men who are picklng up the event so that it w111 |
S,be recorded on- the mon1tor and the ampllfler., But, remember, slnce

-lthey are there and the others are aware of them, they must. be plck-“'

_EThe 31ghts and the sounds are being recorded as fa1thfu11y as the L

participants (which include the two recordists) and an; optimum tech- fifﬁl

How accurate is 1t? That is to say, 1s it an accurate record?f» R

fing up not only the event 1tse1f but their participation in it, as. f?*‘v

Let us assume the technology 1s operatlng at optlmum condltlon.fgf\




Since the two recordists are participating in the event, as are
those who comprise the event, then the record, to be accurate,_would

;’W.seem to have to include the part1c1pation of the recordists as

RN

:; So,_is this what is meant by live? It must be.:??' ‘ '
1?Then,,it would seem that a live broadcast of an event must be
a record which includes the participation of those who record it.’
Is there a difference then. between the pre-recorded broadcast and
_the live broadcast? It would seem that the only formal difference ‘
has to do with a record wh1ch includes the partic1patlon of those N
»who recorded it.- But certainly in th1s sense they are participants
.:in;the pre-recorded event. _1' ' nE v i .
" From the point of reception of him who perceives the slghts,
‘and sounds on the surface of a television mon1tor and through the
cone of an amplifier, the experience he 1s attending to is a record
'of a live event. So, why is he so intent upon the object? He knows

it is a record.y\

‘PHe and the recordist are p;rticipati in the event in that

neither of them can accurately p;edict its outcome.;}ﬁ

”'And each, though separately and pOSSlblY miles apart, are some-::-'
howlsharing that uncertainty in the same time continuum. ;' ,.f

'}”Imagine, the dynamics of this relationship when compounded by
millions, quite beyond the immensely sOphisticated relations of those.'

who constitute the recordists' “pﬁ~.”}; Z“fgfij”




_those’ ho have not taken the time to study 1ts nature.r Some depth

and pre-recorded.: And came to thlS”;.ﬁ

Vo

fﬁparticipation of the record1sts, fac-

“which’ the record”includes}d

ftorsxof unpredictability, and the perceiver of . the record plus the

a11}ex1st1ng in the same time cont1nuum.; o
If we cou1d shape the "made" event to contain these qualities;__“f

-others

‘and.characteristics, we wou1d be functioning closely to the nature




£ the televi310n medlum’{if%

So, now the questlon mus b?' in analyz”:g‘ rogram classes, v

can.w 'describe the two all-encompassing classes ,_“;VE and,pre--

[T

'recorded?

fOf course we can. »Because in one the‘recor ;1s s1mple conver- _‘.l

s1on.of light and soundato electricity fof the purposes of distribun

7tion.‘ In the other, either film orfvideotape is employed ‘as well.- jff:f7'
: How might we further refine the difference, then? . '

gclass.

These attitudes and purposes are clearlin at least a general

“We are not thinking of simulation as prevarication. We re

not thinking of lying. We are thinking of that attitude which 1s ' o
central to the theater. the attitude which leadslto_forming ex-'.g-f“ﬁf~:r'f

perience in such a way that it appears" to be live.“ This: attitude PR

:permeates much of what we call the‘history of those who work in the

arts of motio Ipicture, also
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That is to say, the the-,l“'u

It 13 an agreed upon state of mind..j

lIn order to maintain this pretending, certain formalities are

The diversity of theater experience and those who follow

agreed upon..




ﬁ :SVSome aspects of theater form are excrutiatingly naturalistic. -
vld for those who accept that shape, the willing suspension of dis- ,'b
;belief must be acutely heightened by a visuel and auditory theatri-
:'cal performance which is very close to a production of natural, every-
day, sequential reality. _ ' Y o o
g Other acceptances are of different kinds.' Some theatrical |
v"ic.forms are highly presentational, as against the representational

"which characterizes naturalistic theater. -In these forms, signs and . -

_qsymbols design the events in theatrical space. -The willing suspen-~-"
V.sion of disbelief has appended to it em implication that if the au-'
- dience will use its imagination, natural sequences, sounds, and dia-

logue w1ll be made to "stand for something else,'

some meaning im-L.'
.plied in their formal combination.‘_ , _ | _ |
Between what we might call representational theater,'on the
one hand and presentational theater on the other, there is a rich
variety in the formation of the possible. e R

But, including the poles and between them, a common element

prevails. Tt is dialogue.,

And whether the theater includes dance and music independently‘ "

or as well - it is dialogue which binds all theater experience to-

'ether.zvft _ ‘
‘}{Dialogue does not necessarily mean words and sentences exchanged
. etween humans being something or someone other than themselves.

.what is central to the idea of dialogue is story telling. And story




_ing.is central to the theater.va't'ﬁimgi,. - S
» "Let E agree that what is happening here on this stage is hap-‘ffr

,:;“f;pening here and nowhere else.' If you agree to that we will pretend

‘”f;.fthat it is true.» And for the first and only time, says theztheatri-fs;ﬂ,*

ﬁz?”cian to his audience.

He contains and invigorates that state of mind by telling a’

story in a way which imparts those qua11ties.‘ e ks
| And if there is a: wi11ing suspenslon of disbelief wh1ch jolns -

"’7:;;us all in that theatrical moment, we will a11 pretend to believe the g ;gi ‘

| ;_story.; And, pretending, if it is performed superbly and consistent
st,ffwith its form, we will all know it is true.1av,

If we have accepted the formality wh1ch is theater. -

;ment of 1ts substance is handled differently, much of the theater s
'3wbuihistory is central too.,;,*“ﬂ- ' ' ‘ o

Until the. motion picture entered Our 1ives as an independent

ifbggform, our theatrical formalities were confined to an architectural
*'1‘space to which we had to go in order to gather in' the experience.v_5

fWhen motion pictures came along, that technology made it possible

vforvthe theatrician-turned-motion picture-maker to exceed the bound-'

'aries of architectural space..Vl

o fﬁ]theatrical form it took he returned to the architectural space of

x‘.jthe theater.¢ And invited his audience to join him there.'”

And in the splendid art of motion pictures, though the, manage-,f,ﬂ;b

When he completed his story, however, of whatever accepted N




ffAnd he requested the same of them as h1s theater predecessors S

',"{’had before him. =

i He said, in effect, f you Will W1111ngly suspend your dls' “‘

f;belief about the actions that w1ll take place here and now, I w1Tl

3fﬁtell you my vers1on of a story.v.'7;~”

And so, the mOV1es extended the impulses of the theater by

'7permitting the mov1e-theatr1c1an to go beyond the 1lmltS of theater

arch1tecture. :

A'iHe invited us to return to the stage, however.,'And built a

';J'{theater in whlch to place hls stage-

v

And h1s stage 1s a screen off wh1ch light is reflected so that

7i?we may see,«

i

= When sound record1ng arrived, he made 1t poss1ble for us to j_,

j“hear, as well.

A unlque character1st1c of televis1on 1s that the aud1ence

-fneed not go to the theater.. Tt can stay at home.H And the " ience‘

for a telev1s1on program becomes a vast complex of separated r1vac1es,

Joined in -a common experience, and often 1n t1me as’ well.«

f:Where is the audience"? If there 1s still any questlon ab°Ut

tory te111ng belng central to the theater and’ to motlon p1ctures, K

take ‘a moment out to reflect upon the word, aud1ence.al;3f*

In the midst of such reflection, we no doubt come upon tele-,f:w

B

“ision s special word for us, the v1ewers.;.

¢t




t the core of our pre recorded ex- ?,,*”

et, viewers or audience,
Of course not all pre recorded telev1slon exper1ence seems @&l
“quite accurately descr1bed as story telllng.- But it is a reasonable

gw'y to try to understand the class, because 1t is the att1tude ‘that

'we”are trylng to d1st1ngu1sh The att1tude has to do essent1ally

”Wlth "th1s is the place where 1t S happen1ng now, ‘and if you will
suspend your disbelief about such matters, we w111 all pretend it s -
itrue -- for the f1rst and only t1me.,_hl : - : ‘i - ‘y

S pSo; some can frultfully think of the broadcast of a. pre record-f"ty

ed exper1ence as a. pretending.,;”l;' E

In th1s respect 1t is d1fferent from the 11ve broadcast wh1ch .

is an event recorded on mon1tor faces and 1n amp11fier columns 1n the

ﬂlpate with cameras and microphones.k__f

'“tfllt is true that this story telllng att1tude is central in |

the preﬁrecorded broadcast experience, then 1t no doubt follows that b-f”*
‘ocertain influences from the theater are active in. the work. ' B
F'QStory telllng in the theater is’ drama Drama is 11terature.

vTheatrical llterature 1s dialogue 11terature.: fb:«>f

“ing’ £ the television medium._h

'erience 1n teleV1slon 1s the notion of story telllng.v.ifg ’ﬁ,fﬁ%j[~3}~f’

gsame t1me continuum as the perceiver and the part1c1pant who part1c- R

NOur reflections upon these varlous phenomena, upon these forms f.?;i*

and- the1r 1nfluences, are being d1rected to our hoped for understand- ;:f n
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dentify its unique characteristics.

Its most unique characteristic, we feel 1s centered<in its

’capacity to convert light and sound waves to electricity.
.. Because of this conversion the 1ive broadcast 1s possible.
:The 1ive broadcast has certain remarkable characteristics to which
fwe ve turned our attention.

| And a question we are trying to answer is: - how can we employ

"lifelike" nature in the design of a "made"" obJect?

‘In coming to this answer, we have encountered a class of broad—u

‘”fcast experience we have called pre-recorded.

"And we are trying to understand the differences which separate

5gthe live broadcast from the pre-recorded broadcast, 1n other than

‘Ttechnical terms.

We are . speculating about a- difference in attitude on the part

fof all participants between one and the other.

It seems reasonable to’ wonder whether the attitudes that pre-r
;vail in the pre-recorded event are: not 1nf1uenced by those which
.have’derived from theatrical expnrience .and theater forms.

| Four maJor elements have merged in this speculation'i the
;principle of the willing suspension of disbelief, the central char—
cter of story telling, the insistence upon the illusion of the first

"nd only time, and the persistent confinement of theater form to

theater architecture.. "F

Television is not theater. No theater architecture: need be -

pery ' [
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rical But, when a pre-recorded broadcast occurs 1n V1deospace, those

;"Of course hlS great freedom was given him when he could leave

he . architectural space of the theater. ‘, And he did so.. But, before

He also went outdoors. . He went beyond thlS archltecture to




Remember, the pre-recorded event we are most concerned with
v'-";at this Juncture 1s the -one whose description we've borrowed from
'literature- the fictional event. -

It is: not an' altogether satisfying term, but it does help us
N tounderstand the 1nfluence of the theater upon televis:.on. And in
('j;j;(employing 1t, 1t does help ‘us to understand attitudes which der1ve

from what we have termed theater space ~-- and oppose those that we

are trying to understand w1th respect to what we have termed v1deo-'
,’g:‘space.. el o ' . C
Story telling 1n the theater is drama .Drama is’ literature.
Theatrical literature is dialogue literature.. - |

'~ And whether the theatrical form is representational or presen-
'_.‘;'tational, whether naturalistic or symbolic, it is humans ‘who perform -
iithe story. . ) v ‘
B : ; Dialogue 1s central to this form, because 1n theater space, |
"'.?humans, as forms mov1ng and voices speaking, are central

) And central to attitudes which evolve from such concern is -‘
_ the one we can describe as pretending. 4' o | .

- A pre-recorded broadcast such as we are considering can be

thought of then, as a pretending

And this pretending, to which we give credence, has come from

: _.our experience in. theater space.

But a new space exists.v We are calling it videospace. And the

perceiver of experience in this medium need not leave hlS home.




:our creative forces.;,;v R R o T
L “Let ] agree that what is happening here on th1s stage 1s hap-
“*}pening here and nowhere else{**If you agree to that we wi11 pretend
that 1t is true - for the first and only t1me. ?Thls is what the
.theatrician might te11 h1s audience ‘were. he glven the opportunity

_For the flrst and only t1mem;v>ﬁ

if,That S the poss1bi11ty Lhat Joins the theater'to te1evis1onvn

,most unreserv1ng1y._ The first and only tlme.

t 1s the first and only t1me.

Because of the unusual endlng,f

qtributor or:theater manager,' patrons w111 not be seated in the\finalf”

twenty minutesn

says the motlon plcture d1s-;,.




;.;we create

The feeling generated in _hat statement can be valuable when

E ;;:7- one. is reflect:l.ng on jthe un:|.que characterist1cs of the telev:l.sion ' .,

' '-i:..fmediu.m

_ In part, 1t is because of the place of videospace, wh1ch 1s

g -,essent:l.ally a p'iivate, not a. pub11c place.,,' " L o
'Would it not be cons:.stent with our understandlng of the qual-j ‘_
‘1ties .o‘f the 1ive event to suggest that if the made" event were s
;formed 1n such a way that the perceiver could partic:.pate in some
:'sense as the maker has, the made" event would be lifellke? '

" j’l‘he television med1um has unique characteristics which tend to_‘.
'support this poss:l.bility.,.- ‘ ' _ o ‘ -

' But let us not mislead ourselves., In no case, does the record .

f. 11fe as it appears in v:l.deospace, be it live or pre-recorded, su-‘:

persede‘actual, ,on-going, ambiant and concentrated natural 11fe.

We_ are'thinking about the made form'".-_not the natural form. .




L3

We are. thinking about form

We are thinking about art.

We' are thinking about art in ar newe'r:’medium. N i

' ’ ;And We are trying to understand the nature of the forms not
only unique to, but 1nf1uencing the telev1s:.on medium
We have come to this. o | ‘ .
Because of telev1s:.on s unique technology, a- 11ve event occur-

ring in one place appears to be occurrlng in another at the same time. B

The appearance occurs in v1deospace. ‘

- The event has ‘the participation of both recorder and perceiver
'1n that both cannot predict the outcome of the event.

_‘ ThlS is the spec1al character of what we have termed the 11ve -
5"broadcast. Though the influences of theahar and motion picture forms

: are certainly present here, their 1nfluence is d1m1nished by the ac-
tual sequential unpredetermined unfolding of natural experience.-v. '. Ly
‘ The event is not "made in the sense we have applied to ‘the -
on-natural" event. : PR '

In this, the pre-recorded event the 1nfluence of theater and -

,‘motion picture forms 1s very great. L

How can we capture what 1s unique to the telev1sion medium




"forms 1ndigenous to v:_deospace. Lo
'_ If subJect, maker, and ob_]ect can- be present 1n the same t1me
continuum, it may serve. o " 'i v A : N =
.' If the ob_]ect is made to appear live the perceiver may partic- o
pate in the feelmg of unpredictability concerm.ng its outcome, Just
‘as" he has learned to do in theater and mot:Lon plctures. o PR
"But m v:Ldeospace terms, not in theater space’ terms.-vll"
_;If formalities in theater space are- de31gned to anticipatea
willing suspens1on of disbellef and deslgned to tell a story, and '
re made to: appear as though they are occurrmg for the first and
nly tlme = how can we apply such. pretendmg, for pretending it |
must be, to the made event des1gned to occur in videospace? |

f ‘Form\ally, we must re31st., Lo R
. The farther we can remove ourselves from the 1nfluence of
heater space, the closer we shall move toward videospace. :‘j-
- The farther we can. remove ourselves from pretendmg, the closer
e Wlll ’move toward thei,nature of the med:Lum of television. . v

If we are able to do this, Vwe may discover the art of the medi- o

'.-It may have story telling characteristics. Bu‘t_:' Ofa newr’.al]‘,‘:-,

at-once order.v; But 1t won 't be pretending. _ _
- It may have words and sentences. But not pretense. It may

have humans But-not'humans pretending, not s1ices of life.










x

The first and.only time. , F:Lrst, yes.“ But why only?

i

Because the technology :Ls movi.ng sw:Lftly.‘ And Just as SOund )

'.record:Lng moved musn.c from the concert hall to the home, 80 v1deo- -i,',:
-tape recording and playback technology is expandmg in the same di-

:rect:Lon ..

'

Lo

And how appropriate. Since that is the 1ocat:Lon of VJ.deospace.

What will :Lt be? What will be the contexts in which this will

At ' ’ - . . .
- .

. Well, for one, it is 1ikelv that cablev1sion technology w:Lll
,,‘have greatly proliferated We will be capable of selecting one from _

j‘many‘-vchannels: of possibility.,. As many as twenty or more.. . :



lcnow 1t today. In this form it may not exi. st at all.
Further, the size of the surface of our monitor wi11 no doubt

have 1ncreased. Indeed, our monitor will probably not look like the

old box at’ a11.. It will probably be designed to. appear more like a

"lank hanging picture.< There will be many sizes. One for every
pocketbook. Some may, indeed, be as. large as the wall itself.

. But, w1th reSpect ‘to our quest, the most marvelous technical
deve10pment of all: we will be able ‘to program what we like, and
in our own time. That is to say, Just as we have a record player
for our sound recordings today, in the future it very much looks
like we will have a sound and sight playback device, as well.
Though th1s technology is with us today, it will probably not

get to the home in the manner we are describing for, perhaps, a

“,,half dozen years. Electrons move us swiftly, however- we must be
o careful about predicting events of this nature too conservatively.

| Given the nature of the economy in which we mnow dwell, if the pub-
.rlic seeks it, the public will have it. ' Or, _whether the public seeks
‘j:';:lt or not, if it seems ‘a’ feasible -means of making a profit, the peo-
"..3p1e may be made to feel we ‘want it. '

© In any case, it is difficult to imagine our not having it, one
_”way or the other.

/" 50 == we mo doubt will. In time.

And when that time arrives, we will be able to program our own»_

o choices in videospace.




L

Journalism, motlon _pictures, and radio?

Or, will we _be maklng'ln: a
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theater'and of motlon pictures.

In the other, the tools and tech-i,""




_What is seeable and seenj what is’ hearable and heard. The material

{of videospace is electronic.' Electrons ‘are quintessentially motion.v;
S In v1deospace,‘the light and sound have been converted to elec-.
:tricity.- Elect:icity is the’ movement of elertrons. And the movement
lof electrons in v1deospace can be designed to look like and be heard v

;like the natural world., The images can be representational. The

'Limages can also be. made. to look like and be heard 11ke whatever shapes

fJWe choose of an unnatural kind., To be sure, we who' make, being humans, :

Tselect our images from our experience of the natural world But given'
w;fnature as a source, our. experience and imagination as perspective, we .
.”fican comb1ne 1mages 1n such a way as to create a form essentially re-

;1afﬁferential as against representative. . |

S Motion, or. movement, is the combining.' ,

Motion is. irrevocably central to an understanding of. the medium,

-because electrons are central.

A motionless e]ectron is almost unthinkable, because to be mo-
gitionless would. be to change its nature.

' The face of the television monitor upon which visua1 images

“hiplay is of two dimensions-fheight and width.» In this respect, it is
ﬁ.somewhat like the surfaces upon which the graph1c arts are played.
ffTheirs are two-dimensional, also.,'_' :.’, '",7"_7',,f ;

' ; Because of the electronic nature of the television medium this
ftwo d1mens10nal surface is in motion. ﬂ - ”5a,f.'5-’ S

And though its height and width can. be variable, it is always
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.in th ,;ratio of 3 x 4. This surface is three units high and four o

,ts w1de° a rectangle, 1n effect.;- .

: This is the territory, the geography of Videospace, ThiS, F&);tf'
._will change, but for the moment this it is. ' L

Electrons are the material from which 1mages are made in v1deo-";;-i i
‘,i’space. _ But these electrons are the result of a convers1on of a 11ght e
.source and a, sound source to electric:Lty. S .
. It is this notion of convers:.on which gives us a clue to a new ‘ ‘,-'”.; ’
way of‘thlnking about the medium whose express:.on ‘can be obJect:.f:.ed
:.'videospace. ' : ' ' ‘

For, in the principles of conversion we come upon a new kmd

.able to us if we elect to acquaint and sophlsticate ourselves w:.th

.'these new 1nstmments. e . :
‘ : ‘Mlcrophones have been w1th us for a long time. Audiotape, a i
"'lesser t1me. Electric cameras even a lesser. And videotape 1s the
ewest of these four. o " ) _ i
: Microphones and electric camera,s convert sound and s1ght to
electric:.ty.' Audiotape and v1deotape record and playback devices

onvert t"lis electricity to a compatible mode whlch makes poss:.ble

the retentlon and’ reconversion of these impulses.,

'.:Amplifiers have been with "s‘ for a long time. , Viewing-monitors

for a lesser time.

;of 1nstrumentation. And 1t is with these newer instruments that new P ;

;forms of expreas:.on may emerge. 'Another means of expression is avail- E




- These, together with the modulation, amplification,vsynchroni- -
L }zation and storage circuitry required constitute the essential in-

f'fistruments of the medium.. Electrons are the material‘

‘ Videospace 1s that env1ronment in which the combined conver- ;
iihaﬁfsions of 1ight and sound to electricity occur perceivably and formal-
hi;; Though we have tended not to think this way, this is the only
f57environment in which these conversions can occur express1vely, save
’ one.v';.' ' ’ . o

They can occur on oscilloscopes, as sine curves and wave forms.

z;But this form of expre531on is less readily available, it having been
f;fdev1sed essentially for the engineer to realize and measure the fi-
;i“;nite character of electronic motion. Convers1on, modulation, ampli-
fffication, synchronization, and storage is maintained by complex cir- o
";fffcuitry, and the relations of these circuits and the power which sus-. »';
?ﬁtains the flow of electrons through them, must be balanced and syn-
fchron1zed.-~ . -

ljﬂ.};: , Balance, synchronization and measurement is perceivable.: Since

x:hgthe e1ectron flow, 1tself 1is not perceivable d1rect1y, its. activity

!18 indirectly known through recognizable patterns appearing on the
;surface of these OSClllOSCOpeS.: And though one can argue that this

" s a form of expres31on, it'is- such only insofar as it serves the

experience occurring in videospace. .

Indeed, one may even use the sine curves and wave forms, ‘but -

. l
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Apparently e are-hearing all the time

that' it is always with us.

We are hearing.-

But, do we listen? And what douwe

: relevant unless one is speculating about physical laws. Sound is




————

i
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o The fact that few of us spend much t1me in vacuums makes
’fsound s all-embrac1ng presence constant.. But somethlng else. 360 _
‘Zdegrees worth. Whereas the other means by wh h the outer world im-
'filplnges on our nervous ~ystem tend to be d1rectlonal the remarkable
; .;capac1ty of the human hearlng organlzatlon g1ves us the power to re-
| fcelve sound from all degrees of angle and directlon. And>81multan-
_eously. If we listen. '. :_'_ . . o L |
l, We are wrapped 1n sound. We are bathed in sound. Soundube- '
‘:fn:comes the very texture of the a1r through whlch we breathe and move.
.luffrom the moment we emerge from the womb.. Whereas, up to that moment,n
;5?fwe had been bathed in a salty llquld flu1d -- when we leave our
fimother s warm ocean we enter a new env1ronment., And we are bathed
"féiln sound.; A1r is not only sustenance.‘ It 1s a contlnuous medium --_L
'Izlifor sound to m1ngle and shimmer in. And no matter where we are w1th

:l7respect to the qurface of . the planet, ‘we are always at the center of

zlysound.- In every dlrectlon we move, we are as a sound-borne Shlp 1n-
';terruptlng the remarkable convergenc1es of all else that is and move

v‘ “ Certalnly any aspect of acculturated man would not have ocrurred
1;the way 1t has w1thout thlS audlble presence.. Speech? Reason? thif
'j-ferature7 Would any of these remarkable 1nventlons been poss1ble if -
ffall were absolute, relentless, blank endless 311ence? Helen Kellerid}
lip_wouldn t have been able to'ever: speak 1f it had not been for sound
f?gshe couldn t hear.f And were it not for thlS 1ncred1ble capaclty, our.

vfdpredecessoxs of ‘some thousands of years would not have d1scovered the




;mysterious voca1 folds.; How much is speech ‘a copy -of un1versa1 sound?.
How much is rational thought? Sound is a super trip. And men com- .“
jmenced the Journey millions of years ago."' ‘ ' »
' What magnificsnt order of the human nervous system has accepted:
the respons1b11ity for hearlng? What keeps each of us’ from belng lost,
athlng, and others another as we a11 congregate to - do whatever we a11 |
fare doing? ' 4 '
‘ Shakespeare wanted us to 1end him our ears. Lend, not.glve.
“He knew that would be imposslble. He probably‘also knew that words
were not enough. | ' o

v-" And they aren t. Not when it comes to thlS super Journey we:
igfare a11 taking 1n thlS Sea of air wh1ch 1s the spec1a1 enV1ronment
p;;of organic anlmal life ‘ Words are. not enough if ‘we choose to listen.
e Muslc attests to that. ,. ' . 'A o

And music is simply another ordering of sound possiblllty. And"
eg;what a composer does is coax out from ‘the immense mosaic another as-’
:{Zpect of man s unlnterrupted statement of pattern.x He makes a klnd
:?of bas-rellef of sound ‘He employs h1s capacity to be discrete. He
fuses his discretlon, g1ven certain soph1st1cated perceptlons. And
if;if we e w111ing, we might hear what he hears. What he hears?

R Where did he hear it 1f it d1dn t exist before he. d1screteiy

‘ made it?.. Made this pattern which 1s his ordering of sound perception.

" He heard it in this sound-alr we a11 1ive in together. And some

i ,‘9,1" e T
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"’.;fordering pr1nc1ple present 1n h1s nervous system mulled 1t over.

LY

“”;fAnd came up w1th th1s poss1bllity which he made. And 1t 1sn 't a

’ﬁ-fword.» But 1t 1s sound., And we can hear if we llsten.

‘z‘.f@“ Now, take telev1slon, for 1nstance. Those who manage and are
Kw'respons1ble for th1s technology do so as 1f they had no ears.v In
o ;v1ew of the nature of sound presence, th1s 1s almost 1ncredible.,

'm_gf'But, not qu1te.v Because we all must know that we of the Western

?l:world have been taught and gu1ded by a rather narrow pr1nc1ple. o
ﬁfseeing is bellev1ng. It s not the only pr1nc1ple, of course, but l
l?ever since we started to reason, wh1ch apparently began about

.,ijlato s, t1me -- th1s notlon of see1ng is believing" has.permeated'.

.imuch of our llves.. 0f course, it isa true statement. But, so is

i“;zf;"hearing 1s bellev1ng,. or smelllng is bellev1ng, etc. Apparently

’,[we ve put a.very . great deal of our attentlon on this ' seeing is believ-

a”“iilng matter. And 1t may have narrowed our’ exper1ence. Not'that
':ffllfe for us in the West hasn't been enormously fru1tful for it has. -
'%{jBut perhaps there are marvelous qualltles nat1ve to ‘the human organ-
it%i-lsm wh1ch lle fallow.~ Because they are not touched only by th1s
see1ng 1s bellev1ng wand o v » ' -
» In any case, those who concern themselves with the shapes of
Tﬂftelev1sion have not been very attent1ve. We who work in th1s med1um
liithave not played much w1th sound. ' : ‘
Tell a v1s10n.v~"' -

Of course, radio took care of all that, some may feel.b.Hearing




is belieVing, for those who manage radio.l And‘when television'be-
fcame a part of our 1ives, many of us Simply turned our ears away.‘
;WfNot actually, but apparently. This, too, is understandable when we
:t}remind ourselves of teleVision s invention" ‘to transmit (electric/

:ﬁ radio) photographed images. - v _: R .
; v But now we' re becoming aware. And some of us are beginning e
rﬁto wonder about a medium whose capacities ‘are greater. '

_ The television medium is as capable of giving form to sound
askit is to s1ght._ To fully appreciate th1s, however, we must begin |
_to listen. , "_ . . _

; The techno]ogy is avallable. Therelis.simply‘noVQuestion'
about that. : o :

.. Whatvwe have to realize is that experience is limited w1thout
sound.~ Indeed it isn t even true. ‘ '_ " “ v _

.:l?f And furthermore, as. we listen -- learning how to believe this:
:1;-'we have to attend to the fact that most of what we hear is not a
jcomposition of w0rds. _ :
S .’ This will be .mmensely difficult for those of us who are re-
1fsponSible for teleViSion. Partly it w111 be difficult because many
;of us do not attend to images,_Sign or: symbol in sight either. Most-
gfly we re concerned With getting something distributed somewhere.

. ‘v:?fAsﬂ’-- with respect to sound --'someone s fingers mOVing
across a piano keyboard, or someone s lips pursed about .an oboe reed,

_or"the bell of a horn, or a bow slicing a curious space' or someone s




H'mout about to. speak‘or sPeaking'l'Or teeth. ;6r*hands.' Or‘feet.":

Orvwaistlines.. Or throats and stomachs with little jackhammers

'"ifloating in them performing bubbles.- Or print floating by. 0r: faces.

.:With hair.‘ Or, without hair? All'of “qt, {Distributed. Somewhere. _"
| 3What do we hear? P | - .
iDo we hear anything? "Q”
'.fWhat is noise? o

’;'The televi31on medium can: be a hearing and a seeing. And"a”w‘

~

"~,And a believ1ng, if anyone cares about that

".l'ubism, collage, mosaic.

:j,In Slght.' In sound.. Out of 31ght.. » .
""~Just as light, not illumination, often reveals 1ts obJect in

shadow “= so sound not worP or music, reveals 1ts object in 31lence

“;"'at least, its muted absence.' 0ften.; But not often enough in the C

television medium.“

Just as general practice in telev1sion reveals an abhorrence

for "black" (an absence of picture), so does 1t abhor silence, or for‘
?Qwhat passes as. absence of sound.; ‘.; G ”H ;. S )

: So great 1s the concern for an object of distribution that an ;"
unrevealing fear guides the minds of those who manage the medium --’““

the fear that if there is "black" and "silence" the distribution ob-

"the viewer, will 80 away. Of course ‘he won t go. away. He "-

. ject,

I

tiontelsewhere.J Would he d1rect his attention elsewhere if others

:Unless at that moment he dies. But, he can. direct h1s atten-_37"




Eattention were directed to him whose organism 1ncludes capacities

‘or "lightless and soundless landscapes? For those "blinding

?sights which are h1s alone? For that timeless vacuum of the spirit 1ﬂb3’:

}that "unmanaged," is capable of being 1nstantly filled? Who knows?

"'l f”Can we think about ambiance, together? Ambiance may prove to

fbe for the art historian of the future a very central part of the :
;subJect matter of the contemporary artist. The television medium 1s
iremarkably conformed to g1ve meaningful form to ambiant s1ght and

We are all becoming so acutely aware of one another s pres— fgj 3ly

;ence, whether or not we. want to be.. The artist no- less than the

P

‘:est of us.w And so much of the contemporary human act is manifest

finlwn ambiant present.

R With respect to sound for 1nstance, noise has other meaning
;than that attributed to it by those remarkable mathematicians and

fhscientists who devised the organization and language of information

ftheory.- From which the todels. of “the communication process havef-f
%grown and made their mark. Noise;is not simply interruption of sense ;
;and reason, not merely ‘an. intrusion upon an orderly condition.; In :
’;Lthe urban life of modern man,,noise can: be thought of as texture inllfifffiﬁ |
fand out of Which our aural consciousness weaves our individual thread |

;3of perception. Out of which we keep track of our identity in the

t;sound-air through which we move.g A sound artist might proceed that

ﬁway._ Instead of suppression, it becomes awareness, an 1nvitation to ;




“ flgjf;the clock ticking on the mantel, plus the baby stirring in the other.
:f?;room, plus a neighbor shouting over a can of beer, plus the dog bark-

5;5;fing, plus an airplane flying overhead.. Plus, the awesome awareness

"*-f'-.ﬁ«time in the old way..’ LR l

'ﬂgfbe discrete in another way than target consciousness.

Do you ever have the feeling that the clnrity we seek is not

S fat the' center of | our \ttention, but at its edge? That,-somehow, the

;“;:;?sound and the vis1on is trying to- break through at the outer peri-

Hf}meter? That that' s where "the other" is, and that we must turn to
’*listen and to see? That the ' natural" order is no longer sequence?

"T;lThat sequence is SOmething. bUt not enough?

Where is where we. are_when we' re trying to. make out the sur-.

fface of the moon through the thousands of bubbling dots that are
'f';%brewing on our television monitor which is almost instantaneously
"'f]reorganizing radio signals into recognizable shapes that were first
";'light reflected through a lens to an electric/mosaic in a telev1sion

"1ﬁ-camera 280 000 miles away. Where we are is where we ‘were before it

4
. B

":: And with respect to sound, was it only Frank Borman' s voice?

‘ ";,TVOr was it his voice, plus static, plus other voices at Houston, plus =

“.}fof our own heartbeat thrumming in our ears.v Plus our wife s exclam-
}_ﬂ:ation as we knocked over the ashtray while jumping up to’ shout "Look

"y&at the bloody moon'"' '

And then, looking out the window.» Andvseeing"itﬂfor"the_first




e

The television medium is a remarkable means to express our-'

'uf{many to share the natural sequential event..

Offsound, there is more.:f"

So -F;here is the medium other than an agency for distribu-'

5 3tion.; Here is the newest surface, the newer space. d in the

-ffnewer Space we can hear one another. But, not necessarily as jour-

‘.*vnalistic documents.~ Nor as candid photos with candid sounds, a11

ifhisliced out of 1ife. But as real, where we are a11 makers.A

An idiot box? Why an 1diot box? Who decided that? SRR

”iselves in the ambiant.. Just as it 13 a remarkable means for a great

Yes, there s 1ots to be said for television._YMorefthan-neets







Not always, but very frequently.,

‘fiine'of a proscenium arch..

And when he cannot see' the proscenium arch he might step

‘more or 1ess 1ined up 1n a. slight- ’?'

”1y arcing row{ as in the orchestra., Not always, but a very great deal

ead and see the 1ighting instruments ofﬂthe theater.; Yes, some

, But;,byvandf

‘studios employ slight refinements of thefinstruments.




He may dlscover other clues.' He may notice{how quickly cable
ui-?can be tied in knots if the cameras are moved 360 degrees. They are
‘rarely moved S0} power outlets are usually lined up along walls.

";,Not always. But quite frequently. -

"of course, the very strongest clue of all will: be the set.
.;Though the d1menslons of its flats will-be of a d1fferent order than
f;:those used on the stage, they will have a similar shape and, ‘more
‘lg} frequently than not, be made of the same- materials. ,

| Another clue m1ght be perspective' the way a painter has ap-
f”iplled llne and color to the muslin surfaces. Or the pot of sizing
o jstanding by with a still-wet brush where a newly erected augle of '
ui“f;‘cloth has been placed to appear to look like the corner of a build-
'f:'ing. "'

If the studlo is being used to contain a drama that day

) -fifthere w111 be planes and angles,’steps and masses, glasses and spoons,
'3JTi;fand chalrs and beds and food and water. And pillows and, cupboardsr

hfh'and refrigerators and stoves.."

And if anyone is having difficulty understandlng the emphasrs

t}on moving photographs being distributed from one place to another,
.move around this simulated real" made world, and see what light waves 1
,iwill pass through the lenses of the cameras.-.j | ',

o . Those Who are responsible for that environment are essentially
{concerned with theater space. Only as it applies to . an accurate ‘trans-

;fer of the picture are they very much intnrested in conversion. _7

Cow0




’.

».:5: Conversion has something to do w1th electr1city. Let'the~‘v
'ijengineers concern themselves with that.g;_ ' '
Theater space is only a few feet away. Videospace isfmilééf’
f.f'awaY.,i{" R | L LT

V1deospace is the depos1tory of a thousand nerve. paths. The-

p ater space is of the body, of the outside of the head._vNot ‘the in4
pf;h{" s1de.v The out31de of the spir1t,_not ‘the 1ns1de. , | '
Lo Theater space is concerned with matters that are experlenced

from the outside in.. V1deospace is the other view of that possibil- ,
ity. . ' |

What is theater space with respect to a- televis1on studio?

Y 'TT It is ‘born of the arch1tecture of the theater. And borrow-'
1ng from the history of motion pictures,_if we can afford it,,our o
studio is huge.' It is as large as our monies will allow.‘

'~f:"Silence,' announces the floor manager. Manager' Stage:ManQ

»-Jigéer! :Manager! L , ,

. x'~,; "Places, please,? says the other._n'“ o : '
D ;How in heaven s name can anyone function,"llve ‘as another isf~

; ( 7 polnting his finger witn one hand and toward a red light on a camera';f

| .'withtheother?w R RS RS TS

| . Red in our culture has always implied danger.: Stop!}fBewarelffh

v

:’;Don t“enter’ Stay out’




f'{-‘fgoing backstage. Or on stage. o e : .
o TheY are probablY designed in practice to have something to

1do w1th a curtain going up or the mystery of mov1ng out - of "real" ‘? ‘.fv

ilife into preten " 11fe.<vpsg

fof that intense psychological shift.: And even he tremb1es at’ the'gsﬁbf'

lleap he 8. got to make.{i;ﬁ;f’f:

The non-performer is often wiped out.‘ How often the screen 1:.
reveals, in the early moments of a program purported to engage non-a -
;performers, a stiff and un11fe1ike individual who, as the exper1ence f.c-
7punfoids,'we discover 1s a human like ourse1ves despite the pretend
v,environment 1n which he has been asked ‘to function. | o

He 8 in theater space a11 right, and how uncomfortable he often
;seems.;,And how uncomfortable he often makes us fee1' ' »

: 'i.gﬁeis‘in theater space.‘ He d be better ‘off" at home, where he‘:ﬂ‘,
ocan'trust others to accept him as he is.p-* v '

No, unfortunately, theater space is not restricted to the fic-*"“

:tional event in a telev1sion studio. ff o

The ter_is:practicallyfaiwaysethere. _L1near, discrete, formed;

Actually, on1y a professional performer can hand1e the shock ;,fflfw

e




- motion pictures which has created this dllemma for the non-performer.b o

For the performer, 1t is not even telev1sion.- It s the stage.

With cameras and 1ights.h Or it s the motlon pictures. With cameras" ::Tfl

11 'and 11ghts.£:. L s B g ,
| "“; It s only television if it s broadcast live. And for the pernf N

B

former whose tradition is theater space, like those who sustain these:

( conventions learned from other forms -- 1t s the dlstributlon that he S

v.\:'
i

is most concerned about.'b"

'ﬁ;E From theater space.- Which ]S in a’ television studio. Which

"zis like a motion picture studio.‘ Which grew from the forehead of
fthe stage.xl o T b‘;f - . '_

. Theater space is. close to telev1sion as distributlon medlum..':fsf”

fVideospace is close to telev1sion as medium.;"f" A _ V.vb

e Both are valuable to our cu1tural life.» We ve had plenty of ;miff{. ;
the former. We might now begin to think of- this newer way.vgi S

B In videospace the images can be human-llke, as are those drawn

from the history of the theater and of motlon p1ctures - from theater_"

vpace.leut 1t may be true that they are more videospace like 1f they. .
e conceived w1th the television monltor 8. motion and 1ts two d1men-<':’
ionality central.:‘~*:'x" - : :

iThey may be closer to the nature of the medium -- its "11veness

0 predetermined not rehearsed, not fixed.‘ But emerging from a cir(







i
_Take a film documentary, for instance., Where do these in-




fff*the theater play ‘any part 1n such substantive decisions?

- :f'What is the essential difference between news that will be :fﬂ
presented each day at 6 OO and 10 OO p m. nd a film documentary ..
which 13 aSSigned to a filmmaker in March to be distributed by tele-; o
viSion in September? ’ ' o L S

: ) The edges are blurring.- Is there something in television |
;;that is- contributing to this confusion in’ def1nition? »

' If it 13, it must have semething to do with this unique "live
“ffeeling everyone has about television.'-»e o ‘ ' o

( B For instance, the news that is to be distributed at 6:00 and"b
3mi 10: OO will be preceded by an announcer s voice which w1ll say $ome~
ig,thing like this. "Channel X brings you the Channel X News - live from»jr
v.:Central City. Next we are introduced to -an indiv1dual of coridal |
;'but authoritative mien, who as a rule, 1s Just completing the shuf- S
,lfling of some manuscript papers at his. desk. He looks at us. 1ntent-"~.~

;{ly, introduces himself and proceeds to tell us what is happening.

__; is telling us what is happening? o ’ L

y,i- Most important to the point, however, is an’ announcement at

: end of the program which has included (besides cordial and pene-rh f'
trating authoritative individuals) film or v1deotape inserts.:{A ‘

graphic statement will read or. an announcer will say, "portions of ,?
'the preceding program have been pre-recorded "':2 R

| Those who manage the television medium seem. to want to be cer-nL o

'tain that we are able to distinguish between the live and the non-live




T

This super consc1ousness of "11veness octurs;again and again’

Another question that troubles Journallsts'f whst is an edi—.'




ing a point of our concern, as well. ls he telling us he has pre-:

53 viously written the words? .Who_ wrote the words? Or, is he looking
' for his place? T ' ' " R
| Is he a performer, a Journalist, or what? ) ,
Is he able to tell ‘us how he feels? Is he able to keep from

telling us?

When 1s he allowed to tell us, and when ‘is it bad form? "_v}- : "
Bad form. What is the form?

\

: Many of these questions will appear either irrelevant or im-

BT

pertinent to some. " For 1nstance, everyone seems- to know- the differ-

o ence between the news and a film documentary. But do we actually?
In e1ther presentation, are we. clear about the histories of theater, S

journalism, motion pictures, and radio as they influence our efforts |

in television? Do ‘we know how these inf1uences shape the substancesv,
our efforts contain? B R '

And do e apprec1ate the importance of understanding the dlf-'

t'fﬁferences which separate the 1ive from the pre recorded event?

Television seems to possess dynamics not attr1butab1e to other R

. 1

’:pIts practice alerts us to a certain consciousness we may not f'

VAR [N

ey e

”'zhave previously experienced in our acculturation.
o Newspapers and magazines seem to be closer 1n lineage to 1it-ifh
‘ erature.; Public affairs, news, and fi1m documentary programs appear}iﬂf.

;befcloser to motion pictures and theater history which, in turn, tff;,L




What 1s a public affalrs program? How does its class d1ffer

ifrom that whlch'ls“conventlonally termed cultural affalrs"?

Is one oplnion and the other not? Does one approach more‘

v

%gformal def1n1t10n,,as sayAart does, ‘or does the other have, itself

‘“a recognlzable form as formal as those attribu*ed to culture?

Are news and publlc affalrs allke? Is there any news 1n cul-

tural affairs?




Is culture the back of the ,book?

What: hlstories are feedmg telev181on 1n the subst:ance of

'these questions? Which predommates. theater, journal:Lsm, motlon

.plct:ures, or radio?

Every question which can be narrowed t:o auditory experlence

exclusive of any visual revelation, can'be asked of those who managed

radlo before the advent: of t:ellevision.“ And t:heater and Journalism
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' a'r'e,.there? S _
‘ The live televised event occurring in natural sequence may be'
described as. being of two orders. (1) ‘the sporting event: comprlsing
Vtwo or more forces meeting in some kJ.nd of organized or formal com-
petitiOn, (2) the Journalistlc event" where-in ‘some soc1al experience
. regarded as newsworthy is brought to. the center of our attentJ.on..
3 o Some may quarrel w1th the use of the term natural seqhence,
'-v:but the 1ntent, certainly, is c1ear. We are thinking here of those i
:experiences whose sequences and outcomes cannot be wholly predicted.
These are not the on1y kinds of live televised events occur- .
,:_ring in natural sequence, however. Someone has suggested that the -
only form. which has been truly invented for television is "the game
:'v-\:':;show. ) Whether or not this 1s accurate, this kind of experience can

: 'ialso be classed as an event occurrmg in natural sequence. And in '

common with the two previously suggested its outcome is uncertaJ.n. ‘

',This is readily appreciated when we | recall the deep disturbance that

transfixed the te1evision industry, the public, and our national
'Congress during that period when certain game competitJ.tons had been )
'_'exposed as "fixed" or, to put it another way, their Outcome predeter-v |
':“mlned. _ .v;:_ U | . S i o ‘
( Though we can identify other kinds of 11ve telev:Lsion trans-
.missions as appearing to have different characteristics, carefu1 re- v
f1ecti0n w111 no doubt 1ead us to conclude that instructional broad-

’casts, be they of the order of medicine, industry, pure pedagogy, or

i, .




daily newscastlng are esseni:ia113r of the same order == if we are
L - ""speaking of the live, televised event, - . . ' N %_ ' .
’ SRR B For those who would wish to quarrel with -- say - the 1ive

,.newscast, note the delight, if such 1is the tone -- or despa:\.r, if it

! v-‘f.,_.fbe otherwise - with which we empathize w1th the newscaster who loses‘
his cue, his place in the script, mispronounces a word, or who is

left unsupported when some aspect of the sequence which he predicts
’f"'v;:fwill contain him, breaks down. ' o ' ' |
L So -; on. the one hand, we have the live telecast, be it orig-'.:' )
_};"-ination beyond or within the . studio complex. “And “on the other -,----'? .
L We must 1dentify other orders of our conventional television

o experience. Remember, we are 1eading ourselves toward as clear an

_._.v"v-appreciate the nature of the medium .- exclusive of 1ts broadcast -
f-‘,_'"-characteristics. - ' '

It is likely that it is because of television '8 distr:.bution '

_ »H{thions. And, indeed, unt11 the American film industry assimilated _
: _":".'the truth of television s distribution capabilities, it reeled from ‘_""‘ .

i -'_-',v:the 1mpact of television s . swift, economic challenge in the early '50'5- |

_'-""torily despite the low level of television 8 monitor registration

;,3,‘-.when compared to fine movie prints, the film industry became a part

5 ‘f'of the television convention.‘; More than that, however.

- ut?derstanding of form as we can muster. This, so that we may finally,

L ';f‘character that film has become CLE much a part of television s conven-

Once it was understood that film could "be distributed satisfac- o




B o
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Filmmakers began to discover the documentary and its wide

! . proliferat:.on through electronic broadcast. :

So 3--"among ‘the forms of telev1sion are the live television - .‘

broadoasts as we. have outlined them plus- the' distribution of films o
made for television.. o PR ' ' .

s _Added to which .are’ those re-issues of the previously per- _

formed‘ movie house f ilm.

But there is still more. These are not a11 there is. And, .
h:generally speaking, it can be said that at management levels in the
j’*. television industry, it is this last class which has given our pub- .

,-:..l:Lc image 1ts most debatable shape. These are the so-called cultu-'.i ‘

i’ii‘vral programs which, in the incredible history of television broad- o

casting, have employed every class and order described above, as"
-'._"well as combinations in every conceivable way. . . '
':"'f?i'ﬁ"'l‘here have been live broadcasts of cultural events.
:;'There have been filmed broadcasts of cultural events.

:';There have been broadcasts of cultural events that were de-

’ ‘v"
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cmaut S A

';"f' " - Proponents of current telev:Ls:Lon practice have often gone 'S0 ." L
' far as to suggest that since practice has established _one order of

xperience as news and public affairs,' all other orders must be

S

cultural ",

,Music programs have been made and broadcast in all the var-— -' -

'ious ways suggested above.v-: Painting shows, dance programs, programs

Aon culpture, on architecture, on- poetry, n the novel. "Theater

is=frequent1y performed or telev1s:Lon variat:Lons of it, at the

- very least.

It is likely true that few serious students of art, however, .":*' :

would. agree that much art has ever occurred in televis:Lon. o
i '__'.'Art and television have not Joined in practice, and this may
be partly true because the cultural" pr0gram has appeared to pre-'-~ i

'empt" the possibility. This, coupled to the emphasis on television

}-,'jbroadcast may have ‘been the inhibiting factors, as competition for

high stakes in the marketplace began to shape 1ts practice. A "

In exploring the nature\of _the medium, some have come upon

\another kind of te1evision experience, another kind of program. '

,1t is th:\.s kind of possibility that might make the artist feel he

.1s welcome in the televis:Lon 'environment. :










} e ous

"::"_"tric cameras, three videotape playback and record devices, and one
"v..film playback device. . R '

¢ . In conventional practice some m1ght say we have three pick up

: _-";points, three sources. '. Because we have three cameras.

- Another way of looking at J..t however, will show that we have

tape playback dev1ces, and one . film playback device.

' In this case, the third videotape machine is to be used for
,"M primarily. o ‘

We are: not here concerned with live broadcast. Ve 'are' eoncern-’-j_'
ed w1th the pre—recorded, the made event. And, given the ways we
;,.have suggested thinking about this we are attempt:l.ng to create a
“‘condition which will permit the medium s unique character of "live-

’ tooccur. o _ ' .‘ ‘ , N »
“ﬂOur illustration is a meet:.ng point for our reflections. 5»‘
Conventlon would. organize this experlence in essentially the-‘
atrical or motion picture terms.‘, B “ o SRRt
v'{-The other possibility is the one we are calllng "the mix._

. _.In the former, the images to be contributed from the three -

cameras, the VJ.deotape and film p1ayback devices are predetermined

story telling, Wllling-suspension-of-disbelief fashion. R

8 many ‘as six pick up points, sz.x sources.‘ Three cameras, two video- RS

land1t1med as feeds leading to one another in essentially linear, PR

In the 1atter, as many as s:l.x s rces will feed images to the _' e

mixer who will determine their discrete re1ationsh1ps to one another::




as it all happens in a time continuum common to all participants. -
o He ‘has apprised himself of - the potential in each of the pos-
sible s:.x sources. What ‘he" does not know for- certain is how they
_ | will be mixed together.' He will let that happen to him and to all
“_of those participating as it occurs in the time they will experience
o -',"-'together. s : ' ‘ ‘

In convention, the experience tends to be predetermined, pro-a

b""""uced, pre-planned, rehearsed where there is usually something like S

'a script._ Whether or not a script actually exists, those who are 1" e

';-:central to the recording are employing attitudes which are script- " -

: :_;.:like._ They will have a timed outline based upon previous experience o

.fof a: like kind, or, at the least, upon the prediction of ‘how the event :

‘should" go

‘_.-Within some prev1ously circumscribed limits. Within such limits L

'v“’:_they will be antic:.pating considerable freedom of action. Each in-v

_ter, and for the cameramen, through v1ewfinders which will reveal

x

:not"only their \source images, but a portion of the mix’ as well --

f.ing‘each will '_be asked to contribute to the final mix. : And each is

7°°ﬁ“1°“3 °f the..,.'vact that. his contribution will aftect that mx.,.. e

S 1,.,9

o o A

In the new way, the mixers will be attending to: possibilities ' -'_'

‘dividual related to’ sources will be anticipating his participatiom.; }».'?:.‘

rom Various monitor faces situated elsewhere than in the mixing cen-f:,‘,l‘-”,‘,

';all are. aware that within limits circumscribed by mutual understand-

Given sophisticated and thoughtful people, this non-conven- f' e




itional way of making offers a new kind of creative experience in
"V:"";_:television- R .’ " | | ‘. | . ‘, -
o The richness of the experience of interdependence is very

‘:'.freal and possible._, Given an attitudinal base which Joms them a11, |

the old categories and definitions of who does what breaks down. - o -'}.'

= A11 are part of the creative process. ' 7

In this condition, the term eng1neer becomes thoroughly
"'""vf.“(blurred. '» i R L ,
s In conventional practice, the director and the technical

»V"director are central, though separate. ', .': T

In the newer way, they are both mixers experiencing their

) :,,.':".:centrality 1n a time continuum commonly shared, where subject,

making, obJect, are a11 in process together. O "f S

The creative excitement -- yes, even mystery --‘ in thlS shared':

"."I:I"meeting is very much 1ike the native human condition. L
‘ Though many unsatisfying attempts at the mix may precede the ',
‘,final selection, even in that process the natural human condition

;'is sustained._ And when, at 1ast, the "lifeness" is caught in, the c

;finalv’ ix - it is very difficult to be specific about who d1d what. . :

About (who made it ‘

One has the feelingvthat in its completeness, it is continuing




 ew T T

""occurring for the first and only time. _,.'.-:‘j,-‘

Let s return to our il.iustration.j We will look at 1t from

K the_ view of those who susta1n conventlonal practice.«.;
‘ The three cameras are in theater space. Whatever the camera-
men are focusing their lenses upon has been designed and 11ghted as-.
theater space._ ST TEE PP R » |
» With considerable respect for our work heretofore expressed
: :"in the history of television, any princ1p1e of organization, any b;»
’T;'formulatlon of an. aesthetic has der1ved from our - fundamental atti- -
.tudes d1rected to the management of image in this space. v ..
o But, as we are considering our illustration, we are trying,
-"j: also, ‘to think about videospace. . ' _ . ’
“ Would line, mass,‘ color be employed in the same way? N
Videospace ‘is of the ratlo of 3 to 4 and is two dimensional. .

,',Theater space has .no. fixed ratio and 1s three dimensional. V1deo-

) ‘_'-.space is closer to that in which the experience of film occurs.

“'Theater space is more 1ike that conformed by the stage and arch1-

'tectural space. V1deospace is graphic and motion 1s inherent in

As graphic, it 15 primarily presentational.‘ Theater space is

'tational. In theater space, movement tends to be d1rected and

fov ed as'representational experi nce..

V1deospace, the surface being :

sentat ionally




——— o

:theater space of televi31on 1s very much like the d1rector who suc-;*ﬂ

'ssfully composes for the stage - the experience each is- str1vingi:7

to achieve is essentially natural lifelike, sequential. Those who'f\9°.“

work: in videospace are seeking an experience which is not pretense.iﬁf

It»is'what 1t 1s.;¢;"*5?"

One often gets the impre331on that for those who work in: the"'

*theater space of television, the experience occurs in. the studio. -

For those who are discovering new ways of making in the medium, the'"

k xperience 0ccurs in' v1deospace. There 1s no suspension of dis-'

'elief" as is required in:theater space, and as it 1s 1n the theater.,::w'

5V1deospace contains th - ct.v And there is little confusion about

,that.,

Any more than there is- 1n a fine painting, a fine p1ece of

rint, or even, an. imaginative mov1e whose makers are c1ear about"

,hat they Te doing'f

2Natura1 lifelike, sequential" 3. whatare these words



s to a recognition of this difference that we are asking
t- y ‘r ‘;attention be turned.r, - :

One is like narrative and t:arget-oriented. The other is like
ic'and if-you-are there-you ll-get-it oriented.

The- other is process. S

. ;'Apart from those we name performers
o f-'..:',two other principals.

v the director and the scenic designer, _or art
director. ,

: How do they function creativelz? E Vo .'

( The environment in which they have engaged telev:Lsion has been -
systematized for efficiency. For those who produce iri television, f‘ B
good business practice is the guiding princ:.ple. ‘ Why is this so?
Primarily because t:elevision practice has been developed in a. profit
or .ented psychology.

Profit is possible for those who

experience“gleaned ' 'rom those who manage for profit. _ His motives

One is package- '

ecall why television was invented a.nd we will better under- .

or - writers," there are’ P

sell." Be- ""
cause television 8 distribution potential makes possible a. large mar- '




Many of the activities of creative talent in televis1on are

;fshaped by good business practice.p f . ﬂg - ;»_ ,&,
: Extracting a page from the recent history of the theater

{¢;(whose history has fed radio and film before 1t), television has

”kﬂ,yycentered its- creative effort in the director.. Yet, despite these
'”fighistories, so great and complex is the management of the te1ev1sion,d

| L;i:fsystem in time that it is often possible to’ perceive the director
'1,;more clearly when we think of him as’ organizer, or manager.“ Given :‘

nchf;;this possibility, we are ot surprised, therefore, to discover upon

bljibfglreflection that the producer/director function combined in one man

'f'*fosuggests a most efficient way of doing things'fhh

Can he function in the making of objectified experience in ‘,
t"{gvideospace? Very likely not. He s much ‘too concerned with organie
fnation and management. Though the hierarchy which supports him
“calls him .creative talent,v they think of him most centrally in’
Lifgood business-practice terms. » o f fh‘

s L What do ve. mean, "it is often possible to perceive the di-'
"bctor more clearly when we think. of him as organizer or manager ?

Well let s think about his relationship to all the others,

jagain, we must remind ourselves that in television there are many ,

fparticipants._ No single individual can work in the medium whether

-fhis interests be in theater space or: videospace. But, certainly, we ?> ‘ h |
v'all must agree that in either case the director is central. B

ffLet s return to the studio of our illustration.




S _We have’three cameras andvthree cameramen looking through T
"fﬂtheir viewfinders.f»Each of these cameras is connected to a monitor.f'p."
”fffThese connections are in the control room.; CONTROL., We have two

“videotape playback machines. There aze monitors for each of them

“in. the control room. There is also a monitor for the film chain._'if s

All;,ix source Points have images available for selection._ When L

these circuits are all open at the same instant, six monitors are
ffrevealing six different images._;:~' o v 3 ‘

Now, let us slow down the flow of electrons.; Ve‘will-think '

labout one image on each of the monitors. We have stopped time in-""“

Ijisofar as the system is concerned., The medium has been halted in the

ihfﬂflow of its nature.;

What do we learn from studying these six monitors about the

e e

organizational and management capabilities of the director?

Well for one, our monitors are showing us images from tro

I

_jkinds of sources.» Three cameras are each displaying one "live im-f?%i?{l

age. The other three machines are each displaying an image pre_re_lpi»& -

;ecorded at some other time.' erhaps, even, nOther place.‘55:‘v

How did the director get all this to this place in this time?

Lt .

,Itvwould have been impossible to have done it alone.,tu ) R
i" With respect to the live television cameras, he had to engage f};f"‘
Jthe minds of stagewd'signer, lighting director, technical director.,; s
ehneeded three cameramen.: And if there are one or. more human be-‘.“

ings in the studio who confront hﬁn--- people on camera,v as they




.he had to engage their minds._ And if these people had words

'ﬂ‘kprearranged for them to speak then he will have had to get involved

' "ith the thinking of those persons.; And if this were the case, he

L _Twill have had to meet with most of them 1n other c1rcumstances, in =
F.fflfjother times. He will have had to rehearse" that particle of the fj:
'if:fexperience we ‘are now seeing on each of the three camera monitors.

“lehese are the minimum number of people he has been engaged w1th.j,'.;

It is likely that he will have talked w1th members ‘of ‘the

\5}?crew who stand behind the scene designer - the construction, the 0 e
ilstaging people.. Also he will have talked to the -.'-fv -K

.;j:EProperty and th‘
S crew- which stands behind the lighting director. He probably will
.L;have come* in contact with those for whom the technical director is
‘w;fresponsible, quite apart from cameramen.: Certainly, whatever the

-

‘1f jfrequency and duration, he Wlll have been in touch with management

fpeople at many levels, Programming, facilities scheduling, produc-[“fi"“

:tion personnel scheduling, the business office.: This is planning

“”»of a. complex sort. Process lS in predetermination. ;fi‘r:”'v
b' And all of this organization and management reflected in
~these three images silently frozen on. camera monitors in the con= -

trol room, all of it organized for the distribution of an exper-»ﬂ‘a;?a

ence predetermined for theater space. ;_f ,

'5}_Mind you, our illustration has 9t~iﬁéiﬁq¢&f&ﬁ&iogf_welafé’;];»:?~‘J




: ’ B What do

zthey illustrate in the organizing and management capabilities of

hthis director? - :' ', " _ ," R
“!bgThat besides all else, he has, also had to previously re-“l'”&
Tcord the images on’ two separate reels of videotape. And a_film,'_.
camera crew was involved as well' E _ ",’; J

o At some point,_televiSion cameras were required so that there
3could be videotape storage of images for playback.- The very most that
icould have happened beyond this is that the images stored on- one

iof the videotapes may have come from a source place beyond the stu- 5f‘~
3};dio., The director may have had to take a mobile unit to some other
"ilocation and select images from that location. The organization and
fmanagement of that phenomenon is a story in itself. Since we have
,vevidence of these two storage banks of videotape, then we must _assume ‘
‘that our director has talked to these people.. Where is he in the’ -“t{="
;creative process? What is his creative process? ”'“' '

o ’”niSo -= what is left unaccounted for is the £ilm’ whose image

g the last we see along the line of six monitors.- If he did notbt

iproc‘re it through some library or film distribution source, then7, 'giiijfxi
d.to manage its making himself And if he did fhis, then heflfﬁ

wa ;into filmmaking which is as. difficult and complex as is tele-"""x
ﬂVlSion-~ He has been involved with these people... [ 'd
Now, as we look at these silent still impressions on the l; B

1,

*monitor we know the director has had a great deal of help. He could




. A d:.rector 1s,assumed 'to be more, however. He is thought to _

mq_i:f_je".'_it':h‘an’ thi mustfol low. Hefmist ",l“ale_g'i.n‘ to ‘thik of




the 11terary exper:.ence toward a. graphic one.» We are trymg to get




dh‘In either case, the mixer/director is central.iv

3

In one the’director has a script or a "shot" plan. In*the f

iother, the mixer has a design, a circumscribed area within which to f’

f'nction.. In the former, it tends toward being predetermined. In :

e latter, it tends toward discovery., In one, the director isj

rying to. give the impression of reality, he 1is representing. In f

the other, the mixer is spontaneously discovering reality, he’ is

presenting that act.

'A:;In one the act is the result of creative management.,:In the

other the act is the result of creative process._;i”

If the art impulse is to find another medium for its expres-

'S ion, then it probably will find it somewhere closer to’ that which

weﬁare calling videospace.. Its means of expreSSion Will more likely -

occur in v1deospace. And if this turns out to be another aspect of

;the future, the artist will no doubt be sitting where the director

'fBut he will be a part of another order. He will not

‘be an organizer and a manager as. the director is today.,; omeone

R

.‘.‘

else will befdoing‘that.

11 not be directing., Hefwillfbefmi*ing. if:;f;

In th"‘class which is named creative talent,"‘there is a--'-i N

nother central figure- the scenic designer, or art director.n, }“.

How does hf function7 n'conventional television? Is his workL".sb



vBut good
Efficiency is

business practice is not neceSsarily unreasonable.,

Three cameramen and their'cameras are in the studio.- What are



"ln in the studio.

In theater space.. Naturaily.. All

: est is simply a conver31on to electricity. And a reconversion

,must'conform his vision t »levels of illumination and the traffic 7

' pattern of electronic equipment. There may beﬂg'savage disagreement B ~;f

ut:it 1s§the lighting director or the technical director who- has

{the f1nal word.n Because they are responsible to the principle un- ;;U“h

4 .

’derlying conversion..“,fr'

?xf',.

“;Is this relevant? Of course it 1s relevant. We are., talking

vabout:iplcking up and putting on._ And if the photographed 1mage

X ";the other end there seems to be no p01nt to theﬂ':-t

‘.deep avers' n to black.. Not black color, mlnd you (though we “;3 ”l""

Ve looked that those 1n elevis1on who create'the enV1ronment"




rare, men and women.of the theater. Indeed, their interest
;or practice!in the theater may have waned, but it is to principles '
,that hav -come from stage design and theater architecture that they
fowe allegiance.:\Though their gifts with respect to mass, texture,-g
1line, p1astic form, and color are often tremendous, they are only
aluable if their efforts are pick-upable and put onable.‘ . '

Tt is not surprising when, standing at. the ‘back of the con-'35';':u“

rol‘room watching converted images extracted from their sets,x

ne.catches a thoughtful glimpse of their faces as they look, often

istfully and discouraged toward the studio, their theater space. ,]‘
:They know where it is.v It EX not on the monitor more ‘times than they
:can stand remembering. And yet, given these remarkable gifts, given

~th1s unusual dedication, which anyone in the system wi11 attest to,

e

hink of a11 that these ta1ented artists could bring to v1deospace.




’what will happen when photographs of his environment are converted.,
One cannot 1mag1ne getting along without him.w Be1ng a see-i

.”ﬁing artlst however, how marvelous it would be if we could welcome |
fhis graphic nature in ways natural to and compatible Wlth the medlum.

”\;Videospace cou1d expand and extend his g1fts.r

, And finally, inasmuch as the medium is e‘ectronic - and 11ght o
3;and electronic energy are allied -~ how appropriate 1t wou1d be if -

5ﬂwe could discover ways of 1nviting our see1ng artists to enrich

f{the env1ronment of v1deospace with their perceptlons of 1ight. ‘Not

.vfaillumination, mind you.: Light' E" R ‘ .

; Such consideration 1s to be eapecially welcomed as our appre-v
c1ation and understanding of electric color increases.gﬁh Tw*’ ,

) . We are thinking of artists of 1ight. Not painters or sculptors,
.—but those who intuit both, Light and texture comb1ne 1n these 1ntui-”
;tions.; Form and color are one.- Absence and presence are supportlve.
fOne does not exclude the other.‘ Not sculptured representation° ‘two
1dimensional presentation 1n which light energizes. Einsteintan mo-;
:tion, not Euclidian bulk Electric color, not flesh-tone reproduction.
: 'A mixer/artist, and an artist of graphic/texture/light, com- j'“
bining with a11 the others who participate in the creative mixing o
1rocess will bring us to videospace, a field which is more than a

'erminal point at tne end ofaa vast and efficient distribution sys-?f’l




enrich electri










So 1t 1s w1th v1deotape cecording.4= '
As we begin to realize how to increase the extent of the con-v
f version pr1nc1ple in v1sual contexts w1th videotape technology, we .

: begin to 1ook and thus, to see differently.pv,

And the _new. mix, combined of 11ght and sound, lies before us.g
o Once the attitude shift begins, many remarkable changes fol- f:'
1ow v. ,‘ | . . N ’

:Iwe beg1n ‘to’ accept new possibilities. J : o
r“In the mixlng center, six monitors face us. :lhe‘imagesdtheyb,f?;”

reveal*are motionless.. We are preparing ourselves for the meking

,Proceés, the movement of the unfonned towards form._d;f Lo

: Our sources will be fed us by three cameramen. Pre-recorded
1mages are banked and waiting to be released to us by the operationl_‘
T-of two videotape machines.. A sixth bank of 1mages w1ll be releasedf
5 from 8. film chain.x ;” ‘ ' v ”

j;What may happen at this moment 1s possible only if we are,j

We have a number of tools available to us" multiple pass




T T
-

‘ 'f;All these are tools.

We have a conception, a des:Lgn for our waklng. We are each ;.
famlliar w1th it.,to the extent we are capable. We have thought a-.
' bout 1t, talked about 1t, rnade sketches perhaps.: We may have, _even, |

somethlng'of an idea of what duratlon 1t w111 be. We have a subJect

r

.,matter a content, we w111 seek to formallze.._._ FEREREC .

We know that we are interdependent.-. We respect that relation-!_.’ ‘.




_ artlclpants in the makmg process in a common t1me.

Maker, making, and motion-object will coexlst. S

‘What 11es »before us is a matter ‘of considerable physical and

psychological complexity.

‘,'-,'Single: ords in single sentences will not" easily describe the

i

o much_of the description 1s circumscribed by what all

have agreed theyA"‘ill." try"to make. T 5 . .
: ,That"kind f' particularlty has to be reserved for a speciflc

'i ce of wor .

One 1ayer‘i designed_ to introduce others. g Each 1ayer grows







newsprint reflected in a"pool of water. a hand. The N

Another sees

}Superlmpose the'composi.tion over another. ’Ihe rhythm of the

‘

K

cret

"_Dozens of feedback var:.ations feed one- another. - ’

T 'e

'I.'here are other possibi.lit:.es. N Many more. . The variety 1s as

effects" or "tech-i

Whathas heretofore been thought fof as'
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,efore them.x And the history of f11mmaking began to feed telev131on.i

witcher began ‘to be used as a mlxer, performing dissolves and
upers, cuts and wipes, etc.. Those in the control room began to
unct:.on as . editors.-, Ihe switcher ‘was evolving toward mixer.' Those ‘
_‘wh 71d1rected television s aesthetlc course were discover:.ng 1n the
.vtheatrical 11ne what those who had created 1n film had d1scovered
_ome 't1me before. ) As ed1tors 1n the te1ev1sion control room, they

'ow able to photograph in non-sequent1a1 fash:.on. The:.r story

te111ng was becommg more sophist:.cated. Their m1x1ng sense was

advanced
far. '._beyond these capac:.tles. But televis:.on had something

go:.ng for

heart‘ of electronics._; It had time, the 1nstant:

Gy
Coan

Its live broadcast capab111t1es gave 1t "the .

ower ‘to introduce‘.'the unpredictability factor, as well. _ It was

;iIts source could be 1n one place and its SR




. So close to film was" telev1sion at thlS moment s:o"b":va's't"i th'e‘-f'

he 11.ve televz.s:.on broadcast was a"kinescope negatlve.' Indeed

‘numerous coples could be made from it. : But these film coples of a

elev1s1on experiencewere of a ‘relatively 1ow callbre of fidelity,—

especlally when contrasted to what fllmmakers had learned how to :

It was alsd expenslve, this process, .

do exclus:.ve_ of telev1s:|.on. -




It was h1s control

He could take his t1me. {‘ L

, B When kinescope‘entered televislon s history some d1rectors
tried to use it as the fllmmaker did._ They tr1ed to ed1t 1t at” the
_cutting table., They tried to find a way to control the1r v1s1on eveni,
"more discretely.. But 1t was almost impossible. It: was of 1nferior |

»waﬁﬁi9§1fdﬁélié?i; It d1dn t make sense to work th1s way.,'

'9;$oiv: back 1n the control room'*forget kinescope.v Ed1t 1t on

the wing.‘ They mixed as best they could as t1me flew.} But one thingV‘

e d1rectors had.; And 1t s 11kely the fllmmaker envied them that.

:

They could pick it up live, switch the photographs, mix the photo-il
'raphs, and send them all.over-the world through tlansmittlng de-

,vices to millions of rece1ving p01nts where a wa1ting publlc had

t .recelvers ‘uned to the appropriate frequency.

TAnd then, one ay, the engineers handed these remarkable difjdklw

\ .

ectors v1deotape :

tiun”of the medium was upon u .

:and‘all it 1mp11ed., And a new stage 1n the evolu-”caﬁ'V:




.dlsturblng practicee;that began to develop

p01nt to'a great many rece1v1ng p01nts 51mu1taneously.

ood bu31ness 1n _"proflt orlented environment.ﬂ

v

RN

‘erfect that 1t took a dozen

That*made the maklng process very costly.

1ndiv1duals unconsciously the sw1tcher became the mlxer.

After all, telev131on

As many peo-

ple.as poss1b1e must have‘the 1mages'all at the same time.'

What*were the disturbing pract1 es? Well for one, 1ndeed
t was' a oodrldea to take out the flaws, but d1d 1t 1ave to be so #l;
'takes" to get the des1red sequence? 1

Also, 1f those practlces

They were“yf

ThiSfls,'V

And 1ndeed it 1s._?v.







There are those wh ) _w111 undoubt-

This w111 be no simple task.-

edly‘_.feei ‘the effort is not worth troubling about. v Others w111 be ;







icholars:engaged’ 1n“aeve10ping ‘tools and’ prac-
creative television and, studying:ithe iimage-based experlen-.
A{hrmahﬁs individial’and®social:life;: Its: formal activities;:
tralning‘xand the ‘making- of'v1deotaped.works _
‘ ‘in’this;ongoing’ search.:-The' Center is:principally:,
b"'the Corporat ion~for; Public,Broadcasting -and the . RockefellernFound—
ation The Natlonal‘Endowment -for:ithe ‘

yberiate

Centerfact1v1t1es




