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Deep Purple on Beat-Club,
(video still), 1972

Beat-Club was a monthly TV
show featuring live bands
intermixed with psychedelic,
abstract video that aired from
196572 in Germany. The most
inspired performances came
from local experimental rock
groups such as Guru Guru,
Amon Dl II, and Popol Vuh.
The shows were often primi-
tive in their video effects, but
the merging of audio and
visual experimentation within
a popular mass media channel
remains truly inspiring; some-
thing that was unique and
short-lived.—T. M.
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Oskar Fischinger, Allegretto
(late version), (film stills),
1936-43

Fischinger is truly a pioneer.
His films are still so alive
and engaging that it’s hard
to imagine the laborious
processes required to create
them. The way they are com-
pletely free from the process
inspires me greatly. There

is a good new DVD of his work
titled Ten Films produced by
the Center for Visual Music
in California. (They have also
restored and released a DVD
of Jordan Belson’s works
called Five Essential Films).
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Ara Peterson, Jim Drain,
Eamon Brown, Kaleidoscope
Feedback (video still), 2004

This still is from an instal-
lation at Deitch Projects

in NYC. These guys built

a kaleidoscope from a three-
sided mirrored tunnel

that tapers down to & rear-
screen projection. The end
product is a giant glowing
video ball. While exper-
imenting with the video-
playback on the screen they
discovered that incredible
feedback could be created
through a live video feed.
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PART THREE:
TOWARD COSMIC CONSCIOUSNESS

“If you look back in history you'll find that the artist and the scientist are
inseparable. In many ways the artist's work is identical with scientific exploration.
The artist Is able lo focus more in the area of consciousness, but with the same
scientific zeal. Yet cosmic consciousness is not limited to the scientist. In fact
scientists are sometimes the last 10 know.”

JORDAN BELSON

We've followed the evolution of image language to its limits: the end
of fiction, drama, and realism as they have been traditionally
understood. Conventional cinema can be pushed no further. To
explore new dimensions of awareness requires new technological
extensions. Just as the term "man” is coming to mean man/plant/
machine, so the definition of cinema must be expanded to include
videotronics, computer science, atomic light. Before discussing
those technologies, however, we must first ask ourselves what these
new dimensions of awareness might be. In the language of
synaesthetics we have our structural paradigm. What concepts are
we to explore with it?

We could say that art isn't truly conternporary until it relates to the
world of cybernetics, game theory, the DNA molecule, Heisenberg's
Uncertainty Principle, theories of antimatter, transistorization, the
breeder reactor, genocidal weaponry, the laser, pre-experiencing
alternative futures. But this purely scientific portrait of modern
existence is only partially drawn. As Louis Pauwels has observed:
"We are living at a time when science has entered the spiritual
universe. It has transformed the mind of the observer himself, raising
it to a plane which is no longer that of scientific intelligence, now
proved to be inadequate.”' Man no longer is earthbound. We move
now in sidereal time. We must expand our horizons beyond the

'Pavwels, Bergier, op. ¢it., p. 62.

Gene Youngblood,
Ezxpanded Cinema, 1970

I love this book. It’s so opti-
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N oy % B B e A &b o o live-action video would be
b — R T O o A G T A accessible to everyone. For me
1) 4 L the accessibility of personal
[ERLER e = o R T computers is now finally doing
http://www.vasulka. org that for animation. And I'm
Kitchen/PDF_Expanded crazy optimistic about it, too!
Cinema/ExpandedCinema. For a lovingly-digitized
html full version of this book visit:
http:/www.vasulka.org/
Kitchen/PDF_Expanded
Cinema/ExpandedCinema.
htm]

mistic and hopeful. Video for
me is still just as exciting as
it was for these guys almost
40 years ago. Nam June Paik’s
purchase of the first Sony
Portapak in 1965 signaled that
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136 Expanded Cinema

point of infinity. We must move from oceanic consciousness to
cosmic consciousness.

At their present limits astrophysics, biochemistry, and conceptual
mathematics move into metaphysical territory. Mysticism is upon us:
it arrives simuitaneously from science and psilocybin. Pauwels:
"Modern science, once freed from conformism, is seen to have ideas
to exchange with the magicians, alchemists and wonder-workers of
antiquity. A revolution is taking place before our eyes—the
unexpected remarriage of reason and intuition."?

Art and science have achieved extremely sophisticated levels of
abstraction. They have in fact reached that point at which the
abstract becomes extra-objective. Post-Euclidean geometry, for
example, prectudes any exact visualization of a stable space grid.
We are confronted with dynamic interaction between several
transfinite space systems. Precise focusing is impossible. (John
Cage: "A measurement measures measuring means.”) And the
content of modern art tends increasingly toward the conceptual—i.e.,
decision-making, systems aesthetics, environmental problems of
"impossible” art.

What we "know" conceptually has far outstripped what we
experience empirically. We are finally beginning to accept the fact
that our senses allow us to perceive only one-millionth of what we
know to be reality—the electromagnetic spectrum. Ninety-nine
percent of all vital forces affecting our life is invisible. Most of the
fundamental rates of change can't be apprehended sensorially.
Fuller: "Better than ninety-nine percent of modern technology occurs
in the realm of physical phenomena that are sub or uftra to the range
of human visibility. We can see the telephone wires but not the
conversations taking place. We can see the varieties of metal parts
of airplanes but there is nothing to tell us how relatively strong these
metals are in comparison to other metals. None of these varieties
can be told from the others by the human senses, not even by
metaliurgists when unaided by instruments. The differences are
invisible. Yet world society has throughout its millions of years on
earth made its judgments on visible, tangible, sensorially
demonstrable criteria.”®

2 ibid., p. xxii.
3 R, Buckminster Fuller, ideas and Integrities, p. 64.

Extracts from: Gene 1 % 1

Youngblood., Expanded Cinema
(P. Dutton and Co., Inc.,
New York, 1970), pp. 135-136.
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Billy Grant, Untitled,
(film stills), 2006

These are two stills from

a show Billy did at the
Anthology Film Archives in
NYC. For this session he
mixed multiple sources in
the projection booth, in-
cluding footage from VHS
tapes, a live camcorder, DVDs
and a live PA mic that was
held over the audience. Billy
is a young artist in his early
twenties living in Virginia
Beach, Virginia who while
still in high school produced
some of the most exciting
current video I have seen.

He is part of the collective
Dearraindrop.
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Jordan Belson, Samadhi fF - ULARE, W

(film stills), 1967 € =k », 19674

Jordan Belson is a ploneer TF - BUAR 8 B 53— o o ol B S
of abstract filmmaking e 1 O S 205 fE AR AR
twenty years after Fischinger. (§5% S HIEAaEE

i it A O J1)

His films are amazing (and it D % 0 4 W2 ARE T T (00 A y, {04%
completely beyond my WM 19574E #1960 4F fil 411 {4
abil-ity to describe in words). iy o i DAL 7 Sf £

He also experimented with
projections, including the
Vortex Concerts from 1957-59,
for which he was the Visual
Director.
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Nate Boyce, “Tenderizer”
video from Eats Tapes
(video stills), 2006

Nate Boyce lives and works in
San Francisco, California.
He is another younger artist

creating incredible video work.

His processes incorporate

his own programming, which
frees him from the standard
tools and thinking. I have

no idea how he does this stuff
honestly, but it’s beautiful

to see.
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