13

VIDEO CARTRIDGE/CASSETTE SYSTEMS—COMPARATIVE TABLE (U.S.)

Much of the information set forth in this Table is preliminary or d. Please send us corrected, updated or supplemental information for inclusion in future issues of Radical Software
VIDEO CARTRIDGE/CASSETTE SYSTEMS—-COMPARATIVE TABLE IUS.)
INTRODUCTION EQUIPMENT MATERIAL RE ResoroTion]
COMPANY /ADDRESS NAME OF SYSTEM J INITIAL MARKET DATE MEDIUM CARTRIDGE COST COST/HR CAPABILITY | PLAYBACK BANOWIDTH JAUDIO COMPATIBILITY | AFFILIATIONS
FILM SYSTE
CBS Inc EVR Industrial Now. 1870 Encoded photographic system; | Single reel; 7" dia., 05" Industrial Color $38, mono $23 No ying-3pot or ines e, otorola U]
EVR Division {Electronic inatitunonal B.25 men silver halide film, 3 thick; color plays 28 min,, version SB00; lincl. processing, lots of weanma mano 500 1 track, Fank (LK.}
51 West 52nd S1. Video Recordingl mil thick: speed: 6 ips (60 mana plays 50 min. home version 2000); pre-recorded color 4 MMz mono 2 tracks Bosch (Germany)
New York, N.Y Home Mid 1972 trames/sec). program n elec- diazo lilm will give longe: $400 cassatte S30/half he , mono
tromcally encoded on him, playimg imes $14.40/hall hr
color occupees 2 tracks. mono
1 track . dussro-type Him under
development
P A S
RCA Comp SelectaViion Home Late 1972 Encoded laser Molographic Plays 30 min $400 Color $4-56 (incl. duplics No Lasar-vidicon 300 lines E—M MNane
30 Rocketuller Plaza wystem; 0.5 wide embossed tion}; pre-recorded color
New York, N.Y winyl steip, 2 mal thick; speed: casmatta $10Mall hr
7.5 ips; duphicated by hast
pressing mathod
Abto Inc. ABTD Broadcan New baing Optically encoded color watem sz No =wnnpu| ™3 Optical
[ABC/Technical Oper s e ted standard Super B mana Hilm; wpesd AN Pl sy steem
ation! 3 wps; can aiso playback color fil
1926 Brosdway on player
New York, N.Y
—
Sylvania Eiectric Scanner Fim Hame Super-8 color Tilm; speed 3 ipa || Plays 30 min (Bt into Film $64, No Fiying spot Optical
Goneral Telephone Theater color TV processing $4% e Him systeom
& Electromei| recewer)
730 Third Ava
New York, N.Y
Norddeutiche Mandie Hame 1972 Super B color Tilm. weed Plays 30 min $560 Fiim 564 No Flying spot 750 lines Magnetre Optical
2B Bramen Hemaelingen I procewing 545 wcannes 3 MMz Bilm sy srem
Weit Garmany
Vidheord Holdings Lid Vidcord Industrial Super -8 mono Tim. color Super-8 resl No Vidicon Magretic Optical
J Wigmaors St imtitutionsl veruon planned speed: 1 ips or carinwdge Hilm sysiems
London, England
TIC TAPE SYSTEM!
Cartridgn Television, Inc Cartrivision Mid 1971 Magnetic tape; 0.5 won 2.rewl; 77x6.6"x1.58" $800-200 linel, color TV $12.50/M. for 120 min, $17/hr, 3 magnatic
1115 Broadway oxide; speed. 38 pn 1290 min ) 5" uB 6 'u1.5" receiver ) $400-500 player for 30 mun.; $32 tor color he sty
New York, N.Y (30 min.} only; 5200 came hailf b p cY
Ampex Carp instavison Tndustrisl agnetic 1ape; DB won [ Snwe reel 80 Gia 7 | 5800 mono playbeck, add | $26i1 751, 81341 375 | Ym 7 magnec 300 fines mond) Megnatic Jagen Type 1 | Toameo
401 Broadway imtitutional Mid 1971 oxide speed 7.5 s 130 thick; 30 min (7.5 ipsl, $100 for mono record of o | prerecorded color cassette per hall heady 240 tines color | 2 tracks mono VTR (reel § Toshiba
Redwood City, Calit Home Mud 1972 mun) or 3.75 «pu (60 man) B0 min (3.75 yul for playback  $200 lor eolor | hr. 520 1o-rewi) (Japan)
record. $I50 for camera
Sony Corp. (Japan) Videocausstie Irvebustrial Magnetic tape. 0.75" won 2 real. B xS 190 minl $400 plavback: $100.5150 J $12 50: prevecorded Yes 2 magnatic 1.3 MHz mono. Magnetic: None
Sony Corp. of Amancs mEtitutional 197 oxide (sl chromum dionide) recording adapter with color camette per half heds 250 luves color ] 2 tracks
4756 32nd Place Hame V972 weed: 3.15 ips builtn tunas hour: $20
Long Island City, N.Y
Philips Gloeilsmpen VCR Home Late 1971 Magnetic 1ape; 0.5 chromium | 2reel; S587x5"x1.4" $500-8600; built-in $20; prerecorded Yau 2 magnetic 3.3 MHs mono-.' Mag : Ag with
tabirieken | Natherlands) 1Video Camset dioxide; wpesd: 5.6 i (60 min) tuner and clock color camsatie per heads 3 MMz color 2 tracks Grundig, Tele
North American Philipy te Recorder) nmer hatt he. $20 funken, Zenuis
100 East 42nd Strest
New York, N.Y
Arvin Induitres, Inc CVR Horme Magnetic tape, 0.5 chromium || Single reel. 10 dia. $1000 51500 incl $10 Stationary 2 Mz Mlagnetic -ﬁm
1531 East 13th St dioxide; speed. 160 ign (high 0.7 thick; B0 min color TV Magratic
Cotumbus, ing speed tape tramport). long. scan, receiver heady
6 mmn. tape cycie
Matsushita Electric (Japan| Home Magnatic tape; 0.5 iron oxide; § 2.reel; 30 min 2 magnetie 270 lines mono, Magnetic; dapan Type 1
Matsushits Corp. of America speed: 7.5 ips huady 240 lines color § 2 tracks mano VTR (reel
200 Park Ave 4.5 MH: mono, to-rmel)
New York, N.Y 3.5 MHz color
i YSTEMS
AEG Telefunken (Garmany| || Teldee Home 1972 Foul plastic disc. mona, 625 % (8 minl, 127 112 min) $140 player. $240 $5 112 mun. ) Pressure tram 250 lives; Combaned None Decca
Teletfunken W rdwoding lines. 1800 rpm drscy ehanger ducer pick up ol I MMz with {London
1841 Broadway demaly packed video g oove Recordsl
New York, N.Y _L T DICORIC GF OOwet partnes in
Teidec
T H E oy
excerpts from a transcript E C N l O U S by Paul Ryan : oYY Y
When you're out with th i- i : 4 i i :
y the portapak, an atti For instance, a happening . . . the process. We're trying to redesign the other hand, teachers should have an available

tude for instance, is that of Minimal Presence
where you try and pick-up on the process at
hand. You understand that you have a camera
in your hands and that this camera is going to
change the process to a certain extent but
you're aware generally of how that camera af-
fects people and how it might be affecting
people in this particular situation.

What you do is sort of go with it and not, be-
cause you have a camera in your hands, be-
come a “power’ in the situation, but become
more or less an ““absorber’’ and let the people
initiate what’s going on. Let them break open
into things if they will and if they care to.
LAANS

At the other end of the spectrum . . . What to
do with it in a situation. | can call an overall
strategy that of simply recording and relating.
You're there to record, but to record in the
sense of the term where you take it to heart.
In other words, you become part of the
process and you relate back to that process
through the tape—personally as you will.
There is a time to feedback tape and a time
not to feedback tape. There's a time to put
your camera away and talk to somebody be-
cause they want to talk to you and they don’t
want to talk to the camera. It's a matter of
being present in the process.

(... The interesting thing is that once he saw
that my batteries were out and | couldn’t tape
any more—that’s when he really began to sit
down and tell me about Vietnam—the kind of
things that | would've liked to have had on
tape. But | understand that he didnt want
them put on tape, so | didn't whip out the

camera and say, “wait.”)
VAAAL
... And in a sense the camera induced people

to try things. In some situations the camera
can help to put people in sort of a good guess-
ing way behaviorally, in the sense that they
are performing, they are trying things out and
they re willing to risk,

Now part of that is because they themselves
know that they‘re going to see it back—if you
let them know that they're going to get the
feedback and it's not to be ripped off and
used some place else to exploit them or make
fools of them. When people know that they're
more willing to go out on a limb and also if
you’re not a critical presence in terms of their
behavior. If you don’t come on to them like
this is right and this is wrong.

The whole idea of using the portable (and this
will become much more apparent now that
the new portable has playback on it, in other
words you can play back what you record on
anybody’s TV set), you can sit in somebody’s
home and playback the tape you shot on their

front stoop.
M'x waole emphasis is on the Feedback Loop.

It's understanding the process in terms of pos-
sible feedback that becomes critical in terms
of how you shoot and how you are present to
an event.

VALALAL/

| selected 18 minutes out of three hours to
playback for them immediately when the
whole thing was over. The whole point of the
selection was that they would see it back—and
what | picked up was people crawling on their
hands up a wall, and most critically the cou-
ple that found each other with blindfolds and
got into necking—right, not knowing each
other. Before | played that back, | said public-
ly that people who were involved in this tape
may not want this to be shown. And if they
don’t that’s cool, because it's your informa-
tion.and you have a right to it. They told me
then and later that it was cool that it was
done. They didn‘t ruffle. The reaction on
everybody else’s part was—'"Wow, we could’ve
been doing that, and there we were just laying
there waiting for something to happen, in-
stead of making something happen, which was
what the piece was all about.

In that situation they didn’t even know | was
in there with a camera, so the camera had
nothing to do with structuring the event; it
just decoded the situation/information in
terms of what the piece was about and what
kind of information would be useful to the
people participating after the event was over.
In other words, they were able to participate
in their own audience participation. What
you're selecting are things that are useful for
feedback.

LAAAL )

.. . Metaphorically, in a sense, people are
blind to the process that they are involved in.
To be involved in the process is not to see cer-
tain things.

You can inhibit by playing back at the wrong
time, by taping too much, by boring people
with their own activity. You have to be able
to pick up on people that are nervous in front
of a camera; those who may be pretending
they want to be on and don't really want to
be. You don’t put those things on camera.
CAAAL

... When you're shooting tape, you have to
understand what sound ambiance is. You have
to understand that the microphone picks up
the intelligibility of conversation, so you
don’t have to follow it with the camera. The
camera is free to follow other things. Often
it's more interesting to follow reactions than
to follow the face of the speaker. Stick with
the ambient sound, stick with the environ-
ment and work with that. There are a lot of
things to learn about sound in terms of acous-

tlcal.sEa-!’ce.

The camera as it's conceived now, where you
look through an eyepiece that’s mounted on
the camera and goes through the lens on that
same box, as Carlos says “it's film, it's ridi-
culous,” it's perspective space—C.B.S., exact-
ly. We can separate the monitor and put it on
a mount on your chest, or you can freehand
the vidicon and have the mike in the other
hand and be in face to face contact with peo-
ple. You‘re more capable of being involved in

equipment. As an engineer said, if they were
using large scale integration instead of transis-
tors, all right . . . the stuff wouldn’t weigh 22
pounds, it would weigh 2 pounds. That's
what's coming if we can get that kind of thing

designed.
AN

| hardly ever use a tripod, |I’ve gotten so—|"ve
been taking some T'ai Chi because it seems
that the T'ai Chi is the most appropriate exer-
cise for video tape. You don’t, as in Yoga, go
from a stop state to another stop state.
You're constantly in motion with T’ai Chi.
You develop your legs to such an extent that
you can move your whole body in rhythms
and so forth off your legs, rather than use a
tripod which confines you to a fixed point of
view. Also the T ai Chi method of exercise,
the Chi sense of oneself and the whole Taoist
approach is very congruent with my own at-
titude of minimal presence, and also, | think
the attitude most appropriate to tape. Where
you let it happen—and go with it in most in-
stances.

Anybody sitting down should be able to stop
the tape, and they should be able to control
the speed of the tape. The viewing environ-
ment has to be vastly improved; they should
be able to flash video of themselves watching
the tape—and not only video, they should
have electric read-outs on their heart pulse,
nervous system, that could be graphed so that
they know what their real relation to that in-
formation was.

People say how many times can you infold
and feedback and so forth, but after awhile
the visual information of just the face is not
enough. You really want a whole electric scan
of how people are behaving in the presence of
the activity, and you want that information
available to them. So how you're watching
tape and how you're seeing it becomes im-
portant. You develop a sense of information
structures: where is the control point? who
has control over the information, the images
here, how did they get control, have they got
a right to control? What is this surveillance
system doing here, who runs this place?

“NAAAS

To walk into a church with a camera will
freak some people out, a police station,
schools . . . especially a school watching a kid
bring a videotape in and shoot the teacher and
take it home to show his parents o0.k.? Why
can’t these things happen—and they can in
fact.

| wonder what the reaction would be if high
school or grammar school teachers were
videotaped. A teacher should have the right to
practice on video. In a school situation you
don’t force people (and you don‘t force feed-
back—if people don't want to see it, you
don’t force feed them their own image) be-
cause the teacher is a public figureand their
public behavior affects kids, the kids and soci-
ety have a right to that information. On the

space where they can go self-process to get
some control over their own image.

It's the whole business of where the authority
is, and the authority goes with the informa-
tion structure. |f the authority is in books, of
course the teacher has got it all over them;
but if the authority is in video, it's in the
hands of the kids that have video. That's an-
other ballgame. The disenfranchised—in this
case the youth—go for the new media as a
power leverage in the society. You're running
guns to the Indians when you give kids video
and let them do with it what they want.

%s a cultural weapon . . . you're trying
to affect a cultural change—to build up data
about culture, and to work at the level of in-
formation structures, and cultural struc-
tures—rather than on red-hot political issues.
Because video can go beyond the perimeters
of politics and information systems can go be-

nd that.
Sl We really have to begin to deal with in-

formation on its own terms and we have to
understand that there’s too much pre-struc-
turing and pre-determining our information.
People have a right to be their own informa-
tion configurators; so if they want to rip
things off the air and juxtapose them with
their grandmother, they should have a right
to.

The information environment is the critical
environment and the immediate information
configuration that a person works out really
determines how well they maneuver, how well
they get along, how well they cybernate in
the culture. My attitude is that people can
configure their own information, and be in as
much control of their information and access
to other information as is possible,

Just as literacy isolated the visual sense, all
these moving images film and video can iso-
late the kinetic sense. You've got to remem-
ber that usually when people watch TV or a
movie, they’re sitting still. In a sense the kine-
tic sense is being externalized, that's why the
possibility of imitating tape and slow motion,
etc., is motion that people can participate in.
| can’t follow your motions if you're going in
real time, but if | study you down to half
time—I can study your motions, follow them.

Sitting still and watching tape—that’s like
reading a book. We need to be able to shoot
tape specifically so that people can imitate it,
not where you change the camera all around,
etc. It's possible for somebody to program—to
wake up in the morning and have an exercise
routine, or have T‘ai Chi pre-recorded with
the master—and see themselves back in the
evening. It's very important to involve the
kinetic sense in the viewing process, rather
than sit still for it. You shouldn’t be sitting
still for anything.

VAAAY
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