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Vy coLteagues \ave Found

the conceot of  the "event

s:ream" croS er ' 'aL c.
Vasr lka def nes r t  as 'evef\ ,

scheCuled change "  r le
ocints out :ha:  l .hcre s
ai ,"vays a:  rnv s b,e tech,to
IoO caL evel  to every !en
ce'edev: L r t - r rLL.a1f

of l ine lorm,ng n vrdec, rr -
cor i rpuLairors ano logrcel
cpenatrons n image syathe
s s.  The ke,, , rs lo nea ze that
L ' re evert  does not nave to
In 

_r.1q^11'  q. .  . ,o-e o /o, l  I

r rus c,  fon examole,  a l rsten-
e" wculd be rrcapab e of
nafn ng eacn scnrc event,
b,rr ,  n us c is neventhc ess a

system of para e cvent-
st Iea m5

What are the impl lcat ions of  drgrtai  magrng for lhe

evoiut ion of  c lnemat ic language? Srnce i986, Peter

Weibei ,  Stetna and Woody Vasulka and i  have been

meet ing to discuss that quest ion We thought our

talks might become a book, whose subject '  Weibel

conceived as " the evoiut ion of  the image thr^ough the

digrtal  image "  What lo i lows is an out l ine of  our con-

versat ions,  assembled fon thls publ lcatron fnom two

hundred pages of  t ranscr ipt .  l t  ls  n every sense a

f l rst  dr-af t ,  a wonklng paper.  We are qui te aware of

the nr-oblemat ic nature of  oun discourse, espec al ly in

the cursory form presented nere Eveny concluslon is

vulnerable to cr i t ic ism. which we welcome We are

cer ' la in of  only one thlng. that  these cuest ions are

important and need tc be explored

The subjecb of  "drgi ta l  imaging,"  we agree, exists

in lhe ccntext  of  bcth v jdeo and the computen

[di f ferent only rn the sour-ce of  the image and the

possrbr l  ty of  r -eal  t ime openatronl  and covers the

gener ic areas of  mage processing lmage syntnes s,

and wri t tng or organiz ing drgl ta l  code in a procedural

or l ingutst tc fashion. t  But in eveny case when we refen

to the phenomenology of  the movLng image, we cal l

r t  c inerna Fon us l t  is  tmpontant to separate c inema

from i ts medium,. .1ust  as we separate muslc f rom

part icular^ instnuments.  Cinema is the art  of  organiz-

ing a strearn of  audiovisual  events in t ime l t  is  an

event-stneam, l ike music z There ane at  least  four

media Lhr-ough whrch we can pract  ce ctnema - f  i lm,

video, holography and structured digi ta l  code - just

as there are many instruments thr^ough which we can

pract ice music.  Cf course each medium has dtst inct

propert  es and contr lbutes di f ferent ly to the theory

of ctnema, each expands our knowledge of  what

cinema can be and do. Each new medium modif  ies

and extends the l rngursr lc possibr l i t les cf  the moving

t,r f  age, suosurnlng rhe syntares oi  pnevious media

wtthout,  negat in g the'n

Thus, the bas c phenomenology of  the moving

image -  what Vasulka cal ls " the penformance of  the

image on the surface of  the screen" -  remains hisr"or-

rcal ly cont, inuous acnoss al l  media Dig ta lcode, for

example,  has radical ly al tered the epistemology and

oniology of  the rnovtng image but has not funCamen-
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taLly changed i ts phenomenology Ther-e are no digi ta l

rmages that have not been pref  rgur-ed in paint lng,  f i lm

and video With the code we can only summarize them,

elaborate and unfold them on exercise modal i t ies

Vasuika cal ls the code a var^ iat ion machine There are

to revr c 'asses 6f  i rnages. tnere are only new var ia-

t ions and new epistemologrcal  and ontological  condi-

t lons fon generar, ing and witnessrng those var at ions

Each new mediu.r  of  the future,  says Vasuika,  can

on y "pLay host tc the phenomenology of  the moving

rmage,"  which wi i l  evolve through that medium to the

next,  accumJlatrng the'arglage of  each

Weibel  puts r t  th is way a medium is "a corpus of

aesthet ic strat ,egies" inher j ted f rom previous medta

ln the 1-920s mathematic ians at tacked the problem

of loundat ions What was pune logic? What was an

axtom? Today the answers to those quest lons ane

implemented in the computer Logrcal  concepts have

become instnumental ,  they have become parts of ,  ma-

chines And any machine element,  says Werbel ,  is  noth-

ing bur,  a physical  implementatron of  a for^mal devlce

I t  imo ements mental  strategies into somethrng phys-

ical  [This is what Buckminsten Ful ler  meant when he

defrned technoLogy as " instrumented on documented

rntel lect" ]  Simrlar^Ly,  aesthet ic strategies invented

one hundred yeans ago in photognaphy and ctnema -

scal ing,  perspect ive,  postt rve/negatrve revensals,

wipes mattes -  have now become machine elements

whose operat lons ar-e t r iv ia l ly  invoked thr^ough the

preset button. l t  ls  a quest ion of  pr imit ives The code

is a metamedium through l t ,  h igh- level  aesthet ic con

structs fnom prevlous media become the pr imit tves

of the new medium Thls inf  luences which aesthet lc

str-ategies wi l l  be emphasrzed When a strategy that

was nossible but drf f  rcul t  rn f  r lm becomes a preset

button rn v ideo on a coTnmand in computer-  graphics

Lt tends to be used mor-e f requent ly But that  does

not make i t  more meaningful .  The chal lenge is to turn

"ef fects" rnto expnessions, into syntact lcal  unrts of

meaning
Thrs raises lhe quest ion,  How has the corpus of

aesthet jc strategies inherr ted in a medium lrke pho-

togr^aphy or f i lm tnansfenned over to electronic med a

and especial ly to the code? Thrngs are possible rn t l re

l5b
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code that wefe not possible,  or  at  least  not easy, in
i i lm and vrdeo Only by comparing for mal devrces de-

'o ln; ;p6{ ,n nrc rncd' : f l  to other^ Cevices nove'nned rn-  vu uP"u 
' r l

ot,her media can we arr ive at  cr^ i ter ' ia for-  evaluatrng
antrst ic achrevement Have the syntact ical  and l in,
gr istrc possibi l i t res of  the digrtal  mage been ident,r-
f ied and elabor ated in pract icer We thLn< not -  at
least ,  not  veny of ten We rarely f rnd them in the work
that rs other 'wise admired in t ,he name of rbe medium
People pnaise a par ' t icular work of  "v ideo" or of  "com-
puter art , "  and yet we f ind in thrs wonk no defrnrtony
elements of  v ideo or of  the code l t  may be grear c n_
ema but r t  rs not gr.eat electranrc c inema We are not
argurng for exclusiv i ty on essence. We are not t r^ying
to be the Clement Gneenber^g of  the code The phe_
nomenology of  the mov ng image rema jns constant
across al l  media,  but  each new medtum br ings about
a shi f t  of  emphasis or accent Through the code, we
can unfcld the potent ia l  of  for-mai strategies that
were possible but l imi ted in previous medra, thereby
expandrng the r- ichness of  c inemat ic language

Vasulka asks,  "Who creates the language of  a
medium?" Weibel  responds by quotLng Fleidegger.
"Man is but a guest rn the house of  langlage., ,Vasulka
agfees. Al l  possibr l i t ies of  a system, he says, ar-e con_
tained within that  system We are not f ree to rnvent
t le language of  f  i lm, v ideo on computer The language
atready exists in the system Our.  t .ask js to discover i t ,
dentr fy i t ,  dr-aw i t  out  and name i t ,  put  a nomencla-

ture on i t .  Vasulka has bur l t  h is machines In or-oen ro
ciscover "Lhe language" in them, whLch could be found
only through dralogue wrth the mach nes. He po nts
out that  thrs rs not untque to e ectronic c inema Fi lm
'anguage also arose from a simi lar  systemtc under_
standing As a syntact ic device,  the cut,  the edi t ,  rs
machire-bound l t  is  the only way to spl ice fL lm The
t l lOst tmnnnf rnJ.  € ^ , ., ,  ,  eu -€S rn the hrstor-y of  f  i lm areI-nose who elabor-ated Lts svntactrc on l ingurstrc oo_
tent ia l .  Thrs is our cr . i ter ion for  artLst ic acnrevemenr rn
the new medium to what extent does the art ist  ar-
t  cu ate and deveiop the f  or-mal possrbr t res of  thesysr"em as syntact ical  or  l rnguist ic elements? To whatextent does the ar t is t  t ransfonm effects nLo ex_pre ss ions?
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1t ts a quest on not only of  the evolut ion cf  c ine-
mat ic language, but of  human percept ion j tsel f

Human vis ion,  Weibel  points cut ,  has always been , ,ma_

chtne-assisted "  The invent ion of  perspect ive,  fon ex_
ample,  was machine-dependent.  l t  was der ived from
cpt ical  instr^uments Duner 's boxes were in th is sense
"machines "  They implemented physrcal ly what then
became for^mal str 'ategies Wrth the help of  th is ma_
chine we could invent per-spect ive [Weibel  thrnks th js

cl . rous Why did i t  take so long?lsrmi lar ly,  Venmeen,
under the inf luence of  Sprnoza and the science of
opt ics n the seventeenth centur-y,  created paint ings
that wene not rnrt ia l ly  seen as poet ic.  They were re_
gar^ded more as scientt f ic  feseafch I ln the nineteenth
century,  Proust,  inf luenced by photogr aphy, ' , r -edrscov_
ered" Vermeer-,  now r-egardeC as a poet The computer^
is to the art ist  of  today as lhe lens was to Ver-meer- l
The impressionrsts,  too,  were fo l lowrng theor ies,  not
sub.. lect ive exper ience lmpressionism was based on
color theory three di f ferent colcrs produce a fourth
impnession An optrcal  theory of  color^,  says We bel ,
is  a lso a machine, a mental  machrne, l ike a Tur ing ma_
chine Thus we have substanr ia l  evrdence that che
evolutron of  v isron is dependent on mach jnes,  e i ther.
mentai  on physical  l t  has come to tne point  that  r t  is
no longen possibie to suppress the machine par- t  of  r t .
f  i r -st  there was the camera, now the computer Thrs rs
signi f icant,  Weibel  thrnks,  because art  a lways tr-res co
suppress the nf  luence of  the machine elenrent rn the
work i tsel f ,  l t  is  not  art  r f  the technology is too appar.-
ent But the rssue hene is noi  ar t ,  t t  rs language and
percept ion They co-evolve only to t .ne extent that
the syntactrc possrbi l r t ies of  technclogical  systems
are made the sub;ect  of  aesthettc nquiry

The fol iowrng formai possibr l i t res of  d igLial  rmaging
ar^e avai lable for  ar t icL"r  atrcn as syntact ic eiements
or inguistrc pnin" i t ives.  [1]rmage transfor-mar on,

[2]  pa ral  I  e l  eve nt-  strea ms, [ : ]  te, .n poral  pef  specrrve
and [a]  the image as obyecr

lmage Transformat ion
l f  mechanical  c inema rs 1-he ar^t  of  t r -ansi t ion,  e lectnonic
cinema is the ar^t  of  t ransiormat ion.  Fi lm grammar
rs based on transi t ions between ful iy formed photo- /r-+
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used wlthin the f rame or the whole f rame dissolves

With the code, a part  of  the f rame can metamor-

phose This impl ies an expanded cinematic language

of s imultanei tY

Par al le l  Event-Stneams

Wrth the ar^r ival  of  e lectnonic c inema i t  became ap-

parent that  f i lm grammar was l imi ted ln what mighl

be cal led i ts vocabulary of  tenses -  for  the most paf l

i t  was "meanwhi le" or "af ten" For^ example'  s imultane-

ous events ane tradi t ional ly s igni f ied through cnoss-

cutt ing,  or  what is known as paral le l  montage But '

Weibel  notes,  tnene was never a formal drst inct ion be-

tween a cut  to a di f ferent posiLron in space/t ime Isa1"

between people in convensat ion]  and a cut  between

drf ferent spaces on t ime The drstrnct ion has always

been logical  or  infenentral  Ias in paral le l  montage] '

never fonmal Digrtal  code of fens formal solut ions to

the "Lense" l imrtat ions of  mechanical  c inema Past '

present and future can be spoken in the same fr-ame

at once

There ane at  least  three possibr l l t res super impos-

r , ion [over^lay] ,  or^ s lmultaneous but spat ia l ly  separate

event-streams that are el thef  f r^amed or unframed

Superimposi t ion has been explored extensively in ex-

per imenLal f  r lm, notably by Stan Brakhage His work rs

theclosestcinemahascometotheJoyceantext ' ln
such wor^k i t  is  not  a lways possrble to ident i fy con-

sciously each lmage-stream,JUSt as i t  rs of t 'en impos-

sible to dist inguish every voice In a musical  composl-

t ion One is drstunbed by th is only i f  one is unfami l iar

wl th r t .  Once one learns to read r t ,  the dense text  ts a

pleasune Drgrtal  code of fer^s possibi l i t ies of  image-

over lay whose trnguist ic potent ia l  we have not begun

toexplore r  r .ts5
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gnaphic obSects cal led f rames l t  rs done pf  lmanl ly

i t r rougn that col l isron of  f rames cal led the cut '  but

also through wipes and drssolves'  ln electronic c inema

the frame is not an oblect  but  a t rme segment of  a

cont inuous sLgnal .  This makes possible a syntax based

or-  ' - r  ansformat ior ,  not  t 'ansrt ion Ana og image p"o-

cessing is one vehic le of  th is part icular^ art  -  for  ex -

ample,  scan processons But r t  becomes even more

signrf  tcant rn drgl ta l  mage synthesis '  wher^e the image

is a database. One cal  oegin to imag'ne a t rov 'e com

posed of  thousands of  scenes wtth no cuts '  wipes or

dissolves,  each image metamorphosing into tne next

A cut is a cut ,  but  a tnansforming on rneramor-

phosrng operat ion is open-ended There are infrni te

possibi l r t ies,  each with unl imited emot ional  and

psychological  consequences Metamonphosis is not

unique to digrtal  rmagrng; i t  rs a fami l iar^ strategy in

hand-drawnanimat ionWhattsuniqueistneSpeClaI
case of  phatorealmetamorphosis l t  s one thing for

a l ine drawlng or fantasy paintrng to metamorpnose'

qui te another^ fon a photographical ly "reaL" obSect to

do so. This is theoretrcal ly possrble in mechantcal  c ln-

ema and nas Deen pref igured Ibut never^ fu l ly  realrzed]

in hand-dnawn an mat ion,  where i t  is  so drf f  rcuLt and

trme consumrng rnat i t  is ,  for  a l l  pracl tcal  purposes'

imoossible l t  rs possible digi ta l iy ,  because the code

al lows us to combtne the subject ivr ty of  paint ing'

the ob3ect v i ty of  photography and the gr^avrty- f ree

rnot ion o '  tard- drawn animat ion

St,eina oolnts out that  there are two k nds of

t , ransrt ions based on the cut,  and these require di f  -

fenent k inds of  metamorphoses One moves us to a

di f fer^ent point  of  v iew rn the same space/t ime'  the

other^ moves us to a dl f ferent space and/or t tme

ln f  lashbacks fc inematrc memony],  e i then a matte is
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The second possrbi l i ty  is  mone fami l iar  f ramed
paral le j  event-streams, such as spl i t  screens in f i lm

[optrcal  pr^ nt ing]  or  f  oat ing imageplanes in v ideo,
done wlth digi ta ef fects devices such as ADO or
Quantel .  But there is also the possrbr l i ty  of  unframed
paral le l  events occupying drf fer-ent areas of  a s ingle
tmage This can best be seen in the wor-k of  the Vas-
ulkas,  fcrr  example,  where point i l l is t  textures move in-
dependent ly rn sepanate aneas of  the fname. Di f fer-ent
zones of  the image are act ivated in di f fer-ent ways in
paral le{  The Vasulkas accompl ish thrs through drgi ta l
rmage processing. But image synthesis,  through a
vaniat ion on rnetamor^phosis,  would provide unl imited
possrbr l l t tes fon unfr-amed but separate par-al le l
event-streams in a srngie fname.

Below, in a discussion of  the image as ob3ect,  l  shal l
nave mone to say about paral le l  event_streams.
Meanwhi le,  consider that  srmultanei ty enlarges our
ccncept of  a c inemat ic event.  Weibel  puts i t  th is way.
wheneas f i rst  we had the ndustry of  the moving
rmage, today we have the industr^y of  the accelefated
rmage. l f  ther-e are thnee tmage-planes lnstead of  one,
the infc 'mat ion conveyed wrthin the over^al l  f r  ame rs
trrpled, and, fur thermone, each succeedrng rmage de-
srr  oys the meaning of  the pnevious one. The informa-
t lon ls accelerated so much tn per-spect ive and in al i
0tner ways that the value of  , , the rmage,,  rs nepraceo
oy the value of  the image-gestal t  or  image f ie ld.

Temporal  perspect ive
t  ne historv nf  ovo", ,  ,- .  - ,  I  ar t  form," wr-ote Walter

oenJ:min "shows crr t  ca epochs in which a certain artronm aspines to ef fects which could be ful lv nhtainer l
o^ y wi i l .  F rh:n^^r !^^__ __ .--"  ;  

" -"  
,

:  - '  u u, ,drguu cectnrcal  sL,andar^d chat is to sayIn a new art  fonm., , :  Werbel  pursues this loqtc tn

reverse working backward from the drgrtal  image
to f ind desine for i ts powens in ar- t  h ist ,ory.  He begins
by .rol rng that Fenaissa^ce persoect ive was always
at,  eye level  wi th one point  of  v iew and one vanishing
pornt  By 1850, photographers wer e c l imbrng onto
Pans ar rooftoos and shoot:ng down nto st-eets
Twenty year 's lateq 0di lon Fedon parnted a bal ioon-
suspended ele movrnQ 

"p nto the s:r  De.spect ive

as no longer bo-nd to a star c po,nt  of  Vtew. r t  rad be-
come f fee-f  loatrng ln the same per iod,  the Ger"man
Bonart jc Datrren Caspar Dav,d Fr 'edr ich parr- ted

mountain shadows fal l ing at  an angle di f fer^ent

[ tnat  s,  drspiaced Ln trme] f rom thal  of  the rmprngrng
sunlrght 0ther examples ane found in the wor-k
of El  LrssLtsky and the Cubo-Fut l r ' is t  movement.
Dainr ing,  inf luerced by photognaphy and c,nema.
introduced multrple points of  v iew and implred t ime

And what did c inema do wrth oensoect ive? Not

-ucl-  Bound lo osychorogical  "ea ism, r t  explorted i t
or ly s0ar ia ' ,y ma'nly thror. lgh deep focus IE,ser^sreir
Wei les Fenorr^] ,  never temporal ly Only in experrmenta
cinema was terrooral  perspeccive exD oreo r  ary
se- ous way at  a l  -  the out sIanding exar]pie being
the work of  M chael  Snow such as La Regran Centrale
and Back and Farth But wi th the advent of  the code,
the emphasis on perspect ive retunns. Moving-rmage
art  can now embrace t t  in an emphat ic way When the
tmanF jq a f  hreo-r i rmonri^-- l  r - r -F r-^ 

^^--^^^l  
, /^| ,  rugs 'J u ur i  EE-ur tst  lJ tuLtqt  uoLouoDU, pct  5 l -JcLL vc

becomes a temponal as wel l  as spat al  phenomenon.

i t  is  a strategy tnat is intninsic to the code Painters,
photognaphers and f i lmmakens could not r^eal ize the
ful l  potentrai  of  th is desire But now we can unfold and
elabonate thal  which could only be indicated rn ear l ier
medra.

t iVal ler  Ber lanr in,  "The lvo:K

of Art  in lhe Ag-.  of  lv lechan-

' -  r l  :o : ] 'cd rctron in l / luT

nat ions,  New York,  19/8,
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Vasulka notes that l f  we r-emove the two crne-

mat ic vectons from earth to space and establ  sh the

pfrnciple of  a point  n space, we arnlve at  two possibl l l

t ies f j r^st ,  c inema Jooks from one point  to infrnrty in a
cn10r,^a nn.rr  nf  v ew. -nat is or-e veclor we snal  say.

The other is tbe opposi te one looks f rom each point

n space towands a s ing e potnt .  l f  a l l these points are

n motron around one po nt ,  Lhat is the space rn whlch

ldeal  c inerna operates But as long as we are ta lkrng

ahnr r f  ncve hnlnnir-al  real ism we wi l l  be bound to an
PJru'  

v ivYrev'

eye- ievel  c inema

The lmage as Object
There are three technologies through whrch the

rrage car become dl  ooJest tmage processing,;rrage

synthesis,  and three-dimensional  drsplay -  e i ther

olnocu ar Istereoptrc]  or  holographic The code rs ne-

sponsrble for  the f l rst  two and may be part ta l ly  n-

volved in the thrr  d.  This is another aspect of  paral le l

event-streams We necogntze cinema as f r -ame-bound

and fname-unbound. Mechan cal  c inema is characten-

ized pr imari  y by i ts rel tance on the frame t  cannot

Leave the frame unless a specia ef for t  is  made

through optrcal  pr intrng Bl t ,  wrth code i t  becornes a

trrvra maitef  to nemove the image fr^om the frame

and treat i t  as an obSect an lmage-plane, because

those tools have no capaci ty to deal  wl th the geome-

try of  the rmage tseLf they deal  only wi th i ts locatton

or^ posi t ion I ts "addr-ess' ]wi th n the larger i rarne ne

use of  f ramed paral ie l  events pornLs to new narnal  ve

poss.oi l i r ,es,  1ew semroL c s:-ategigs -  for  exarpls,

the possibi l r ty of  a pnevtous or futune event appearrng

spatraLly behrnd on tn f ront  of  a current event nr i th in

the same frame Thene is a ways a pending image

Edrtrng can be avotded ent i re ly -  as Vasulka dtd in hts

l -987 work Art  of  Memory He points out that ,  through

hier archies of  image pianes in partrcuiar arrange-

'nerts ' i r  a menL,a space '€, . r t r le ard oasL t .enses

Ed Ershw l  er
S0nsLane
1979
\ i  cec
coior- ,  sou:rc
2 i /  rnrn

' r rdeo sar
O !d Ernshw I  er

may be suggested As alr-eady ment ioned Ln the dts-
^F ^^-- |^t  ^ ,LUb-rurL u por orrc,  cy 'e l t -streams, convent ional  f i l r r '

,anguage s rather inar^ l  icurate r  thrs resoect.  The"

is no temporal  e oquence rn f t lm But digi ta lv deo sug-

gests the possioLlr ty of  eslablrshing one image-plane

as "pnesent"  wtth other t imeframes vtstble s imultane

ous y wrthin the f r -ame This would extend the posstoLl-

i ty of  tnansf igur-at ion [metamorphosis]  into a narra-

trve space composed of  layer s of  t rme, erthen as [no\,1-

ing or str l l  images Ed Emshwtl ler 's Sunstone was one

of the f i rst  wonks to explore these posstbi l i t tes 1n t t

the mage becomes ob3ect,  and r t  has both fnamec

and unframed paral le l  event-str-eams
Wlen rmage becomes object  in a str-eam of paral  e l

events,  the realm of  psychological  realrsm or photc-

graph c t ruth is abandoned The frame-bound phoio-

graphic image bnings us t ruth.  But three image-

p anes withln a f rame ose what Vasulka cal ls " the

aura of  tnuth."  We detach ounselves f r -om them p* 'y-

chologrcal ly Wi l l  r t  be possible to construct  a psychc-

logtca space in a language of  f rame-unbound paral  e1

event-streams?
For Weibei ,  a l l  th is naises a fundamental  chal lenge

to the metonymtc natune of  c inematrc language He

invokes the name 01'  Foman Jakobson, who argues

t.aL there are only two fundarrental  operatrons i '

tanguage metaphor and metonymy And the lang' lage

of c inema is nor metaphonic,  t  is  metonymic l t  s r 'he

lannrrane of  f .he nar^t .  for  the whole.  Al l  c inemat lc

images are conttngent The frame, said Jakobsor,  s

a ways part  of  an unseen whole At i ts fundamerr ia

syntact ic level  -  the level  of  cut t . ing of  edi t - . ing,  o '

br ingrng spaces together -  the f  r  mrc language g' :me

is metonymic In the senvice of  psychological  r 'eal  sm,

convenLtonal  edi t rng reconstructs "r 'ea1" l rme at t l

" real"  space, fo l lowing logrcal  causal  chains by
mef nnr im n ac<nr- iat ign.  Exper- iments l rke Last Ye;:r

at  Martenbad wene at tempts to tnanscend thai  t t l t -
tI  L2UI
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tat ion wrthin psychologrcai  narrat , ive But n the elec-

tnonic rmage there is no need Lo make a Marienbad,

because i t  is  c ear that  we no longer have that con-
c1- :aa\ /  nf  r imo 2nn q^a^o r ln^o :-  .mc-o -antoaf eJ-O ruy 

-r  
u i l  r  s or rJ JPouE. Jr  rus or i  r  r ro9- '

set agarnst  a reference, the metonymic tenston ts

ost  0brecl i fy i rg t re rnage w, lh i r  che Fr-arre p.LLs iL

in a di f fenent t rme zcne. Metonymy becomes problem-

at ic On the one hand, such consr-ructs are not
metonymic because the space they occupy is not
"natural"  The image-oblect  is  not part  o i  the whole,
t  ls  no longer contrngent But r t  ts not metaphor ic
et lher l t  is  something new We cio not know what i t  rs
1t  might st i l l  functron metcnymrca ly,  but  in a di f ferent
way. This rs an tmpontant area that is wide open for
aesthet ic expl  o rat , io n

The seco^o eve. o 'cre i r ,age as ob,ecL ,s achieveo
f  hnn"^h 

^ ^; f  ^ ,  
; - -^^ 

- , . - f  ^^- i^  
: l^^^ A^-- ,  

^^ 
,F , -  r

'  u 9l-oL l I  lo9u 5yr Ll  luJlb.  lc  E, ucLouJU L r> o

three cj i rnensional  daraoase, we can concnol  not on y
tne locat,ron of  the tmage obSect wrth n the f rame but
also i ts penspect ive,  t ts angle l f  vtew, i ts geometr y
As a resulL tne synrhes zed rr .age oeco-nes truly ar
object ,  the wi tness becomes a "user,"  and the relat . ton
between them becomes not obsenvat ion but inter--
act ion.  Jean-Louis BauCry argues tnat,  n the c inema
nf r tcr inh^l^^;^-  -^^- ,  HU/ui ,u,usiL-dr ,  

"o 
ism, tne pr imary identr f  icat ion

of the spectator is not wrth the charact .er  s but wi th
the camera i tsel f  + But rn inter^act ive image synthests,
lhe spectat .or  is the camefa. Since i t  is  nor separare
f  nrm f  

^^ 
: .  ^  -  -  . : - !  .^r^-^'  u '  I  L|u :L€r- t8 tL su- veys t i  e v i^Ltal  came-a is

nei ther a voyeur nor an tnstrument of  survet i lance
" t  rs a point  of  v iew that is act ive wrthtn tne scene,
wt ' l tes Ca:her ine Brchar^ds "Not only can this camera
[the user]drrect  i ts  own loor ing,  r t ,  can be senseo,
responded to,  and represented n the scene. i t  sees
and is seen , ,5

The third ievel  of  the obSect f  icatron of  the image
s real ized thi-ough Lhree-drmensionai  drsplay.  Whether
: ' l 'ough rolograory cn b:^ocurar Ister-eoprrc]  recrnol-

ogy, c inema s rnoving fr-om the two-dimensional  image
on a screen to lhe three-
r i impnc,nnai  nnipr- l  in qnare Tnn:r i  a npm2 npnnpqanrq

'vvvv 
u

r^ealr ty;  tomorrow i t  wi l  be real i ty A1r-eady wrth stere-
optrc technoiogy the image becomes an object  And
n Scotu Fis i -er 's v i rcual  envir :nment p.oSect o ' the
U.S Nat ional  Aeronaut cs and Space Administnat ion

INASA] [combrnrng a thr^ee-dimensional  database wrth

stereo vis ion in a wrapar-ound head-moun[ed d splay] ,
n inpnr l i r -  cnAcc her-orec a nlacc r .n l ive An urt-aned
mage is roL ar mage, Vasulka points out,  r . ,  is  an
rhror l  in cna.o "  I  Fr^res v. . .  f .n dpal  wr*h air . '  l r  s novpJULu

Innner a rcn. t rqonl .ar ,nr-  hr .*  rho ' l - inn , l  cel f .  Vasulka'""v" '
notes rhat dr ' fere-t  u ' roersrand,ngs of  rea i ty and

t-urt  ar-e i rp ' ied by tHe represenLaLional  mage and

by an ob.-1ect n space, no matter^ how insubstant ia i

in: r  nhiorf  m=\,  np Ti--^^ - ; - -h-  -o e '  rno- ieu 'oL uuJeLU.r,uy vu.  I  I  'gE-5PoUU Li  U lo,  t r  )UggU)L:

is  mone l rke theater In two-space c nema there r t
' r r  I  h h I  nn ro: l i i r r  ln r l - r r r { - rn f  nnnn n 'o:  l r rhr , r  nn
-t  uLIuuuIu Eor uy. I  ur  rEoucr u Er g]JIcu uyJu-"v

t r^ulh
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