REPORT ON T ROJECT

1IN

YyKDERSTAND ING NEW ME DIA

1 ¢34 publiched by the National Assseiatien of
v a2l TrenlerncterSy pursucat to a concract with
tlia O7fice of Ldiucailcd, United States Depertucat of

Leaich, Dousation end Welfare

1
\;‘
/
7 A
, .
N
!
\ Consultant: h, Marshall Mcluhan
’\\
i
\\
"
June 30th, 1960 . ' ‘



o HARLEY
e W

CONTENTS (\/VLCVLQJQ\O"QL

Part 1

e o o o6 o o o o o ¢ Purpose of PPQjCCt ® &4 6 6 86 6 0 o o o o 0

Part 11

. . . Itinerary and Sumpary of Activities of tle Consultant . . .

Part 111

e 6 8 2~ 8 3 0 o Haterials Developed by the ProjeCt o e 06 3 0 o o

Part VI

e 6 6 0 ® 86 8 ¢ o o o o RecoomendationS o ¢ o« o« o ¢ s s s ¢ o o

Part V

v e w v e« Mlat 1 Learned on the Project (1959-60)" . . « o « &

fart VI

e e & o & ® 0 © o & o & o Bibliography e @ ®» & ® 9 & & & 5 o o O

Part VI1

O'...........QEx}‘ibits.ﬂ..........O.




PURPOSE OF PROJECT 69

Projcet 69 in Ur’crctondine Media proposzd to provide en approach

to iia ool a syllébus for teaching the nature and effects of mcdia in
coneadiny cohicols. A new tactic was used, nauzly to consider not so much
tha cenciitucass nor the “content™ of media, as their effects, 1 therefore
raice the ¢uesticn at once: '"hy have the effects of media, whether speech,
writing, photography or radio, beca overlooked by social adservers through
the past 3500 ycars of the Western world?" The answer to that (uestion we
ghall sce is in tle pover of the media themselves to impose their own
ascurptiens upen our fiades of perception, Our media have always constituted
the porcicters and the framework for the objectives of our Wastern world.
But the ascumpticns and piramaters projecied by the stcuctures of the media
on and throuzgh our gencibilities have long constituted the over-all patterns
of private e3d group agsociation in the West., The same structuring of the
forus of huncn association by various media is also true of the non-Western
world, as of thc lives of preliterate and archaic man, The difference is
that in the West our media technologies from script to print, and from
Gutenberg to Marconi, have been highly specialized. Specialism creates not
stability and equilibrium, but change and trauma, as one segment of experi-
ence usurps and overlays the others in aggressive, brawling sequeace and

cycle,

All tkat ends now, in the electronic age whose media substitute all-at-
onccness for onc-thing-at-a-timeness. The movenent of information at
approxinmately the speed of light has become by far the largest industry

of the world, The consumption of this information has become correspondingly
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tke largest consumer function in the world, The globe has bzcomz oa one
hand a cormunity of learning, and at the seme time, with regard to the
tightress of its inter-relationships, the globe has becozz a tiny village.
Patterns of human association bac>d on slower mcdia have become overnight
not only irrelevant and obsolete, but a threat to continued existcace and to

senity, In these circuusteaces Undernsrdine M-1ia must moon the under-

standing of the effects of media, The objectives of new mcdia have teaded,
fatally, to be set in terms of the parameters aad freres of older media.
All media testing has been done within the parzmeters of older mcdia ——-
espacially of speech and print. The popular Lascwell forcula, for excoiple,
epplies only to spcech and won't work even for writing let a2lone print or

photography.

In top-mcnagenent study and plenning teday ascumpticns end objectives
are rcecognized to be distinct eantities, Lct‘me quote frea a Vestinghouse
"Long Renge Planning” brief of August 3, 1960:

"Now it is imperative that vhcnever there is a chenge
so that actual developncnts do not coincide with your
assumptions, you rmust choange your assuiptions gad you
rust chonge eny plens that were bascd on the ¢ssumption
that has now turned out to be errcncous. ...It is
absolutely imperative that you rust know what your
assuzptions ere, and that you must recognize that
things are not going to develop in the future in accord-
ance vith your assu—pticas.... Now, the pricary
differcnce between en assuwption and an objective, is
that en assumiptica perteains to things that are beyond
your control, and &a objective pertains to things that
are achieved through your owa effort.™

What the writer of this brief does not know is that assumpticns can
algo come within the range of prediction and control just as soon as it is

recognized that the new media of communication in any age, as they pcnetrate
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and trznsform the older media, are the source of new assumptions and

conscquently the causes of change in our objectives,

The study of media constituents and content can never reveal the dynam-
ics of media effects, Media study has lagged behind all other fields in this
century, even belind economics, as the following quotation from W, W,

Rostow's The Stages of Ecencnic Growth (Cambridge University Press, 1960,

p. 90) will show:
"The argument of this book has been that once man
conceived of his physical environment as subject to
knowable, ccnsistent laws, e began to manipulate it
to his economic zdvantage; and once it was demon-
strated that growth was possible, the consequences
of growth and rodernization, notably its military
consequences, unhinged one traditicnal society after
another, pushed it into the treacherous period of
preconditions, from which many, but not all of the
vorld's societies bhave now emerged into self-
sustained growth through the take—off mechanism
described in chapter 4.7
Media study has not begun to approach the awareness of this '"take-off
mechanism" of social change involved in the shaping and speeding of infor-

mation for eye and for ear and for touch and kinetics.

Project 69 set out to bring media study within the range of the
expanding awareness here indicated by Rostow in economics, My assumptions
then, were:

(a) that nothing had yet been done to bring understanding
to the effects of media in patterning luman association,

(b) that such understanding was quite possible; media
assumptions do not have to remain subliminal,

(c) that the absence of suchk understanding was eloquent




4~

testimony to the power of media to anesthetize those

very modes of awareness in which they were most operative,

My objectives were:

(a) to explain the character of a dozen media, illustrating
the dyramic symmetries of their operation on man and
society,

(b) to do this in a syllabus usable in secondary schools.,
(Secondary schools were chosen as offering students
who lad not in their own lives become awarc of any vested
interest in acquired knowledge. They have very great
experience of media, but no habits of observaticn or
critical awareness. Yet they are the best teachers

of media to teachers, who are otherwise unreachable.)

Marshall McLultan



ITINERARY AND SUMMARY OF ACTIVITIES OF THE CONSULTANT

My itinerary is complicated by the fact that ordinarily I make numerous
trips to Management Training Centers, and that these visits coincide with
fre quent consultations with capable educators in these top management
centers, These trips do not appear on my present itinerary, During this
past year I have Fad a dozen sessions with Peter F, Drucker and Bernard J.
Muller-Thym, Both of these men, who afe considered the greatest management
consultants in the world today, are former professors of philosophy. I find
it much easier to talk about the meaning of media to such men thun o
educators, Thke reason is this: Drucker and Muller-Thym deal daily with
management in the world's largest business organizations, They are
acutely aware of the effects of media, new and old, on decision-making in
big business. The educator feels protected by bureaucratic structures which
ensure him a comfortable decade or so of culture-lag, The executive has
no such protection., Curtis of General Motors was fired when he failed to
guess right about the small car. Television is responsible for the small
car craze, and hence the small car ha3 come to stay. Curtis said it would
2o away. He knew little of any media save the car., Educators know less
about the ncw media than Mr, Curtis because their decisions are not based
on irmediate contemporary pressures, nor are their wrong decisions tested

every few months on the adequacy of their students to cope with a new world.

My first trip for Project 69 was to Philadelphia (June 18-19, 1959)
to confer with Dr, Skornia and Dr. Gilbert Seldes about an over-all plan
for the project, This was an especially fruitful session since Seldes was

bhimself in tle midst of exploring patterns for lFis own new Annenberg school,
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Jin McPherscn end others about the project. It was recoomended that I
suing the stress for the remaining months to the development of testable
hypotlicses for media resecarch, These resulting hypotheses now appear in
counection with the media charts subnitted in this report, I am indeed
grateful to the Washington Cormittee for this suggestion, It paid off in

a big way.

Fetruary 28-Mcrch §3 The DAVI Convention in Cincinnati where I was a
rioter of a continuing panel. The major effect of this conference for my
studies was the sudden awarcness that my approach to the media is close to
the Systens Dezvelopmant type of efforte I owe this discovery to William
Allen, Rzad Corperation, and Jemes Finn, DAVI President, As a result I
hove bemim to work with our electrical engineering department here at
Torcutos As a further result I spent a day in April with Gordon Brown, Dean
of Elcctrical Engincering at MIT, I ghall now coatinue to push media study

in the dircction of electrical Systems Development,

March 18-20: Began discussions with Robert Shafer of Wayne, and Lee
Dreyfus of Wayne educational TV station, about the possibility of doing a
video tape on the Gutenberg era, Subsequent trips were necessary for the
rehearsal and shooting of same, as follows: March 3l-April 1; May 27-May

28; June 3-June 6.

April 9-12 I conferred with David Riesman and Henry Morgan about my
media hypotheses, Morgan of psychology was very critical and helpful,

Riesman was very enthusiastic and encouraging.

May 2-4: At the annual Institute in Columbus, Ohio., Here I kad a most
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exciting and profitable session with Samuel Renshaw, distinguished psychol-
ogist, about my media lypotheses. He coniirmed my basic suggestion by
tclling me that "In the Second War we found that to train for visual virtu-

osity we had to train not the eyes but the ear of the subject."

Ross Mooney gave much help and took me over the Adelbert Ames

perception lab,

May 14-18: Ceonferring with Dick Evans about the Syllabus, But also
took opportunity to visit the phonoscope experiment in Galveston with
Harold Wigren. Here as with all the new media they are eager to slow that
TV can attain all the old effects of the live classroom, It is also a
revolutionary medium requiring totally new educational objectives, These
will not be attained until phonoscope has revolutionized our commercial

lives. Education follows behind ccmmerce in leadership.

May 27-28 and June 3-6, in Detroit were mostly concerned with making

The Gutenberg Galaxy. But I had some important talks with that remarkable

person Ethel Tincher., Mrs. Tincher, high in the policy-making and adminis-
tration of the Detroit Public Schools, las for many years been pushing the
study of media, She is vividly aware of the futility of our one-way
educational flow in the electronic age. Moreover she has had much experi-
mental proof in teaching media in the classroom. The results have always
amazed her. In a letter of August 15, 1960, she reports:

"In the pamphlet I sent you regarding tlke study of teen-

age listening habits in Detroit, there is a reference to

tte fact that in only cne clacss surveyed could there be

found any real questions about the honesty of the disc

jockey payola racket. In this class there happened to

be six kids who had been in my experimental class in the
mass media. I questioned the teacher after the study was
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done, and he told me that these kids had been very
articulate about a number of ramifications of payola,
apparently Lelping to change the opinions of other
mcmbers of the class, This in spite of the fact that
ve had no moralizing as a part of the course. Although
this is not a scientific study, it bears out what 1
have discovered time and time agzin, that if we as
tcachers do not att-mpt to imposc our standards upon
our students, but kelp them to evaluate for themsclves
what is happening to them as a result of their deep
involvenent in the media, they can be depended upon to
raise the level of their own taste, and to make infer-
ences and to draw deductions from other areas cf
entertainment and education, Also, it scems to verify
the two-way flow of cemmmunication theory.

Project 69 travel was amply rewarding in insight and friendship.
Unfortunately, it had adverse effects on my health, reguiring ltospitalization
and a long period of rest, delaying the conclusion of these reports and the

suimarizing of the results of this project.

Marshall McLulan
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GENERAL INTRODUCTION TO THE LANGUAGES AND GRAMMARS

OF THE MEDIA




GENERAL INTRODUCTION TO THE LANGUAGES AND GRAMMARS OF THE MEDIA

Early in 1960 it dawned on me that the sensory impression proffered
by a medium like movie or radio, was not the sensory effect obtained.
Radio, for example, has an intense visual effect on listeners. But then
there is the telephone which also proffers an auditory impression, but has
no visual effect, In the same way television is watched but has a very
different effect from movies, These observaticns led to a series of studies
of the media, and to the discovery of basic laws concerning the sensory

effects of various media, These will be found in this report.

In 1915 Heinrich Wolfflin published his Principles of Art History

which bas since then revolutionized the study of many matters besides art,
iis entire approach confirms what I discovered about media: "the effect

is the thing that counts, not the sensuous facts," (Dover Publications, p.

62). This is also the theme of E, H, Gombrich's Art and Illusion (Pantheon

Books, 1960), in which ke provides "a study in the Psychology of Pictorial
Representation,” bridging and fusing mucl recent percepticn study with the

history of culture.

Switching attention to effects away from '"the sensuous facts" high-
lighted such facts as that the two-dimensional in visual presentation is in
effect very tactile, resonant, and auditory. Three dimensional representa-
tion on the other hand remains primarily visual, pictorial, retinal ---
abstract and exclusive of the non-retinal. The implications of this for
the difference between the cffects of movies and television will be shown
later. In Jdirect connection with this, it is most illuminating, at the

very beginning of Georg von Bekesy's Experiments in Hearing (McGraw-Hill
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1960), ta find him contrasting two-dimensicnal and three-dimensional
paintings. His purpose is to explain how in the study of hearing, "mosaic"

metheds of research are more effective than Mperspective" methods.

Acoustical research is necessarily "depth" study since hearing is
from all directions at once, Two-dimensioral mosaic structures with their
multi-levelled effects are therefore of great relevance to auditory research,
Tlere can be no fixed point of view with perspective and vanishirg point, in
such study. But Bekesy is naturally apologetic ir abandoning the conventional
"perspective patterns of rescarch (such as are still used in audio-visual
redia study):

"It is possible to distinguish two forms of approach to
a problem, One, which may be called the tleoretical
approach, is to formulate the problem in relation to
what is already known, to make additions or extensions
on the basis of accepted principles, and then to proceed
to test these hypotheses experimentally. Another, which
may be called the mosaic approach, takes each problem
for itself with little reference to the field in which
it lies, and seeks to discover relations and inciples
that hold within the circumscribed area.™ [fight
througa

-+ Bekesy tken proceeds to introduce his two paintings:

"A close analogy to these two approaches may be found

in the field of art., In the period between tle

¢leventh and seventeenth centuries the Arabs and the /
Fersians developed a high mastery of the arts of

description and portrayal and they used the mosaic

style.... Later, during the Renaissance, a new form

of representation was developed in which the attempt

was made to give unity and perspective to the picture

and to represent the atmosplere....

"Wten in the field of science a great deal of progress

has been made and most of the pertinent variables are

known, a new problem may most readily be handled by

trying to fit it into the existing framework. When,

however, the framework is uncertain and the number of

variables is large the mosaic approach is much the

easier." -
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Bekesy has not meditated on the fact that, since Cezanne, artists and
physicists alike have abandoned perspective for mosaic in the West, As the
number of variables co-existing in a single field kave mounted in ordinary
experience, the neat packaging job of perspective, and of pictorial space
filled in withk familiar objects, has become irrelevant to human problems of

experience,

For the moment, let me say that the present report on Project 69
follows the mosaic or ''field' or auditory procedure, rather than the
perspective pictorial pattern of the Renaissance. Just as Bekesy found
perspective irrelevant to acoustical research, so today by virtue of
electric information movement all of us live globally in a kind of triba’
drum of sirwultaneous resonance. Wwhen information moves to and from all
directicns and locations at the same moment, we return to a mode of experi-
ence that is structured as an auditory field of simrultaneous relations,
Even our visual experience is now a mosaic of items assembled from every
part of the globe, moment by moment. Lineal perspective and pictorial

organization cannot cope with this situation,

In this connection I would like to report a discovery concerning the
rolz of writing in creating what is now to mathematics and physics the
obsolete fiction of “Euclidean space." THE IMPLICATIONS OF THIS DISCOVERY
FCR ORIENTING US TCDAY IN THE ELECTRONIC AGE ARE SO GREAT THAT I FEEL NO
QUALMS IN STATING THAT IT JUSTIFIES PROJECT 69 MANY TIMES OVER. THAT IS
TO SAY, WERE THIS PROJECT TC HAVE NOTHING AT ALL TO REPORT 1IN MEDIA STUDY
BEYOND EXPLAINING THE ROLE OF ThE WRITTEN WORD IN BRINGING INTO EXISTENCS
"EUCLIDEAN SPACE," IT WOULD YET OFFER A MASSIVE AND CHALLENGING SET OF DATA

FOR THE ATTENTION OF WESTERN MAN.
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In his extensive survey and analysis of the illusion and ambiguities

of perspective and the third dimension, E. h, Gombrich (Art and I11lusion)

again and again reverts to the Greek miracle: "the discovery of fore-
shortening and the conquest of space early in the fifth century," (p. 116).
The cause of this "miracle' was the phonetic alphabet, Again, let it be
stressed, concern with the sensory data rather than effects has for many
centuries conccaled the operation of this cause., It was never at any time
the "content" of phonetic writing, in whatever language, that had the
effect of evoking thre third dimension, The ''content™ of phenetvic writing
is epeech. Such is not the case with non-plonetic writing, Pictograrphic
and ideogrammic systems of writing are not silent speech. They are situa-
tional gestalts which appeal greatly to electronic man %oday. Both the
rhonetic alphabet and perspective alike become alien to electronic man in
the magnetic age, Since we consider that our way of life is rooted in
literacy it concerns us deeply to know why our children will increasingly
spurn it, just as our artists and physicists rejected perspective a century

ago.

I think the best way I know to explain this matter further is to cite
the evidence of Tobias Dantzig in lis Numter: The Lermage €I Science (Anchor
67). This bock which Einstein rroclaimed '"the moot intaresting book con the
evolution of mathcmatics that has ever fallcn into my hards," fill into my
hands at the Washington, D, C. airport. This is relevant to tle prescnt
report since I was then in Washington in connection with Project 69, Pages
139-147 provide all that is nceded to understand why phonetic writing
created Euclidean space, or the Greek miracle of perspective and natural-

istic illusion, The same pages also explain why the Western world since
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Newton has steadily dissolved Euclidean space and pictorial illusion, and
skifted to non-Euclidean geometries and non-objective art. In a word,

here are all the clues to the mystery of the rise and fall of Western man,
the mystery of lLis detribalization by literacy and his retribalization by

electric communication.

WHY DID THE PLONETIC ALPHABET HOICK MAN OUT OF THE AUDITCRY SPACE OF
THE TRIBAL DRUM INTO TEE CIVILIZED, HOMOGENEOUS AND CONTINUOUS SPACE OF LINE
AND TLANE AND PICTURE? THE ANSWER IS: BECAUSE THE FHONETIC ALPHABET ALONE,
OF ALL FORMS OF WRITING, TRANSIATES THE AUDIBIE AND TPE TACTILE INTO THE
VISIBLE AND THE A3STRACT. LETTERS, THE LANCUACE OF CIVILIZATION, HAVE TFZ
POWER OF TRANSLATING ALL OF OUR SENSES INTO VISUAL AND PICTORIAL SPACE.
More tlan anybody else, tle mathematician is aware of the arbitrary and
fictional character of this continuous, homogeneous visual space. Why?
Because number, the language of science, is a fiction for re-translating

the Euclidean space fiction back into auditory and tactile space.

The example Dantzig uses on page 139 concerns the measurement of the
length of an arc:

"Our notion of the length of a curve may serve as an
illustration. The physical concept rests on that of a
bent wire. We imagine that we have straiphtened tie
wire without stretching it; then the segment of the
straight line will serve as the measure of the length
of the arc. Now what do we mean by 'without stretching?!
We mean without a change in length. But this term
implies that we already know something about the length
of the arc. Such a formulation is obviously a petitin
principii and could not serve as a mathematical
definition,

"The alternative is to insecribe in the arc a sequence
of rectilinear contours of an increasing number of
sides. The scquence of these contours approaches a
limit, and the length of the arc is defined as the
limit of this sequence.

™
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"And what is true of the notiocn of length is true of
areas, volumes, masses, movements, pressures, forces,
stresses and strains, velocities, accelerations, etc,,
ctc, All these notions were born in a 'linear,?!
'rational' world where nothing takes place but what

is straight, flat and wniform., Either, thlen, we must
abanden these elementary rational notions - and this
would mean a veritable revolution, so deeply are these
concepts rooted in our minds; or we must adapt these
raticnal notions to a world which is neither flat, ner
straight, nor uniform,*

Now Dantzig is quite wrong in supposing that Euclidean space, linear,
flat, straight, uniform, is rooted in ocur minds at all. Such space is a

rroduct of literacy and is unknown to preliterate or archaic man, Mircea

Eliade las recently devoted a volume to this theme (The Sacred and the

Frofane, Harcourt Brace, 1959), showing how the Western notions of space and
time as continuous and hcmogeneous are quite absent from the lives of archaic
man. They are equally absent frem Chinese culture. Preliterate man conceives
always of uniquely structured spaces and times in the manner of mathematical

physics,

The invaluable demonstration of Dantzig is that in order “o protect
our vested interest in Euclidean space (i. e. literacy) Westcrn man devisad
the parallel but antithetic mode of number in order to cope vithk all of
the nen-Euclidean dimensions of daily experience. He centinucs:

"But how can the flat and the straight and th: uni’orm
be adapted to its very opposite, the skew and the :urved
and the non-uniform? Not by a finite number of steps,
certainly! The miracle can be accemplished only by that
miracle-maker the infinite. Having determined to cling
to the elementary raticnal noticns, we have no other
alternative than to regard the 'curved! reality of our
senses as the ultra-ultimate step in an infinite
sequence of flat worlds which exist only in our
imagination,

"The miracle is ttat it worksi"
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Again let us ask why should the phonetic alphabet have created the
fiction of flat, straight and uniform space? The phonetic alphabet, unlike
the complex pictographics evolved by pfiestly groups of scribes for temple
administration, was a stream-lined code for commerce, It was easy for any-
body to lcarn and to use and it was adiptable to any language whatever, 2
The reason for this adaptability was that phonetic characters kal no
semantic meaning beyond their neutral sound, This divorce frem semantic
reaning enables them still to be a means of translating the sounds of any -
tongue into wniform, hemogeneous visible fonn,\‘rhe user of the plonctic
alplabet can translate any culture into it. But no other culture can trans-
late the alien into itself, The Graeco-Roman galaxy had a one-way road of
conquest of all other cultures in the phonetic alphabet, But above all,
let us note that this one-way road led from sound to sight, This was the
road that hoicked Western man from the tribal space of ear and tactility
to the civilized visual space of the straight, the flat and the uniform,
Frint, of course, gave much greater stress and emphasis to the picterial
space of thke straight, tihe flat and the uniform, But the plonctic
alphabet was the first technological medium that gave obviouz salience to
the fact that all media are natural resources or staples. Nu ter, as
Pantzig implies, is subservient to letters and meaningless witlcut a

civilized, pictorial culture to support it,

Today in the electronic age we are post-number, just as we are post-—
litcrate. There is a mode of calculation that is pre-digital and pre-number,
says Dantzig:

"It is a binary system, i.e. a base of two. These

?avage§ have not yet reached finger counting."
p. 14
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So the binary computers are post-number just as photographs and television

are post-literate.

Persenally, I feel quite helpless and panicky as I contemplate the
range of new assumptions and frames and parameters which our new teclnclogy
Fas imposed upen us, If the great culture of number was needed to keep the
teclknology of letters in precarious poised centinuity tlese past centuries,
where is the wisdom to manage human values in the post-number, post-literate
magnetic age? Are we not still inclined to suppose that our former
objectives are still valid even though all of our assumptions and param-
cters have changed? What are we to say of the hypnotic daze of such pecple?

Educatoers present a uniform, homogeneous front of somnambulism.

Number is as obsolete as letters in the age of thke ccmputer, But tha
values of civilized life, brought into existence by the phonetic alphabet
need not dissolve with the alphabet. There are means of sustaining
civilization by the very same media which have dissolved the older media

and teclnologies,

It is the purpese of this report and its syllabus to explore aznd to
demonstrate scme of these means. But in concluding this general intro-
duction I want to revert to Georg von Bekesy's discovery that vou canit
investigate auditory problems by conventional scientific metl+ls of
perspective, The auditory must be handled on its own terms, --d tliese
call for a mosaic approach, not a three-dimensional perspectiv: apg=nrach,
The auditory forbids perspective if only because it is inaccessible to anw
fixed position., Yet without an arbitrarily fixed position therc connot te

a point of view,
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Today it is axiomatic that we live in a glebal space fed by information
from every point on the sphere at the same time, What possible relevance to
the student of media could a point of view be in such circumstances? He
must adopt che mosaic approach, He must deal with all media at once in their
daily inter-action, or else pay the pr.ce of irrclevance and unreality. lle
must deal with each medium as it affects all of our senses, not as it males
an impression cn one sense., Because any medium which singles out oune sense,
writing or radio for example, by that very fact causes an exceptional
disturbance among the other senses. Specch is the only medium that uses
all the senses at once, and therefore in the multi-media electric age the
structure of speech probably holds the orchestral clues for cultural
control and eguilibrium, We may be forced, in the interests of huran
equilibrium, to suppress various media as radio or movies for long periods
of time, or until the social organism is in a state to sustain such violen<

lopsided stimulus,

Nothing could be more unrealistic than to suppose that the prograuming
for suckt mecdia could affect their power to re-pattern the scnse-ratics of
our teings., It is the ratio among ocur senses which is violently disturbed
by media technology. And any upset in our sense-ratios alters the matrix
of tlought and concept and value. In what follows I hope to stow how this
ratio is altered by various media and why, therefore, the medivm is the
message or the sum-total of effects. The so-called "content" of any medi:™
is another medium. So that the concept of '"content" naturally begins with:
writing, whose "content" is the medium of speech, But the ef.ect of
writing is not at all the effect of speech., The content of radio is
usually speech also, but the effect of radio is neither that o spcech nor

of vri<ing,
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Such are the relationships and discoveries which I seek to demonstrate

and clarify in the sections which follow,



-
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GENERAL INTRODUCTION TO CHARTS

My notion that it would be possible to the sltape of the syllabus fer
secendary schools to teach the languages and grammars of media, new and old,

is now given tentative formulation in what follows.

The language and grarmar of a medium have nothing to do with its
content or pregramming, Those who do much programming for any given medium,
like English or radio, usually acquire some intuitive notion of its grammar,
but they are not expected to know how to verbalize their knowledge. Orammars
for spocken languages are attempts to translate the oral pattern into the
grarmar of the written word. Napoleon was said by Newman to lave had the
advantage of his enemies in that he understood the grammar of gunpowder.

The grammar of the atom bomb we have not yet begun to grasp. '"Grammar™ 2=
applied to any medium of communication, therefore, implies the ability tc
translate the modal power:s of that redium into some other medium, whether
speech or photograply. To translate is not unlike the procadure of mcderm
caysics which explores structures by bombarding unknown nuclei witl nuclcl
of known structure, Note that this procedure assumes that light will cemro
Zrem the unkaown, not to the unknown, It is the reverse of ordinary rethnl.
Consisting mainly of juxtapositicn, this mosaic precedure, which I try to
Tollew thrcughout, waits for light throurh the situation, It does n3t

rrirorily try to play light on the situvation,

This procedure requires detachment such as comes from disiccatlor.
Tn a strange country we are ccmpelled to translate our own culture into “az
strange one, or the strange one into our owa., (See Ed, l'21l, Ttz £ 'ent

Languare, Doubleday, 1959.) Today we live, 211 of us, in many rev coimtrics
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of the mind in which our knowledge of familiar meanings merely serves to
blind us to the new situations, We must battle down the familiar classifi-
cations if we are to come to grips with the new, This is much eaéier for
youmg students for whom famiiiar knowledge of older forms is no more
entrenched than knowledge of the new. Adelbert Ames has built a complex
visual lab just for this purpose: to train the student in the ambiguities

of the third dimension., William Empson's Seven Types of Ambiguity (1932)

had done the same job for those who still clung to the illusion that simple,

direct, plain English statements had only one meaning,

Since Blake and Rousscau, the main effort of art and cducation has been
the pursuit of "the innocent eye" and of "spontaneity." In other words,
for two hundred years the West has been fighting off the rigid assumptionc
and patterns of print, Today we reverse that struggle and try to cling to
the vestiges of print culture even though the industrial assembly-lines
themselves are obsolete., That is to say, that one major projection of the
print form is the assembly-line. That same line hLas long been the raison

d'etre and bulwark of literacy, of classroom layout and procedure.

This is one way of translating Ames' phrase: 'perceptions are not dis-
closures.” We see and feel via the patterns of familiarity imposed by ouzw§»ﬂ—
rarious media. Only the highly trained artist in the various senses of eye,
car, touch and in the various media of languages and so on, only the ortist
can achieve "innocence" of vision, or centrol of experience, Until the ar*.i3%
‘n all these media has coded their message for us we go on looking at them
through the horse-collar of earlier experience, Since, however, a new

medium tends to brainwash us of all experience in older media, we have a

vnique task today. For now we have to conduct education amide* iultipie
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media and cultures. We cannot achieve even for a skort time any lomogencous
experience as a condition for the training of the young, Ve grew up in a
relatively continuous and homoge.eous world, Our children live in a network
of complex and separate nuclei such as naturally occur under conditions of
electric movement of information, The adult world today is simple, The
child world is sophisticated. This is a rough situation for teachers. Bat
the only strategy is to involve the young far more in the teaching-learning
process than formerly. This can be done especially well in teaching the
languages of the media, for the children know these much better than the

t2acher,

We are obliged tcday to learn the language of objects, and especially
of those objccts that are media. For they can pull the rug out from under .

your world or pop a new one under you while you are unawares,

At the end of his classic study of Art and 1llusion, E, H, Gembrich

17/)
0
<
I
.e

"In investigating the growth of the language of

representation we may hcve gained some insignt into

the artic:laticn of other languages of equivalences.,

Indeed, the true miracle of the laaguage of art is not

that it enables the artist to create the illusion of

reality, It is that under the hands of a great master

the image becomes translucent.”
Such is also the case with the study of media. Even the study of ads, if
pushed to a sophisticated point, reveals them as translucent frames which

floed us with awareness of great vortices of assumption and lLuman drama.

The charts provided for each of the media in the syllatus procced frzm
A SIMPIE FACT: Any medium whatever is an extension, a projection in space

or in time, of our various senses, Speech is the only medium that uses all
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the senses at once., Speech as enceded visually in writing is not speech
any longer. It is given a visual bias of great intensity by being reduced
to writing, Morcover as written it is abstracted from all the other senses.
Speech on radio is similarly reduced to one sense, the auditory-aural,

Radio is not specech though it seems, like writiag, to '"contain'" speech. Our
illusion of "content" derives from one medium being "within” or simultaneous
with another, For this reason instrumental music has no ''content" and non-
objective art likewise is an abstract manipulation of the modalities of

Sight.

Had Project 69 done nothing more than to isolate the fact that the

“"content" of any medium is another medium, it would have justified the

expense involved many times over, Because, until this principle of "content”

as an illusion of media-mix is grasped, there is and will continue to t< a

futile cffort to measure the transfer of content as if it were sore pellec \
woving frem point to point like Zeno's arrow. The "illusion" of content
likewise syphens off all attention from the forms and effects of the media.

The fact that radio created Fascism, and at this writing i3z coading ali
semi-lit~rate areas into frenzied tribal manifestation --- this fact could

never be discovered by all the testers in the world as long as they paid
attention to "what is being said" on the radios of the werld, The message

of the radio expericnce as radio, has nothing to do with the other mediuvm

of speech, or the medium of music, which appears as the radio program,

In my charts 1 show as best I can how to spot the message of medium as
medium. No attempt is made in them to exhaust the available evidence. My
entire syllabus proceeds cn the principle that Low Definition (LD) is

necessary to good teaching. The completely exrtressed package offers no
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opportunity for student participation. LD works by withiolding information.
LD media like telephone and television are major educaticnal instruments

because tley offer inadequate iuaformation,

A major aspect of media effects and development appears in the case of
the reoad as a means of transportation, Like writing or radio the "content"
of the rcocad is always another medium or other media, whether pedestrians,
equestrians, wagens or cars. Depending cn the type of velicle-medium, tle
nature of the rcoad-medium alters greatlv, The same is also true of sreech

or of movie. Yo m2dium 'zs its meaning alone or in isolaticen frem other

media., The nature of print in relation to its roles and functicens and iis
operation on human attention changed very much with the advent of the tedi: -
graprh newspaper, It changed even more with ploto-engraving. Movies and
television gave to print sucl drastic new meanings as to make its role i

tke classroom vague and obscure,

Returning to tke road for a mement, let me quote a page of obzervation:

which is accompanied by a chart:

Polv-Antics of the riighway
(Cxplanation of chart, p. 17)

At first the tractless pastoral countryside, as in the
televisicn Western Rawhide.

A road comes into existence to fetch rural produce to
town areas and is in Low Definiticn, coexisting with
pedestrian and mounted man.

As road goes into High Definition, it fetches the
tovn to the country.

It next becomes a substitute for the country, and we
can "'take a spin" in the country,

As it improves, it destroys the country by simply
making it less and less country-like. A little later
it beccmes a wall between man and the country.
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As it continues to improve, or be more of a road,
specd of movement in and out of city destroys the
city,

The next phase is for the highway to become city, and
to become country {parkway). Planrners talk of cities
of a hundred million people and three thousand miles
long.

The country on either side of such highway cities
could well return to tractless waste,

As highway becomes city, it is linked by airway. Air-
way is for travel and highway is for living., That is,
as travel improves it creases to be an experiernce of
travel at all, Over Rome cor over Tokyo dby j2t is all
the same,

The dweller in the motel-like highway city has no
strong sense of really living thers, any more than
tle jet traveller has of bDeing there,

In large metronolitan areas, the arts tend to be
supported not by the natives, but by tourists and
tiie natives tend to revert to the state of provincial
bumpkins, As Margolis points out in his teenage
piece (American Scholar, Spring, 1960), the juvenile
gangs are the only authentic face to face coxmunity
in the metropolitan areas. Socially this parallels
the physical return to the tractless wacte of the
rural environment of the highway city, in the airway
age.

illustrating the strange reversals of function which the »nal underices ac it

maves from LD to HD, or from a rudimentary state to a highly devcloped onc.

Most media undergo svch transformations as the urgency of use and denand
;ausz them to be skaped to ever Higher Definition., 1 shall never ferget ny
amacceneat at discovering a few months ago that any HD medium 1like radio or
nevio wderwent a kind of reversal of form when experienced. In a wonl; an
HD zuditory medium like radio has an intensely visual €C, or Sudbjective
Completion, EBut an LD auditory medium like telephone has no such visual £6.
The user of the telephone does not visualize much if at all., He teads to

use 211 ofF his sences at once,




| B e T

A T e hee A el

(Panyiras creates
armics and roals

and 2nd3 city states)

los-oved Reads

\\\ COUNTRY
\._
Poor_Roads
Foo;- \ ff\\ Pre-velicle
paths \ Pedestrisn or
nounted man..s.
-\ —

(Pastoral Svcicty)

Wheeled Vehicle
MO!‘e traffiC¢ ese

——

|

T ey

D 1“._: ait

'
LS

Improved Roads
azd Vehicles BRINGS TCI™N
N 10
COUNTR

TOWN ,

L

Road Decentralizes
and destroys

Road Destroys 'L___.‘
/ " 7
\coumw p — I\ o]
:.: 1 - ,\_ s il B *_\“\ //-// - (Hundreds of millions gf people)
"1 Roap supsTITUTES £\ Y ! Throughway :eoesvsco Tarkway
FOR COUNIRY .. 7 N\ V4 N
(spin in the country) // N T — #,//' \ I-— ROAD BECOMES TOWN
—~ S — & Vo— (3000 miles long)
AIRWAY bR(OMES ROAD (as link) y, \
- T T T - T e T S I e T T e T T
| I CREATING NEW || COUNTRY RE-APFEARS
— s "/ 7 - KIND OF
. OUNTRYSID
Pelestrian and mounted man in one.... ¢ E
= - potmtpnn T T T T T T e T '-__ s-—lrmlr—ar - BB e T T T T T T T R T TIE L T T T T T ST e e

Road disappears (as link) / N
ir r=3.vir: wod> dn doccontraliz:zd
r= _leosv soe with ecslogical sciertiscs
s printes I now pastoril world,

[T N . -~ cantof - PR N = 2




18-

These are the matters which appear in my media charts., They are testa™le

by ordinary experience; but are, of course, easy to be brought to the sart

of tests which Professor Charles E, Osgood carries out in The Measuremant of
Meaning (Urbana, 1957). Ordinary language about the various media has alrcady
registered enormous areas of collective observation, These collective
attitudes and attributions, approved by long-continued use, are a kind of
evidence which is available to every child. The fact that the testers Lava
not yet discovered this very rich material leaves it fresk and unsroiled

for the classroom study of the media,

Just as all media, including speech, are technological extensions of
our various senses, so the commmal processing of these extensions of owx
senses is that which drives the various media through their numerous phacses
of transformation. The techneclogy of speech or writing or railway depends
on a large degree of communal agreement and cooperation., And just as owr
individual experiences of our individual senses get processed by scme sort
or inaer comnen sense which givcs unity to the diversity of cur sensations.
so with the media as extensions of our senses, These co.perative techno-
logical extensions of ourselves undergo a social or communal prccessing wiich
gives them unity, and which ensures also that they will always be changing
their forms as they ccntinue to inter-penetrate and to ":ranclate® into oue

ano=<heor.

With regard to this communal processing of all types of informaticn,
I would like to draw attention to the fine paper of Richard L. Meier oa

"Infornaticn, Resource Use, and Economic Growth," (read at Arn Arbor,

Michigan, April 1960). Not only does he point to the media of communicaticn
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as staples or natural resources, and to our senses as the climate of
information, but the natural effect of the electric is to substitute
information movement for transportation of things. As information move-
ment increases, "machines can be designed which normally make for fewer
mistakes than lumans.' That is, as information moves into very high level
phases there occurs the same reversal and substitution of forms that we
noted in the poly-antics of the Lighway. Above all, information movement
at electric speeds results in a society "capable of substituting cne set of
raw materials by others,” (p. 8). "Now, Lowever, it is impossible to
specify auv set of resources whick are crucial,” (p. $). Just =s any High
Definition medium like radio translates itself into visual expcrience, sn
in any high-level information scciety, one cubject-matter can be substitvted
for any other as an educaticnal base. The creative process itself becomes
the m=ans and the object of educaticn in the dialogue of ligh level cormuni-~
cation., The faster information moves, the more the forms of lncwlcdge,
process, and experience become accessible to observation, Thre meczum

becomes the message.

Spcech underwant many changes very swiftly as phonetic writing cane
into use. Print had even more spectacular effects on speech, but In comcir®
similar directicns to the effects of writing. Since the charts which
follow require some more specific understanding of the dynamics of SI-SC
and HD-LD than I have offered so far, 1 hope now to pr-ovide those data., I

~1a going to draw heavily on E. H, Gombrich's Art ard Illusion (Fanthecn

Bocks, 19€0) simply because he has taken these matters as his province in
his book., HKis ample use of current perception study will give comfort to

the scientifically-minded. Let us first briefly ccnsider the dynamics of
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High Definition and Low Definition (HD~LD) as they emerge in this study.
On page 68 he notes:

"Now the historian knows that the information

pictures were expected to provide differed widely

in different periods, Not only were images

scarce in the past, but so wcre the public's

opportunities to check their captions., ...How

many travelled widely enough to tell one city

from another?"

Low Definition images were merely take-off strips for private fantasy:

"A1l they were expected to do was to bring home

to the reader that these names stood for cities,"

(p. 69).
Bit to that very degree tley elicited maximal effort on the part of the
bcholder, Of a sixteenth century picture of Rome, Gombrich says:

"I am fond of this coarse woodcut because its

very crudeness allows us to study the mechanism

of portrayal as in a slow motion picture,” (p. 70).
Those words can be applied to television as compared with the movie photc-
graph, It is the crudity or low level of visual- information in <lie tele-
vision image (LD) whiclk involves the beholder in process. The tclevicsion
mosaic has other basic differences from the wovie image, but alreacy tele-
visicn las created a vast new trend of do-it-yourselfness and of eager partici-
patioa in all kinds of prccesses. The small car, the small boat, water-
skiing, weckend painting are only the most otvious developments which now
involve people in complex tactile processes. The movies by contrast cre
HD consumer goods, and helped to create the first great age of consumcr

roods, Televisicn is a "cool" LD medium, It makes people dubicus abrut

mercly coasumer packages.

Teievision is ushering in an age of symbols and of status rather thzn

of rivalry in consumer patterns. That is inlercnt in the "language™ of
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tkis LD medium. Its mosaic has brought us back to the two-dimensional and
to the fascinaticn with tactile process. Gombrich writes:

"It has become increasingly clear since the late
nineteenth century that primitive art and child

art use a language of symbols rather than 'natural
signs.' To account for this fact it was postulated
that there must be a special kind of art grounded
not on seeing but rather on knowledge, an art which
operates with f*conceptual images.' The child - it
is argued - does not look at trees; ie is satisfied
with the 'conceptual! schema of a tree that fails
to correspond to any reality since it does not
embody the characteristics of say, birch or beech,
let alone those of individual trees. This reliance
on construction rather than on imitation was
attributed t+5 <he peculiar rmentality of children
and priaitives wro live in a world of tiieir owne
"But we have come to realize that the distinction
is unreal, OCustaf Britsch and Rudolph Arnheim
have stressed that there is no opposition Letween
the crude map of the world made by a ckild and the
richer map presented in naturalistic images. All ‘

art originates in the human mind, in our rcactions
to the world rather than in the visible world itself,..™’

A

The "crude map of the world made by a cnild" is an LD affair visualiv.
Tactually it is not LD at all. Tactility seems very LD when in assoclatica
with the visual. The child and tlic primitive trust and rely on touch an
sound as much or more than on sight, But the tactual is profoundiy con-
structivist ratler than representational, The tactual image with its LD
effect cvokes a major stress on "creative participation” and empatly in
the beholder. As photography and photoengraving raised visual and pictorin:
experience to very High Definition (ED) in the later nineteenth century
the artists of all media agreed to present their work in Low Lefiniticn.

In 1896 Bernard Berenson in his werk on the Florentinz painters exrressed
the new strategy of culture against the new media as follows:

"The painter can accomplish lis task only by
giving tactile values to retinal impressions,"
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The task of art is to correct the bias of technological media, The Romantiza
fought against the High Definition and rigid psychic effects of the printed
word, The symbolists and the painters of the same time answered HD

picterial effects with LD tactile effects in paint and in poetry. %oday
with the sculptural mosaic of the television image bombarding us with tactile
values the role of the artist is no longer to give "tactile values to

visual impressions.!" But without careful study of Heinrich Wolfflin and ZE,
1, Gombrich tle student of movie and television imagery will be left high

and dry on the shores of "program centent,"

The general principle that LD or Low Definition situations are especiaily
evocative of participation of the bveholders is illustrated many times in
Gombrich, The correlative principle that HD or High Definition situaticns
kecp the public in an external, consumer role is likewise illustrated over
and over again, On page 272 for example ke shows how we learn from over-
simplified hypotheses rather than from the carefully elaborated ones:

"In order to learn we must make mistakes, and the
most fruitful mistake which nature could have
implanted in us would be the assumption of even
greater simplicities than we are likely to meet
with in this bewildering world of ours,"

Kepler easily disproved tle inspired guess of Copernicus, But it was

Copernicus, not Kepler, who made Newton possible,

The age-old clash between walking and marching is the clash between I
art in which there is much participation in the creative process, and HD
art which tends towards abstract pictorial :illusion.

"There are few civilizations that even made the
change from walking to marching, and only where
the image has been developed to a high degree of
articulation does that systematic process of
comparison set in which results in illusionist
art," (Gombrich, p. 314).
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But HD art and teclnology speeds the process of change and transformation.
It is an absolute principle that to the degree that any situation is put in
ED by a flew of much information, tkat situation is at the point of drastic
change and of the manifestation of opposite characteristics.

"An artist of our own day, Georges Bracque, has

recently spoken of the tlrill and awe with which

le discovered the fluidity of our categories, the

ease with which a file can become a shoehorn, a

bucket, 2 brazier., We have seen that this faculty

for finding and making underlies the child's

discoveries no less than the artist's," (Gombrich,

pp. 313-314),
Bracque merely anticipated Information Treory and computers by seventy
years, in making this discovery of the substitutability of categories at
high information levels, But the result of these discoveries was the
immediate return to the primitive in cubism and non-objective art. The
principle involved in this reversal of chlaracteristics which accompanies
all HD situations, 1 illustrated in "The Poly-antics of the Highway." 1<
appears in all my charts as the crossing of the SI-SC diagonal over the H)-
LD diageral. It is known in rhetorical theory as the figure of chiasmua,
as vhen we say time wounds all heels, Two statements of opposite intznt
are made at the same time, ‘''WlLen we were Jung and easily Freudened" as
Joyce puts it in Finnegans Wake, Chiasmus is indispensable to understanc’n:
media since all information flow by feed-back - that is by its effactsz -
ocperates simultaneously in opposite modes. DBut until I worked out the charis

it was impossible to show this to anybody. This was because we still re¢lx

on pictorial modes even in the non-visual electronic age.

Ore more illustration from Gombrich illustrates the above pcint:

"] believe the student of these inventicns will
generally find a double rhythm which is familiar
from the history of technical progress but which
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has never yet been described in detail in the
history of art - 1 mean the rhythm of lumbering
advance and subsequent simplification. Most tech-
nical inventions carry with them a number of
superstitions, unnecessary detours which are
gradually eliminated through shortcuts and a
refinement of means, In the history of art we
know ti:is preccess mainly in the work of the
great mairters, Evea the greatest of them,..
beran ticir ca-eers vith a very circunsrect

ard evea hkeavy techirique, leavin3 notlrag to
ckance," (p. 331).

Artists and invertors, that is, begin in FD and end in LD, leaving more and

more for the public to do for themselves.,
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STRUCTURAL IMPACT VERSUS SUBJECTIVE CCMPLETION

Tke following discussion concerns the diagonal from the lower left of
the charts to the upper right, SI, or Structural Impact, refers to sensory
impressiecns as they affect the beholder or audience. SC, or Subjective
Completion, concerns the effect of this impression as it is processed by
the audience, In psychology the SC is referred to as projection, In
systems development SI becomes input and SC is output. The French painter
André Girard who has worked with CBS and NBC for years told me that it wan
bis admiration for the technique of Rouault that interested him in tele-
vision., For, he pointed out, television is like Rouault in providing an

image by light through, not by light on. Rouault painted his canvassecs as

if they were stained glass windows. Seurat and Rouault, that is to say,
anticipated the television image in their image techniques by several decadcs.
Such is always the case withk art vis-a-vis technology. And art provides

new SC before technology provides new SI. Art is thus not only "ahead"

of its time, but provides the indispensable corrective for the impact of
technology on human sensibility. For new SI is ordinarily provided with

old SC in our psychological "set" or conditiocning. And when we use old SC
for new SI we enter a schizoid state, Our senses dissociate. We are dis-

eased.

On page 217 Gombrich provides me with an illustration of how SI-SC
merge with HD-LD. He is speaking of how the impressiorists exploited *"<tte
charm and challenge of incomplete representation:"

"But where the earlier masters prepared the beliolder

for this artifice and facilitated the projection,
tlte impressionists wanted him to enjoy the challern:e
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of a visual shock..,.. The amount of information
reaching us from the visible worid is incalculably
large, and the artist's medium is inevitably
restricted and granular.... in the end le will
always have to rely on suggestions when it comes

to representing the infinitely small," (vp., 217-20).

Pursuing the same theme of incomplete or LD representation as a means
of getting specially controlled SC he cites J. J. Cibson's Ferception of

the Visual World on the presentation of texture by a distributicn of pig-

ments to "stand for the whole to be imagined." Roy Canpbell, the South
African poet, lowever, records an experience that shows how the visual
presentation of texture is quite misleading unless backed up by puior
experience:

"The strange, crisp, salty consistency of snow

was another puzzle. From paintings I had imagined

it to be like wax, and snowflakes to be like

shavings of candle grease."
A young lady from India who had looked forward to lLer first snowfall, was
terrified when it occurred because it seemed to ker to be an invasion of
locusts, Our SC depends much on previous SI, and of course we have had
ample evidcnce of the bewildered Arab when shown a picture of a horse, or

the Eskimos for whom movies are cryptograms until the illusions are

explained in detail,

Perhaps the most useful formulation is that of Adelbert Ames:
"perceptions are not disclosures,” SI is not SC, The impression is not
the experience. The beholder must collaborate in creating the illusions
of space, as of time, The receiver of a structured impression, such zs any
medium oifers, must be attuned to that structure. It must be fer him a

sort of familiar keyboard on which lie can play a great variety of melodies.
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Such, for us all, is our native tongue. Such is the written and the
printed word., Such are the impressions from all our technology.

"Psychologists have long recognized that our
reaction to images also transforms what we !see'

in a much more radical way than we usually notice,"
(Gomdrick, p. 279).

"The fact that the area of the mirror that reflects
the face is always exactly half the size of the face
is so startling as to meet with skepticism on the
part of most people who have looked into mirrors all
their lives, Obviously, tlerefore, that is not what
they see. They see the face in the distance behind
the mirror surface, and thus they see it correspond-
ingly larger," (Gombrich, p. 279).

SI and SC or impression and response are much like the old pair of
"seeing" and "knowing,"
""Wwhat we see when we respond to moistness or smooth-
ness is the 'global' quality itself, not the
elements of local color and reflectioNeseceee,’
(Gombrich, p. 333),

That is, the SC of many visual presentaticns is not visual at all any more

than the SC of radio's SI is auditory.

What I'm trying to do in these charts and in the questions and
suggestions that go with tlem is to discover the dynamic symmetries and
contours of the media. There is no point in being apologetic since the
entire effort is experimental, As Gombrich puts it again, in a sentence
that also seems to me to illustrate the relations between SI-SC:

"Not even the most skillful artist should claim
to be able to plan a single stroke with the pen
in all its details., What he can do is to adjust
the subsequent stroke to the effect observed in
the previous one.... In this new process of
schema and modification, the artist is one
contro%ling fact, the public another," (Gombrich,
P. 357).
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At the very least, my SI-SC diagonal prevents any oversight of the

principle: 'the effect is the thing that counts, not the sensuous facts."




INTRODUCTION TO SPEECH
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INTRODUCTION TO SPEECH
“Speak that I may see you,"
"Let us draw nearer to the
fire and see what we are
saying."
"Man is distinguished 1rom
tle brute by the power of
speech,"
Speech, as a medium which employs all the senses at once in harmenic
ratios, as it were, draws attention to the ambiticn of Richard Wagner, tihe

composer, to produce a new art form which would orchestrate all of <the ovts

in a single experience.

What is lappening in the electronic age may seem contradictory., on
the one hand there is an extension of each of our senses which amounts to
“he extcrnalization of our sensorium, On the otler hand there is the
vnified field of experience and multi-media created by the mere fact that
the electroenic is sim;ltaneous no matter how many mcdalities or scnrces or

redia are in play.

Not only are the individual media 'languages'" in the sense tnat tle;
are syntactic patternings of experience, but the electronic dimension
forces upen our attentien the need to harmonize the various media in the

way in which the many forms of human speech harmonize cur varicus sensecs.

Edward T. Hall, in The Silent Language (Doubleday, 19%4) is concerne:

with working out a grammar capable of providing tools for analycis of any
cultura) situation, As an anthropologist le approaches cultures as "cil-nt
languages." But the student of media will quickly discern how to adapt

Hall's <¢cols of analysis to mediu study. So far as the present aprroach %o
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the understanding of media is ccncerned, the whole of The Silent Language

is relevant,

Hall's concept of '"the organizing pattern” concerns the fact that
"there is no such thing as 'experience! in the zbstract, as a node separate
aind distiact from culture." Hall is saying here, in effect, what I fcrmlate
as "the medium is the message." I think he could well do with scme study
of the ways in which the dominant technology of any culture simply repeat
themselves in the variety of matters offered by our senses, individual and

collective,

Since speech is itself a master tectrolcgy, it goes without saying
tlat the Sapir, Whorf, Hall, Trager, Lee axis have long followed rthis line
of studv. Not being perhaps particularly familiar with the types of
cultural analysis directed by the artists of this century toward luman
technologies as art forms, the social scientists have been unduly shy of a

plerary art approach to technology.

In The Books at the Wake, by James Atherton (Faber, 1960), it is

menticned Finnegans Wake is a history of writing, ''We begin with writing
on a bone, a pebble, a ramskin...leave them to cook in the muttering rot:

and Gutenmorg with his cromagnon charter,..."

The problem for the artists in our time is to sar everythirg at once,

and this is the problem in a variety of ways for every kind of person in

an electronic age.

In these few words from Finnegans Wake, Joyce is saying, amongst otheiw

tlings, tlat the dawn of human culture (Cutenmorg) ie a cromagnen (or
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primitive affair) but also Gutenberg the dawn of the Renaissance accelerated
our rediscovery of the cromagnon beginnings of human culture. Letters,

the language of culture, when given the new stress of print, hastencd our
rediscovery by historical analysis of the pre~literate cromagnon vorld,
Letters translated us out of the all-at-once auditory and tactile world

of pre-literate man, while Numbers: The Language of Science (Tcobias

Dantzig, Anctor Books Mo. 67) developed parallel with letters as a means
of translating the visual and the literate back into the non-visual and the

tactile .

The artist faces the problem of responding to this type of awareness
with new forms of relevance rfor mankind, FYre-literate society enthronec
the ‘artist as medicine man, Post-literate society (the electronic) must

enthrone tle artist as navigator,

Since the purpose of writing was to translate a non-visual multi-
sensuous world into a picture or visible world, it is not strange that w:
should be confused today. For electronic technolosy does not merely trans-
lat: the pictorial back into the audible and the tactile; it also presents

all of the senses directly and witiout translatica cf anv scrt.
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READINGS AND SUGGESTIONS - SPEECH

The Silent Language, Edward T. Hall (Doubleday, 1959)

Nurber: The Language of Science, Tobias Dantzig (Anchor Bocks No. 67)

The ancient Oracles at Dellii and elsewlere were said to have had
elaborate communications systems, By the time tleir royal clients arrived
at the shrine, a fairly complete idea of the clients' problems had been

received,

What was the advantage to all concerned of dealing with the clieats?
problems in a cryptic way? Why do oral societies rely so heavily on aphurisz?

(See The Waning of the Middle Ages, by Huizinga.)

why should interpersonal dialcgue be considered mcst nearly adegueate *o
the highest modes of the learning process? Why should the study of spcach

reach new planes of clairvoyance in the age of the tape recorder?

Experiments in Hearing, Georg von Bekesy (McGraw-Hill, 1969)

Sensation and Perception in the History of Experimental Ps.,.chclony,
Edvin G. Boring (D. Appleton—Century Co., New York, 1942

Boring provides clues to the changing attitudes and theories o< the

western world toward our various senses.

A phonetically written language will inevitably develop tne habit of
making words refer to tlings., A pre-literate language, on the other iand.
has no suchk habit, Word is thing. The work of Dorothy Lee and the worl.
of Bronislaw Malinowski on native speech habits documerts this cupect of

pre-literate language, A good deal of their material is embodicd in
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"lhinking Through Language" which was prepared by E. S, Carpenter apropos

of the media test enclosed in this repoert.

Almost nothing has been done to study the effect of phonetic writing

on our attitudes towards "'meaning.' In EIC larazine, for winter 1955,

Richard Dettering has an essay on "What Phcnetic Writing did to Meaning®
(p. 121ff) - what our culture today in part is confronted by is the collapzce
of a "picture theory" of language.

Scientific American Magazine, essay on LOGLAN: Jamas Cooke Drow:e,
June 16¢0, Vol, 202, No. 6, pp. S3ff,

principles, largely to examine tle hypothesis that the world view
of thz members of a culture i3 determined by the structure of their
language.”
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COMMENT ON SrEECH CHART

As the only medium using all the senses at on.ce, speech also uses all
of the senses in LD. Since the SI is in LD, the SC or response is one of
deep participation, in all senses also, That is, if any cne sense were
given HD in speaking, we would not tend so much to respond with all senses,
&8s with tiose complementary to the one in HD. If a person clutches you |
while talking to you, thLe ratio ameng sight and sound aspects of speech will
alter, Speech on radio gets such Higl Definition in the auditory sense

that we respond with strong visual stress.

When SI is in Low Definition, the SC response tends to involve all of
our senses more than when the Sl is in ligh Definition. Since speect la:z
all senses in SI (and all of these in LD) the SC effect is the richest
possible to any medium. Since the SI-SC are similar, tlis makes for

maximal stability of the medium.

As speech tends towards KD it can move through the phases c¢f dialog:as
2and statement all the way to proclamation. Notice that as it goes cver
aore HD, it increasingly excludes participation. In LD speech cvokes
ever more participation. "The eloquent shrug," 'the word to the wise "
etc, Stutter is so very LD as to produce the most painful pressure of

participaticn on the learer,
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INTRODUCTICN TO WRITING

The Creeks made a myth about iing Cadmus as Le who introduced the
phonetic letters to Greece. The myth says King Cadmus sowed the dragon's

teeth and they sprang up armed men,

H., A, Innis has devoted an entire book to explaining the meaning of

this myth, The book is Empire and Communications.

A myth is the explaining of a campiex action and reaction ir a fow
words, The phonetic writing permitted tle spresd of writing on ~'eap
raterials like papyrus which could be swiftly transported over land enabling
men to organize armies at a distance. In the same way, phonetic writing
was able to take over many languages and culture in the Greco-Rcman name,

It is a cne-way conquest since the other peoples, while teing ta%en ovic-,

are quite unable to take over themselves,

Phonetic writing is, above all, a way of translating the zulible int.
tlte visible, The oral and tangible world of the pre-literate man i
.ranslated and made explicitly visual by the phonetic alphabtet. This is
the traditional distincticn between the barbarian and the civilized man,
The barbarian plays it by ear. The civilized man plays it by eye. 1The
barbarian lives in the all-at-cnce worll of many directicns and many levels
of meaning at a single moment. Whereas the literate man lives by the eye,
one-thing-at-a~time, oneidirection at a time, one level at 2 time, The muu
¢f the written word has at command an instrument of orgonizatior and cf
analysis which seems quite mysterious and superhuman to the man of the ear.

The movie of the Bridge Over the River Kwai is a full length dramatization
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of this clash betwcen the men of the eye (the Englich) and the men of the
ear (the Japanese colonel), The practical one-thing-at-a-time men are

quite able to make the bridge, but quite unable to control its uses,

The translation of the non-visual world into visual formulas continued
educationally, and legally, and politically, throughout the Medieval perioc
with ever-increasing stress on visual system in all levels of organization
and knowledge, until the time when Gutenberg gave a new meaning and intensity

to this visual stress.

Writing dces not occur in Nemadic societies, but only after people have
daveloped the special skills associoted with sedentary life, This specisiism
cxtends to the sensory life as well, and writing becomes possible when a
dissociation occurs among the senses, So-called Euclidean space, i. e-
uniform, single-plane, homogeneocus space, is unknown until ren have learn~?
the art of writing phonetically which is to say the art of translating th=>
ron-visual senses into a uniform, spatial language. (See Thte Sacred and ’he
‘rofane, by Mircea Eliade, who shows how Euclidean space is unknown to
pre-literate man.) Dantzig, throughout his book on Number, holds to the
<“heme that mathematics, especially since the Renaissance, has been
ckaracterized by the effort to trarslate Euclidean space tack into thle
cther senses. Especially now with the omnipresence of nuclear spaces
resulting from the development of elactronic technelogy, we no longer liv:

in Euclidean space in the West., The new media of communication translate

-
21l events into nuclear time and space configurations.

We arz in exact antitiesis to Euclidean man of 3000 vears age wh»>

was totally engaged in translating all of his ins¢itutional arrangements
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1rem auditory and tactile into visual terms. Today, after tlousands of years
of organizing all of our experience in visual terms, a nuclear technology
drives us in tke direction of organizing even the visual in non-visual forms.
The front page of a newspaper appears to the eye, but is organized by tci..-

grapky. The newspaper page is thus a nuclear field of events,

In a word, all ttat Western man lbas done since writirng began le is now
reversing, The purpese and clallenge of writing cannot be the same, there-
fore, as when we were engaged in thc opposite move of translatirg man's
age-old primitive heritage into visual forms. When Roussea.: praclaim:3
that man is born free, but is everywhere found in chains, le would seem to
have been straddling between tlese two worlds of the primitive and of ti:
nuclear, Because the chaias which bind man are the institutional arrangcr:iavs
which ke has contrived by means of visuel organization and codificzatic: of

his non-visual life,
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PROJECTS AND QUESTIONS - WRITING

What would be the problems of introducing the phonetic alphabet today

into Japan and China?

Would the ccnsequence of introducing the phonetic alphabet into China
today be as drastic as when the Romans introduced the same alphabet

to Gaul?

Will the ideogram survive in some new roles in the same way as tte

printed book finds new work to Jdo in the electronic age?
What are scme of the advantages of the ideogram over our alphabet?

Does a form of writing which involves complex situations at a single

glance favor cultural continuity and stability?

By contrast, does a form of writing that favors attention to one-

thing-at-a~time foster instability and .change?

In other words, is the man of the ear a conservative, ard the man of

the eye a liberal?

Why should writing weaken the humar metory? Pre-literates men amazel
at the efforts of the white man to write down kis thoughts and csayirrs

ask: "Why do you write; can you not rememper?"

Why should a pre-literate people lLave no concept of words as refer—=Lg

to things, but only of words as being things?
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Is the "'content" of writing the medium of speech? Is it possible for

any medium to have a content except it be another medium?

Is the medium the message?

Is it possible for a mathematical proposition or demonstraticn to

have content?
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KEADINGS AND SUGGESTIONS - WRITING

Fmpire and Commumication, H. A, Innis, Oxford University Press, (1959)

The Chinese Written Character as a Medium for Pcetry, an Ars Poetica,
Ernest Fenollosa, New York, Square Dollar Series

The Hand-Produced Book, David Diringer, hutchinson's Scientific Publica-
tions, (1953)

The Voices of Silence, Andr¢ Malraux, Doubleday, New York, (1953)

The world of sculpture is poised on the frontiers betwzen sight and
sound, resonating with a vocal quality, but not being enclosed pictorial

spacCe.

The myth of Cadmus directly concerns the first effects of the inventicn
of phonetic writing. May tlis also be the case with the myth of the Corgor™
ilay one effect of print have been to turn the mind to stone, even in the

moment of imperishably arresting the moment of thought?

Consid=>r the nature of myth as including simultaneously the causes

cnd cffects of a complex process.

“rom Script to Print, H, J. Chaytor, W. Heffer and Sons, Cambridge, (1°950)

This unique book shouws the effect oi manuscript culture in changing

the forms of making, and of study and communication of pcetry,

Chaytor points to the loss of memory which comes with writing, We miy

ask: "Wny should the translation of sound into sight cause memory blocka:-.:"
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WRITING (CHART)

In the case of writing by means of phonetic characters, men discovered
how to translate the multi-sensuous thing that is spoken, language into
one sense only. The peculiar effect of translating the many senses of the
spoken word into the visual mode of writing is to abstract one sense from

tte cluster of the human senses, This simultaneous abstraction and trans-
lation of several senses into one sense naturally resulted in a chage of

ratio amoag the senses,

It is tke advantage of these charts that they enable cne to cpot reacil;

+he compcnents which enter into the experience of any cne medium.

One can, then, with equal readiness, spot the omitted senses which
remain to be filled in, That is to say, in the case of writing, all tho
senses except sight are omitted. This is a major reason why ~he phornatic
r=2ader is very strongly introverted. He has so much to fill in, Whilc¢ the
writien form or manuscript stepped up the visual form of experience to
~2latively High Definition (F-D), print as technology stepped it up very

muck more indeed,

Once more, the advantage of this chart method of study is that once v~v
Imow what properly applies to any corner of evidence in the chart, it is
possible to fill in a good deal that belongs in the other corners. For
example, if you know that early movies were visual in Low Definition (L-D),
2nd that later movies were visual in Eigh Definition {(H-D), you would alraacy
rsnow a great deal about what characterized early and later movies in S-C

(Subjective Completion) and L-D (Low Definition).

Riiate VRN,
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Such a procedure was followed by scientists recently in the discovery
of cortisone, They knew in advance enough to eliminite all but fifty-seven

possibilities,

These charts offer the possibility of direct participation in research
to anybody who has had experience of these forms., It is said that Cecil
Rkodes in the same way had only to washk the mud off the diamonds in lis
backyard. Another way of doing direct research on the impact of media is
to ask yourself what popular myths and legends whkich occurred at the time
of the new impact might ccntain relevant material about the social acticn
of these new forms, For example, the myth of Cadmus, and the myth of the
Gorgon, For later periods of the modern world it is necessary only to
observe tle changes which occur in already existing art forms; painting,
poetry, music, Thus the new kind of writing represented by Montzigne's
Essays or Machiavelli's Prince contain major evidence of the effect of

Gutenberg on Western Europe.

Our chart indicates that the SI consists of visual characters. Unlike
print, writing is LD. The SC therefore is quite different from print.
The reader of the manuscript had to read aloud. It was part of his SC
response to a Low Definition situation. But the translation of speech into
merely visual characters gave extremely High Definition to the visual compo-
nent in speech with many consequences for the languages so written.

Written languages tend toward streamlining of inflection and syntax alike.

The SC for writing consists in varying degrees of auditory-tactile
response, We cannot read even print without incipient movements of the

larynx. But writing being LD compared with print, evokes much more
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participaticn than print. So that whereas the manuscript reader in his

"carrell chanted, muttered and sang, the print reader makes his auditory SC

within, and for the rest is content with "incipient movements" of the throat.

The HD effects of writing are to enhance the power of the state at
the same time that tte individual "discovers himself" in the act of reading

and writing, Among the traditionally recognized LD effects of writing is

the famous dichotomy of "literature and life." The very act of reading

encourages a fantasy life. But writing exists by creating a dichotomy of

sight and sound, and sets up a vast series of splits in l‘uman awareness,

such as are wnknown in pre-literate or archaic societies.
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INTRODUCTION TO FRINT

Print would appear to be the first mechanization of a handicraft., A
similar technology seems to have been achieved much earlier in Korea, and
it is surely no coincidence that tle Koreans are the only other people who

are known to have developed a plonetic alphabet.

Without the abstraction involved in a phonetic alplabet, the breaking
up of the senses necessary for print technology would seem to be impossible,
The basis of print technologv is the extension of the phonetic alphabet
principle from sound to movement, Just as the phonetic alplabet separates
sound from meaning, so print separates letters from movement, The motions
of the scribal kand are broken up into movable types. Static segmentation
of the scribal motion is the base of print technology, leading to the book

wtich is the first teaching machine.

Since Gutenberg, the mechanization of many kinds of motion have been
achieved. The principle is always the same. Segmental analysis of the
total action involved, and the laying cut of this action as a series of static
repeatable segments in what we have since called the assembly line, Such
assembly line necessarily involves uniform, repetition of a specialist
action, As a form of production, it is now ending with the advent of auto-

mation .

Automation depends upon an exactly syncronized information flow from
electronic tapes, and substitutes the multi-levelled complex for the single-

plane assembly line,

In the age of John Gutenberg, people did not understand the kind of
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revolution that had occurred with printing., Rather, they thought that it
wvas a means of providing ordinary people with instructional materials,
The btook as the first form of mass production made the identical item

available for all men,

As compared with the laborious pace imposed upon the manuscript reader,
the reader of the printed page could move as if upon Macadamized surfaces.
The narrow and arduous track of learning became a throughway overnight,
When information movement undergoes some strikirg alteration in time, or

space pattern, the form of human asscciation and knowledge undergo similar

revolution., When print made all knowledge available in uniform and repeatable

form, what we call Renaissance individualism and nationalism appeared at

once,

Today, if the only means available to man for self-expressicn were
the forms of commercial advertising, self-expression as an aim or goal for
educated man would quickly fade from the picture of our lives, With print
it became possible for the first time to dream of self-expressicn and of
earthly fame. Because the exactly repeatabtle forms of print made possible
the extensicn of the private image and private point of view on an enormous
scale. By manuscript means, it is quite futile to dream of publishing
oneself to the world, and today once more men who must use the great
collective forms of movie and broadcasting have very littie opportunity for

self-expression,

Print made possible individualism because the book as private teaching
machine fostered initiative and self-reliance. 7The book created the ideals

of inner self definition and inner goals., The printed page could by its
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exactly repeatable form open up new markets of the vernacular tongues where
before the market Fad tended to be for Latin books alone, The same repeat-
ability of the printed form made possible totally new aims in education;

namely a uniform training for the whole community.

Nationalism was born of this possibility of organizing an entire
language area on a uniform political basis. Print became the basis for a
kind of national mobilization of manpower., Just as armies depend upon
uniformed men acting as replaceable parts in a smooth working military
machine, so the uniformly educated citizen body becomes an inexhaustible
manpower pool. Napolean was the first to manipulate the resources of print
in this way, mobilizing public opinion on one hand by his press, and man-
power by means of the citizen army, on the otker hand., Print in this respect
afforded to Western man a vast new staple or natural resource which gave to

the political power direct access and control over the citizen mind,

If print was the first form of mass production, it was also the first
means of providing markets with uniform commodities. Uniform commodities
lend themselves quite naturally to uniform pricing. The very idea of
uniform pricing was as revolutionary as uniform commodities. Handicraft
economies are related to bazaar type markets where prices are the result of
much haggling, Today, under electronic conditions, it is interesting to
watch the pressures whether in collective bargaining;in motor sales, or in
discount houses, which are driving us back to the conditicns of laggle and

the oriental bazaar.

Equally new after print was the discovery of the split between producer

and consumer, and alsoc between the ruler and lLis subjects,
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Specialism of function at many levels is characteristic of mechanization,

Today, the reverse is true. Specialism disappears with mechanization. In

management and decision-making, many people today must lave a kind of over-all

competence in all aspects of an operation. Encyclopaedism and fussion of

function is as characteristic of the twentieth century as specialism had

been previcusly, In fact, we have come to use the word specialist as a term

of dubious praise.

Like any other medium, print is a vast staple or natural resource, It
promotes the uniform, repeatable movement of information which yields the

hcmogeneous citizen body. Without such a uniformly processed citizen

body the manpower potential of a community cannot be released. wWithout
citizen homogeneity, no econcmic take-off into the region of perpetual
_growth and change. Without print, a society remains a "backward sluggish

country," Whether computers and electronics will enable such societies

to by-pass literacy as a stage of development, remains to be seen,

" e s e .
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PROJECTS AND QUESTIONS ~ PRINT

Let us try to discover any area of hunan action or knowledge unaffected

by the forms and pressures of print during the past five centuries,

If the forms of print lLave shaped all tle levels of action and
organization in the Westorn world up until the advent of nuclear
technology, does this explain and justify the type of stress wtich

we allow to our printed forms in educaticnal establisltment?

If a nuclear teclnology is now succeeding to the mechanical print
tecknology of the past five centuries, what problems does suck a
transition present to the educator? To the political establislment?

To the legal establishment?

What would happen to the society that did not recognize or identify

these problems at all?

What lLappened to Medieval education when it failed to understand the

nature of print?

Consider why anthropology with its pre-literate concerns should have

so much in common with post-literate and nuclear forms of communication?

How did uniformity and repcatability of the print production process

ffect human arrangements in time and in space?

Why should the speeding of information flow for the print reader create
historical perspective and background? Why stould the much slower

information flow of the manuscript make such background impossible?
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Why should the electronic speed of information flow eliminate

historical background in favor of "you are tnere?"

Why is hcmogeneity of space and time arrangement natural under print

conditions of learning?

Why was it revolutionary for Columbus to assume that he could keep
moving in a straight line, in one direction? Why are there no straight
lines in Medieval maps? Why was it unthinkable for them that space

should be continuous and homogeneous?

Why should the Columbus pursuit of the straight line in navigation

have been necessary in order to discover tke round earth?

Are tle flat earthers on strong ground in terms of our Western devotion

to Euclidean space?

In garment making and hence in clothing styles, the straight seam was
impossible before the sewing machine, Trace some of the implications
of the straight line and of mechanism in one or more other fields of

human organization.

How much is our notion of "content" affected in the case of printing

by the blank page as filled with moveable types?



READINGS AND SUGGESTIONS - PRINT

The Bias of Communication, H. A. Innis, Oxford University Press, (1951)

Explorations in Communications, Marstall Mclutan and E, S. Carpenter, Beacon
Press, (1960)

From Script to Print, K., J. Ckaytor, W. Heffer and Sons, Cambridge, (1950)

Ramus, Metlod and the Decay of Dialogue, Walter Ong,.S. J., Barvard University
Press, (1959)

Apropos of this btook, Father Ong traces the rise of hkabits of visual
organization of knowledge in the later Middle Ages befcre and after printing.
Dialogue is necessarily non-visual and involves minds in maximal partici-
pation in the processing of knowledge. Renaissance metlod increasingly

eliminated such participation,

Today, with nuclear non-visual forms of knowledge presentation, we

turn again to dialogue,

The Right to Learn, Glen McCracken

The Right to Learn underlines the unexpected effects of one medium
upcn another. Film releases aspects of the printed page not available to

the person dealing with the printed page alone.

Tre movie as sequence of still shots has deep affinities with the
Gutenberg assembly line of movable types, but whereas the movie viewer is
in the role of the camera, the print reader is in the role of projector. It
occurred very early to the manipulators of the printed word that print
afforded a means of snapsltotting the mind in action., 1rn other words, a

means of self-investigation of the type undertaken by Montaigne in his
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essays. The whole Senecan enterprise in prose is part of this snapshotting
of the mind in action, Self-investigation is tle correlate of self-
expression. In the same way, self-portraiture among the painters is the

correlate of perspective, or vanishing point and point of view.



-55-
PRINT (CHART)

Here is the perfect example of a transformation of a medium by stepping
up the degree of its definition, What may appear as quantitative improvement

brought out qualitative changes.,

This should suggest to us ways of observing the altering ratios of

sense as producing a totally new focus of attention and awareness.

Just as speech is "contained" in writing, so with printing, At first
print strove to imitate the texture of the manuscript, The manuscript was

"contained” in writing.

The subliminal or Low Definition (L-D) presence of cne medium in
another has conferred upon the Western world an obsession with "content,"
This is easily checked. As for example in scientific formulas whicl: contain
nothing whatever but which are structures cormanding other structures, With
the prevelance of multi-media experience in the past century, artists and
scientists alike liave sought "pure'" music, "pure" poetry and in general to
purge one structure from other structures, In poetry and criticism, this

has meant the repudiation of '"“content” as having validity or relevance,

As our chart indicates, the structural impact (SI) of print is visual

in HD. The corresponding SC of print is audible-tactile im LD,

In terms of social effects, the HD modes of print create uniformity,
repeatability, lineality, individualism and "point of view," The LD effects
here as always are relatively subliminal: for the individual, a rich "inner"

life of dreams and fantasy. Habits of inner drive, inner direction, and
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self-set objectives or fixed points of view are only a few of the galaxy
of effects of print on readers. (A fuller story of these is given in the

attached transcript from the Gutenberg Galaxy kinescope.)
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INTRODUCTION TO IRINTS

It would be a sufficient justification to include this section on
prints if only to bring to the students! attention the work of William M,

Ivins, Jr. His frints and Visval Comiunication (Routledge and Kegan Taul,

1953) stresses tle meaning which prints lFave bad in the developmert of
science, Until there was some uniform and repeatable means of transmitting
non-verbal informaticn, it was impossible for scientists to communicate.

Mr, Ivins lelps us to defire a “backward country" as "one of those that have
not learned vo take full advantage of the possibilities of pictorial state-
nment and communication," (p. 1), lie spots, at cnce, the disadvantagss to
knowledge of the "persistent habit of regarding prints as of interest and
value only insofar as they can be regarded as works of art,"” (p. 1). He
will receive increasing recognition as a master of media analysis, because
of such critical awareness as this: 'listorians of art and writers on
aesthetic theory have ignored the fact that most of their thcught Las been
based on exactly repeatable pictorial statements about works of art rather
than upen first lFand acquaintance with them. Had they paxd attention to
that fact, they might have recognized the extent to which their own thinking
and theorizing have been shaved ty the liritcticns imposed on <lose state-
ments by the grapbic techniqucs, Photography and rhotegraphic process,

the last of the long succession of such techniques, lava been respcnsible
for one of the greatest changecs ;f visual lLabit and knowledge that has

2ver taken place and have led to an almost complete rewriting of the history
of art as well as a most thoroughgoing revaluation of the arts of the
past,” (p. 2). Mr, Ivins does not merely offer valuable data, he offers us

better ways of perceiving data -— an approach rather than ccnclusions.
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We must look on prints "from the point of view of general ideas ard particular
functions, and, especially we must think about the limitations which their
techniques have imposed on them as conveyers of information and on us as

receivers of that information," (p. 3).

To extend this kind of awareness, not only to prints but to all media,

is the aim and scope of understanding media.

The approach of Mr, Ivins readily reveals why historians until recent
times "have rarely found anything they were nct looking for," (p. 4). This
remark of Mr. Ivins reinforces tke insignt of Siegfriad Giedion in

Mechanization Takes Cormand that "anonymous history" must be the students!

main resource today. ‘'Anonymous bistory" is without a point of view, since
it is the actual mosaic of discoveries and developments which the collective

and cooperative energies of men have patterned,

A private perspective or point of view directed towards such patterns
is something for which we must now write a history, since it is a dated and

dubious form of effort,
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PROJECTS AND QUESTIONS - PRINTS

Why is it possible to give accurate verval instructions for the
construction of a bucket, say, but quite impossible to dcscribe a
bucket? How does this problem relate to the importance of prints in

the development of many forms of knowledge? (Ivins, P, 57.)

Apropos of page 50 of Prints and Visual Communicaticn, consider scme of

tle ways in which in otler fields as well, technical advance may be a

setback for knowledge.

What has been the effect on the newspaper story of the line engravins?

(Ivins, p. 98ff.)

How did it happen that Dickens became a novelist by the accident of

supply:ng cory for popular pictorial artists?

In whkz~ other media is the cartcon mest effactive?

15 the print, engraving, cartoon, etc., a low or nigh delinition ferm

of stacement?

Why c>uld animatad cartoons not possibly have the same cffect in

movie and television?
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READINGS AND SUGGESTIONS - PRINTS

Frints and Visual Communication, Wm. M, Ivins, Jr., Routledge and Kegan Faul
(1953) London.

Art and Geometry, Wm, M, Ivins, Jr,

This book is concerned, among other things, with thle nature of Euclidean
space. One of its themes is that it was not until the Renaissance that
Western man finally freed the visual from the tactile. We have seen how
print culture strongly stressed segnental one-thing-at-a-time approach to

problems of organization of space and time,

1. What variaticns of attitudes to space and time might have occurred as

a result of prints and engravings?

2. Would the preferred subject matters of the engraver provide a clue to

the latent resources of the medium?

3. look at the famous Illuminations of Rimbaud as a kind of newspapzr

hodgepodge landscape, the idea for which he seems to have picked up
from the popular magazines of his time. Why should such amusing and
ingenious adaptations of popular art impress the i.igibrows? Is high-

browism today an attitude of those of shaky literacy?

4, Check James Atherton's The Books at Firnepans lWake for the very high

degree of interest which Joyce maintained in the most commonplace

forms of popular culture.

S. Why should Pablo Picasso take such an interest in American comic

strips when the academic world does not?
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E. H. Gombrich's Art and Illusion (Pantheon Books, 1960) should be

read by all students of media. On pp, 157ff, he tells the story of
printed pattern-books which led to the rise of cartoons and comic
strips. The story is continued on pp. 335ff with full awareness of

Low the LD print creates HD creative participation,
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PRINTS (CHART)

Prints, like cartoons, are of the lowest definition possible, Their
fascination depends upon the systematic withdrawing of data. Note how such
Low Definition (L-D) forms are automatically effective in other Low

Definition (L-D) media such as television,

I have deliberately put the tactile component of prints in the High
Definition (H#-D) corner in order to challenge some attention. The tactile
sensations are probably Low Definition (L-C) at test as compzred with eye
and ear. But all the mere for that reason they would seem to imply and

involve maximal participation from tke perceiver.

Wm. M, Ivins suggested, in Art and Geometrv (Cambridge, Mass., 1946)

that the Greek geometric sense was profoundly tactual and that Euclidean
geometry thus had to wait further development until the visual sease had
been abstracted from the tactual sense in the Renaissance. (See television
chart for other tactile aspects.) In fact, it was only the pictorial
abstractness of priat that made possibie the diminishirg of the tactile

values sufficiently to advance mathematics to its eighteenth century phase.

As our chart shows, however, the SC for the print is not visual, but
participation of all the senses. The stark outline of the cartoon and tie

print alike tend to activate tactile and auditory senses.

But just how tricky the analysis of thc quality of prints can be is

revealed by Wolfflin in his Principies of Ar: History (Dover Books, pp. 33-

34). He analyzes two engravirgs, one by Durer, cne by Rembirandt. The

Durer he slows has an SC that is highly tactual. The ‘lembrandt has an SC
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ttat is highly visual., It is not necessary for all observers to be agreed
cn the SC (or the HD-LD, for that matter) of a given image or medium, The
processing which the SI undergoes in each of us is bound to vary, just

as the effect of radio or movie differs widely as it is processed through
different cultures, The French reported in the 1920's that movies had
restored their sense of their own plysical bodies. In England and America
the movies intensified the merely '"meural itch.,' The crusade D. H, Lawrence
staged for wholeness in s¢x was the artist replying to the media and upset

sense ratios,

It is no accident that the great age of prints and engravings is alsc
the great classical age of music, The tactile SC of prints is closely

ticd to auditory and musical experience,
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INTRODUCTION TO FRESS

When someone like Orson Wells makes a bid to have an existence in
newspaper or on radio, or as an intellectual, it is very corfusing to the
categories ordinarily created by the movie medium, By and large, the
newspaper accepts as newsworthy figures created by any medium whateve:,
whether spots, or radioc, or theater, or movies. In fact, if someone cppeares
in the news who does not already have some existence in some other medium

ve think of them as just ordinary people.

The power of various media to shape and to project Luge public
images of private citizens is basic to an understanding of media. In the
casc of the newspaper, the image which is given to the recader is of the
cenmunity itSeif. The public press presents a kind of group picture or
verbal telephloto of the giobal humon community, hour by bLour, This iras:
is rnzd2 by means of a ccllage or assemtly of dozeas and evea hundreds of
small items much as a wire ploto is achievel by means of rumerous dots

forning a stippled pattern.

The make-up of each page inust tend toward a selection in order to
include a very large range of humnan interests., The mosaic of human
interests thus achiaved creates a strong impression of depth and range sc
that the ordinary reader is quite satisfied that he has made a real
con“act with the collective .ife of the community under the dateline
indicated ¢t the top of tie pege. Of cours-, if a recder su'denly dise-
covers that he is reading yesterday*s newspaper, tie sor+ of disillusicr-
anent and letdown is acute indecd. Jamz musiciais use as ene of taeir

streng figures of speech the rrroce that recorded rusic i3 as stale as
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yestcrday's newspaper,

A newspaper seen on the kitchen floor often reveais startling aspects
unnoticed when in the hands of a reader., If a newspaper were used as
wallpaper, it would be in order to stress its peculiarities of layout 2rd
design. Any newspaper page tgnds to lave many of the characteristics of
the Marx Brothers! gag circus, By definition, no two items in a newspaper
can have any ccnnection one with the other, The only connecticn between
any two items in a newspaper is indicated by the aateline, The fact that

it happened on our planet on a given day affords the only logic or retisna’«.,

David Riesman once ccnducted an ingquiry among students at the
University of Chicago as to why people read newspapers. The only consist-at
reason discovered was so that people could achieve some privacy in public
convcyances, Perhaps the other side of the same picture is in order tha*
peorle in the privacy of their homes can maintain centact with the public

world,

Onr public myth or theory concerning the importance of the newspaper

in our political lives is not only valid but worthy of the utmost study.

it is literally true that our politics derend heavily upen th2 existcace

¢f tle rewspaper. So does our commercial life. A most kelpful way of
cetting at all this is to lock at the patterns of society bcfore the rews-
raper existed, 1t is only necessary to imagine ourselves totally depende:i::
Tor news on radio and television., One of the best ways of understanding 3
newspaper is to watch the stages of development which the press has under-
gone, When it consisted of e sheet or two, the press was little more than

an editorial. At a later stege, the press set out to gather news in order
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to gocher recaders, Then, in order to gain more readers, it hed to orgenize

the distribution of news and the postal services tegan to grow. (See Toe

Lias of Communication by Harold Innis, and Mass Communiration by Erik

Barnouw., )

As Parnouw pointed out, newspapers fairly soon discovered that what
they printed was news, In fact, until they printed it, it wasn't news.
This is a basic principle of understanding all media. A rmovie star is
scmebedy who appears in movies. An author is somebedy whose book gets
fublished., The medium its¢lf usually creates the ccrmodity of fame ana

reputation,

In pre-print days, only very extraordinary reorle could b2 kncwa
bteyond the borders of their own village. After print, an absolute ncbody
wight become world famous. The newspaper carries this capricious aspect

cf publicity to the extreme,

An excelleat way of discovering the form and mezning of the press me’iua

s to watch its changed patterns as new technology intervenss, TFor exampli:,
{ha telegrapn and cable services naturally had th: most direct effect upon
ithe newspaper, conferring upon it at once the dimension of 'world telegrar®
er "gizb2 and mail." And the items on the page weie similarly al<ered.

The individual news item, after the telegraph, tended to tecci= even niocc
isolz<ed {rom any point of view or perspective. Correspondenis fiom evary
rast of the globe haC only to neutrziize their storicss Ly withiolding
personal feelings for attitudes in order to simplify the job 2t head-
qiarters of assembly of a daily giobal image of tiic new global villagc.

So-called "objective" reporting is simply the omission of poin: of vicw,
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The news editor can deal more easily with neutral items., When such itars
pour in over the wires at high speed, there is no possibility of arranging
them in a consistent perspective. And in all electronic kinds of data
processing, private point of view tends to yield to a group awarc:essSe. Thn
all-at-once of instantanecus speeds has very little room for the one-thinz -
at-a-time or private point of view of the pre-electronic arrangement of

information,
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PROJECTS AND QUESTIONS - PRESS

Does the aspect of newspaper as inclusive image of the community

commit the newspaper to the job of exposing private manipulation of
the communal thing? Is there an inevitable clash between the public
nature and function of a newspaper and the private points of view of

many of the interests in a community?

Consider the same news story as handled on radio and television, and
in the newspaper. Do you think of any one of these ways of hLandling
the news especially adapted to any particular kind of news? Does
world news, for example, seem most appropriate in leadline form? Does

local news find its most appropriate form on the radio?

Which medium, press, radio, or television is most effective in gaining
the participation of the viewer? Does the newspaper reader tend to
be a mere spectator of events? Is the radio listener more ciosely
involved? 1Is the television viewer most challenged to participate in

action?

Does the newspaper typically create thke outlook of the sidewalk

superintendent in all community matters?
Is the job of the newspaper to dramatize the issues witkin a community?

How did the news photograph alter the nature of the newspaper and tle

news story?

How had the print affected the nature of news coverage prior to the

photograph? (See Ivins' Prints and Visual Comrunication.)
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8. Has the influence of radio and television been to encourage newspapers
to a more editorial attitude to the news? If news can be given by
radio and television, does the newspaper see its unique advantage to

consist in background to the news?

9, Why should the newspaper find so little sympathy with historical

perspective on any matter? (See Time Magazine as newspaper trying to

achieve historical perspective.)

10, What devices does a newspaper employ to provide a sense of continuity

from day to day for its readership?

11, Why should the newspaper, in processing opinion in such ways as to
produce homogeneous emotions and attitudes, be a major means of

mobilizing the manpower resources of a nation?
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READINGS AND SUGGESTIONS - PRESS

At what point does the enlargement of type tend to push the printed
word into the area of graphic art and design? Consider the British
habit of putting headlines on separate sheets beside the newspapers.,
Does the Leadline as a form try to be a capsule story? Does it have
its meaning in itself, or is it necessarily linked to a follow-up
story? What can we learn about the leadline form from its variants
in radio and television? UWhat are some of the uses of headlines made
by John Dos Passos in lis novels? Does tle headline resemble the
world of the newsreel? Since the printed word is itself a visual code
for speech, does the headline form of print tend to break speech out

of the code into actual auditory effect?
Are noisy headlines a substitute for shouting newsboys?

Wynn discussing Nasser's nationalist aims indicates that they are tied
to a rnewspaper carpaign. Let us ask ourselves whether nationalism
would be possible without newspapers. 1f so, why? Is nationalism
essentially visual in mode as compared with, say, radio?. Does it
involve the visualization of a vernacular unity rather than the auditory
experience of vernacular unity? How far can the auditory experience

of vernacular unity extend? How far can the visual experience of
national unity extend? Would radio have a nationalistic or merely

tribal effect in grouping experience and loyalty?

What has been tle effect of television programs in shaping the lLandling

of news items and editorial discussions?
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Apropos of question 4, some journalists maintain that tbe effect of
this on the newspaper story was to curtail lergth of coverage and to
reduce items, Was the effect of television to inject a much stronger

personal dimension in news commentary?

Reader surveys of reading lLabits of newspaper readers has strongly
indicated that people accept the total page as a reading ration giving
the same kind of attention to advertisements as to anything else. A.

J. Lietman (the Wayward Press section of the New Yorker magazine)

reported how in the 1952 election, a New York Times fan discovered
that his friends who also subscribed to the New York Times did not
know which side it was supporting., He took the fcllowing actian to
offset this deplorable state of affairs, He had a pro-Republican
elitorial from the Times reprinted as a full ﬁage advertisement in
numerous newspapers across the land, hoping to get some attention for
ti.cse opinions in advertisement form which they Lad failed to evoke in

their >iitorial space.

Censider why the effect of the tclegrack on the rewspaper should be

to eliminate point of view in favor of field of pluralistic points

of view.

Do headlines act as mandates much as d-ess models in shop windows?
That is, if we read the headline "British furious with Ike" is this

i1 effect an order to the British to feel furious? How would any
lerge population know how to feel about a large number of ever-changing
matters without a daily press? Does this imply that the newspaper

exercises a tyranny over our thoughts and emotions? Does it at least
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14.

choose the subjects concerning which we shall think, and feel fram

day to day?

Does the press provide a sort of landscape background for personal

and national experience? Do advertisements for naticnal brands belong
to the same landscape? I1f neither press nor advertising existed,
would we be likely to have thoughts and feelings different from those
we have at present? What happened in New York during the newspaper

strike, a few years ago?

See Mr, T, S. Eliot's poem "The Boston Evening Transcript." What does
Mr. Eliot suggest in this poem is tle function of a newzpaper? Look
a2t "The Waste Land" by Mr, T. S. Eliot——a poem leid o=t im ihe

marner of a newspaper landscape,

Sze a took by K. Capek called In Praises of ¥av.sn~pe-s, It is a kind

o’ netzphysical eulogy of the personal Iyri:: ¢rality wlii<l niwepapers

trolice into life.

Lz dncs the newspoper insist upon hu—an intcrest? Docs ihc ncwspaper
g2t human interest from books and literature, or is it jsculdar to

1he newspaper?

¥y is Charles Dickens in a special woy a ncvelist who derived his
focus and techniques from the newspaper? Hcw does the wwork of Edgar

/1len Poe belong to the newspaper?

why should the detective story in the fact of its form be tied to the

press? (A detective story gets its form from being told backwards
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like a symbolist poem, in which the writer begins with the effect he
wishes to achieve and then makes the poem to achieve that effect,)

See Poe's essay "The Philosophy of Composition' in which he describes

the making of the raven.
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PRESS (CHART)

The advantage of tlis chart approach in dealing with the newspaper
is that it enables us to appreciate the press as a complex word of art
without being sidetracked by this or that "pigment" or news item, Just as
art forms are maximal modes of organizing our sense lives, so we have been
hindered from seeing these forms in modern technology if only because they
have been stepped up to such high collective intensities, The teamwork
involved in constructing such a daily pyramid as a newspaper so far
exceeds any earlier human possibilities of organization as to make of a
newspaper an unclassifiable art form, Having been taught for centuries
that art is a private form of self-expression, we have no means of
apprehending the artistic character of non-individual social activity. As
someone said in beginning a study of photographly, nobody can commit

photograpky alone. Tbis is true of English, or any other mass medium,

Media study serves to begin the process of alerting tle perceiver to
the art values in collective media. As the so-called mass media threaten
the individual, surely his best comeback is private enjoyment of the
collective pressure. For here le enjoys a one-way advantage. The mass

media may be able to swallow him, but they cannot enjoy him,

One need never hLave leard of ''screaming headlines" in order to know
that the SC for the newspaper is bound to be auditory. All cne needs to
know is that the SI is visual in HD., The SC or sensory completion will

be auditory for sure.

The SI-SC diagonal strongly suggests tle processing of a structured
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image through a single or private sensorium, The KD-LD diagonal tends to
represent the social or collective effects of a structured image on society.
In the case of the newspaper, the very layout of the page is an assembly

of book pages or columns, The press layout is collective as sure as the
book page layout is private, Aud the newspaper provides, by its very
selection of items, a kind of collective SC or response for the whole
community, The paper reports collectively, as it were, to the private
citizen., It tells lim kow the whole commiunity or even the world feels about
a particular episode. Naturally, therefore, the press as a form prefers
collective episodes, involving many people. As an HD or "hot" medium, it
rrefers hot items, Massive events, floods, droughts, hurricanes are the ideal

material for the press form, War and tle threat of war are even better than

natural catastropltes for this very "hot" medium,

Whereas, then, tle press can provide a collective, social response
for the private reader, it can also provide a private experience for the
same reader, subjected to collective pressures, So on our HD-LD diagonal
ve find, unexpectedly, the collective in the KD corner, and the private in

tte LD or subliminal corner.
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INTRODUCTION TO PHOTOGRAPHY

In kis book, Painting and Realitv, Etienne Gilson points out that up

until Giotto paintings had been things. From Giotto to Cezanne, paintings

have beccme things once more,

In his Prints and Visual Communication, William M, Ivins, Jr., traces

the rise of the print with its "network of rationality" or mesh of lines

for capturing the external world.

The minute mesh of lines, or statements about the external world
suddenly yield in tre plotcgrapr an image without lines. Reality is there
as a total statement without syntax. It was as if by reversal that things
drew themselves insteal of being drawn. This automatic character of
uniformity and repeatapility whick at first was felt in the printing press
and in industrial output began about a century ago to characterize all
levels of human activity, Handicraft values and habits of individual dis-
crimination and enterprise seemed to be disappearing on all sides. But in
the electronic age, do-it-yourselfness seems to return to all phases of
human action, giving to tie qualities of the handicraft a value higher
than they ever had before. Nowhere does tlis transformation appear more
strorgly than in the domain of photography itself, Whether it be private
snapshots, or howe movies, the skills of managing tle camera receive ever

more acclaim,

Ore immediate consequence of photograrhy was to end the raign of
perspective in painting. By holding up the !uman image with r-w salients

and intensity, the plotograph crested a revolution in human clothing and
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personal appearance. Intensity of stress on visual values became
especially characteristic of the human world., Where photography has not
ruled the world of sense values, we still find stress on non-visual effects
in clothing, on tactile values for example, and in resulting indifference
to drab and sl.abby appearances. The tintype arrived just in time to

record a world in which visual values lad not yet achieved any power over

tke consumer.

Photograply would seem to nave created an extrovert activist and out-
zoing generation., For the photograph puts the viewer in the role cf the
camera eye-——-that is aggressive and eager to swallow all that it can see.
It recclls the Fox-Movictone advertisement 'Eyes of the World™ with the
voaring lion enthroned...Such, however, is not at all thte image cf the
televisicn monitor where tle viewer is not camera eye, but screen rather.

Does this mean that television will now give us an introvert gerneration?
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PRCJECTS AND QUESTIONS - PHOTOGRAFHY

1. What was the effect of plotography on newspaper and magazines?

2. What did the pbotograph do to merchandising and packaging and prcmotion?

3. What was the effect of photography on international affairs?

4. A rnewspaper story does not necessarily cross language barriers., How
about photography ian tlis respect? VWas the effect of the photograrh

to enlarge the dcmain of reporting and Luman awareness?

5. What effect dia tie photograph have on the manner of writing newspaper

stories?

6. Did technicolor movies make travel unuzcessary?

7. 1Is the offect of exact we¢patition by ptotograph an extcnsion of the
Cutenberg teclnelogy? Does this sort of repetiticn make for competi--

tion?

8. How dces the photograph in advertising alter the form and use of words
in advertisirg? Dc similar coanges in word layout occur in the news-

parer as a result of photography?

9. How does plane travel relate to the world created by pictography?

19, Is there more varcicipaticn, less passivity in film clips than in a

whole movie?

J1, What lLas teen donaz differently indoors, and out of doors, since the

photogzraph? Have nct big cities i:ad to spruce up since they began te
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be ptotographed in newspapers?

12. What has been the effect of the photograph on buma: attire from the

tintype onward?
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READINGS AND SUGGESTIONS - PHOTOGRAPHY

Prints and Visual Communication, William M, Ivins, Jr., Routledge and Kegan
Paui, Lenden (1953)

Painting and Reality, Etienne Gilson

One way in which to see the nature of photography is to contrast it
with new visual experiments in the use of light throushk rather than light
on. People like Gyorgy Kepes are experimenting witlh a new type of painting,
more or less in line with our experience of seeing a city at night from
the air——that is, a world in which light is not on the object, but comes
from the object, lere is a type of experience which is characteristic of
televisicn and also of the world of stained glass. Tre painter Rouault, n
his way, just like Seurat, in his way, would seem to lave anticipated this
teciinological change in our environment, by painting pictures as if on

stained glass.,

In the camera world of photography, the viewer is the camera eye.
But in the world of television, the viewer is not the camera, but the scizen.
Psychologically there would seem to be a great gulf between these two roles.
Is the camera eye world superficial and the screen world of the introvert

television viewer a thing of profundity and depth?
1. Consider the theme of the family album as a motif in Western culture,

2. Is tle photograph by way of being a scale model? Is the =arth seen
from the air itself a kind of photograph? To what extent cdoes the

photograph and the mail order catalog intertwine?

3. On pp. 86-87 of Art and Illusion (Pantheon Books, 1960) E, H, Gombrich
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suggests sone exercises to the student of photography; e.g.:
"Take the next magazine containing srapshots of crowds
and street scenes and walk with it through any art
gallery to see how many gestures and types that occur
in life can be matched from old paintings,"
Gombricl has in mind that even tle Life plotograpler does not see
anything except through the long-established patterns of painting
tecknique, ‘In the:same way, people imitate art by slaping tleir

bodies, clothes, homes and gardens to accord with the dominant

pictorial modes.

On p. 156 of tle Fenrosc Annual of 1960, we are told:

"It was not unti} the late 1800's, after the invention

of photoengraving, that nagazines and newspapers began

to increase in number and circulation, advertising

began to grow in quantity and scopeesss™
With plotography an kD medium came to the side of the press which was
already an KL medium, This was paralleied in the late 1920's when
sound in HD cawe to the movies that were ED. In the case of sound
in HD tle effect was to intensify the visual power of the movie even
further.

Photography in visual KD brought high tactual values to the
press. That is why proteography suddenly expanded the rcle of adver-
tising in the press. DBut Africans make a {urther tactile SC from
photograply than we do. Ron ilaggart wrote to the Toronto Star from
the Congo (Saturday, August 13, 1960):

"The Belgians left belind a country where they believe

it really is Aunt Jemima ground up inside that box.™

E. B. Gombrich (Art and Illusion, p. 275) points out that the painters

beat photography to the draw with visual illusion.
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See Gomtrich (pp. 71-87) for the effects of pictures in shaping

perception.

n AT st i e e,
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PHOTOGRAPHY (CHART)

William M, Ivins, Jr,, in his [rints and Visual Communication

(Routledge and Kegan Paul, London {1933)) traces the stages of lineal

syntax in prints and wocdcuts all tke way to that point of no return where
photography provides a total staicment without snytax. '"With photograrhy,
however, we come to a kind of print that no cre could kave made before the
rincteenth century," (o. 116). le procecds wit® his theme (p. 128): %At
last man kad discoverel a way to rake visual reperts in printer's ink
without syntax, and without the distorting analyces of form that syntax
necessitated. Today we are so accustomed to this that we think little of

it, but it represents one of the most amazing discoveries that man las

ever made—a chcap and easy means of symbolic communication without synztax,"

(vp. 128-9).

Visval in HD means that photography erlanced the tactile-auditory
complex in its SC result, Also, in so doing it flooded us with minute
informaticn about thte qualities of consumer goods. Wherever ncw informa-
ticn flow is directed, there occurs new economic growth. Pictures create

vast new data flow by simple non-verbal means,



INTRCDUCTION TO THE TELEGRAPH



o
®

S1

Totel statement without syntax.,.
Dots and contours supplant
engraver's network,,.,

PHOTO

Visval in H-D

Auditory-tactile

Auditory. 'y
Tactnal..,
KinestheticCeee

Sculptral contour in

place of line.es

N

N

b



-88-
INTRODUCTICN TO THE “FLEGEAPE

Pre-electric telegrap: was a very large enterprise in Napoleonic
Europe so that as Dallas Saytle pcints cut when the electric t2legraph
aprezred, Ergland and America had the advantage of being backward countries
in thkis matter., hKaving no prior investment in pre-electric telegrarh, they
were free to go ahead with the =2lectric form witiout loss of earlier equip-~

rent,

Whereas writing and printing, and paper, aid roads, had decry aifectel
the patterns of lhuman association and man's ways of organizing space aad
tire, witl the telegrap!: cam2 the first breath of spzce-time. That is to
say, wten information car mcve instantancously over censiderahle distances,
space and time alike diczpoear into a new structure which Los becn czlled

space~-time psrhz)s becans: it contiiss raither,

in Artrur C. Clarke's Voice Acrocs the Sen, (p. 8, Harpers, 1958)

Clarke gives some basic data on the experirentcl origins of the telegrapt,
as rreliminary to lis long account of ti:2 leying of tlie first trans-oce:znic
cables. ©On p. 6 le mentions: 'Cooke and Vheatstone produced tleir first
telegraphk patent in June 1837, and carried cut tﬁeir first practicol trials
in the same year over a nile and a quarter long line bstween tvo Lendon
railway stations,'' Sam Morse, the American painter, Lad produced hic First
working telegrapl instrument in 1836, As Clarie points out on p, 9, "the
teauty of Morse's system was its cimplicity, It is so simple, indeed, thnl
we tend to tzke it for granted ana forgat that someone lad to invent it,
Earlier tclegrapl systems had involved many wires and cumbersome sending

and receiving apparatus, Morse producel a telegraph tlizt nceced only vire
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(the eartl vroviding a return circvit) and whose “ransmitter was nothing
more than a key to make and treak the cornection, By means of tle dot dach

code, thic single key could send any letter or combination of letters,™

The telerrarh and the wivzless began to reshcope our West~in worli
rere than a century ago. The entire structure of the assembly-line and
of roveable tyres and of literacy was to btz profoundly undermined by this
electronic deveilopment. The tzlescoping of space and time al:*zady implicit
in the telegraph contained also the vrinciples of autom:.tion .hich would

\ving to a2n end tle regiue of the assembly-liae,
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PROJECTS AND QUESTIONS - TELECRAPhL

Do you think the telegraph Las had tke greater influence in shaping
our attitude towards time or towards space? Does it have to be

called space-time when both time and space are relatively eliminated?

In writing, the medium of speech is encrded in visual form. In tele-
grapl, tte same mediwm of speech would seem to be encoded both
visually and 2udibly. Ey consulting a kistory of telegranhy, discever
how far the originators of the Morse code accepted the plateau of prin®

technelogy.

In a ciower mediwm, time and space are not enraliy affeztead. Jilustratre
? p 4 o

from the book, the rnewspaper and thc private leticr.

How could we dete:mirne the changing vatteris of Int r-pirson:l life
or of inter-culturzl life wiich havs r:sulted frem the extonsion of
the brck and the newrpaner? Look at th: form of Tamala by Sarmel
Rich~rdsor <o get a sample of vhat it felt like to ko alive when tha

private letter was becomning part of daily life.

Do nct tle changing forms of literature and paintirg and music record

our altered feelings about ourselves aid about our ways of associaticn?

Which of our m=2dia kas confirred us in the habit of thirking that the
"zontent™ of a weitk is the main verb, as it were, and that the mediwn

emsloyed is mainly a neutral "conteiner" for such "contenti™

For a century, we have irad a daily sanapshot of the globe in the tele-

gravh newspaper page. Does the structure and charccter c¢f the telegraph
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"rege of the daily press tell us hcw we may expect to have t5 orgonize

our appreoacn to politics, and to the arts and culture of tbe future?
Would the fact that people like Rimbaud and Mallarmé and Eliot aal
Pound have organiced major artistic voi:t in this telegraph pattern
provide any Lkelp or guicdaace in this mutx.~? Does the artist bceoae

a sort of radar screen for the elaectrenic ravigater?

Why do *he daily readers of the newspaber {iil to perceive that the
ordinary laycut of the pzge equals or ecxceeds the outrageous fzntzsy
of the Surrcalist peet and painter? Woay in an age of multiple nmedia
which involve all our senses all of the time, docs It beccme recessary
for the artist to play lopscotch as it were with tle human senses in
order that we ray retain our integrity end unity of perception? 1Is
this rot what Bernard Berenson meant when ie said: ''"The painter con
accomplish Lis task cnly by giving tactile values to retingl inpres-
sicns."? 1s this not why many pecple get lost in the pracence of
nodern art? Are tler not looking for one sense whin the artist is

eagerly translating one inte andther for them?

Why is the uncritical ard naive priat resder especizlly prone to fall

into this fallacy ¢l singlc sense ana .ingle meariag?

How does this create a serious crisis for a print culture in an
electronic age? 'hy does an electronic age irevitably feyor th» ear
over the eye? Why does the act of !earing involve 21l dircctions at

onca?

Why should tle sending or receiving of a telegram seem more dramatic



92~

than even the ringing of a telephcne? Wkhat is there in the Anerican
setup which causes us to specialize the use of tle brief telegraph

form for grief?

12. Is the newspaper since the telegraph a sort of collective telegram?
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READINGS AND SUGGESTIONS - TELEGRATIH

Kgiyg% Across the Sea, Arthur C, Clarke, llarper and Brothers, New York
119:3

wdcasting and Televisicn Since 1¢00, ihurice Corlaa, Arndeew Dakers

———

',;3;9,
imited, London (1952)

.

-

t

1t bhappened over and over again in the carly hours, zs it were, of o
invontions in the ninezcenth century that cormentators foresaw some cf the
wajor conseqrences. In Voice Across the Sea, one catcles somethiny of the
oxcived prophetic spirit that waited upen so rany nineteentn century
developrmeats., By comparicsen we seem to have ceme to take everything for

sranted,

1. Consider how, just as the first decades of print were dciinated Ly
the image of the manuscript so the first years of radio aud televicion
were dominated by the patterns of the irmrediately preceding tscnioiogfy.
The familiar type of this pattern is "the hkorseless carriage" and

wireless,"

2. Consider how tle four hundred line image precentesd by the television
monitor is a testimony to centuries of vrint eculture, Low necessary
is this linear structure with its scanning finger moviag fiom left

to rizht to tle existence cf televisicn?

3, The British still say wireless for radio. {(See Vcice Across the Sca

and Broadcasting and Television Since 1900 for background material

to exnlain tlils vertal habit.)

4, The physiciscs of our time have often urged the need for a "Unified
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Field Theory" to provide a base for tle inter-relationship of ail
knowlicdge. Why is such IYield Theory an inevitable feature of modern
physics? What problems result for other subjects like hiistory and
economics and language study from media pattorns which involve the
daily experience of the glcte 23 a smeil tribel drum or telcgrank?
Is it possitle to maintain as practical units our older divisions of

knowledze and experience?

When cable service opened between England and Inaia, Jobhn Ruslin is
said to lave asked: "What lave you to say to Iandia?' This is a
valuable instance of typical misunderstanding of media. Arnold asked
mich the same question of the railway facilities of his time, Whv
hurry from an ignoble life in one corner of the land to an ignoble
life in anothker corner? Both Arnoid and Ruskin failed to note tow
the entire pattern of human association is changed regicnally and
globally by railway and cable. The cable by its mere existence cre: .tes

a miliion things to say to India.

Dallas W, Smythe in The Structure and Policy of Electronic Commiminicr—

tions (University of Illinois Pulletin, Vol. 54, No. 73, June, 1957,
Urbana) devotes his monograph to expiaining tie political, military
ard instituticaal chnanges and dealings in, rcind, and as 2 concacuerce

of the telegrapl.
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TELECRAPH (CHART)

In ks radio days, Walter Winchell made valid and imaginative use of
the telegrapt medium, He combined the sound of the typewriter and the tele-
graph with the shrill urgency of his own voice as he said: 'Mr, and Mrs,
North America, let's go to press!™ The Low Definition nature of the tele-

graph image and message insures maximal participation of the hearer,

Because of the very nature of the Low Definition (L-D) character of
the telegrapl, we would expect in advance the High Definition (H-D) corner
of our chart to be hard to fill in, One characteristic of the H-D corner
of the chart of any medium is that it tends to be occupied by conscience
individualist traits while the L-D corner tends to get filled in with uncon-
scious collectivist traits., I had no such plan in mind to begin with, but

was simply groping my way.

If private urgency and anxiety characterizes our ordinary awareness
of the telegrapl, it is equally certain that its overall operaticn is to
turn the world into a sort of tribal drum ever throbbing witl. low insistency.
A similar L-D aspect of telegraph is its power to create an inclusive global
image by means of tle montage of newspaper items. Tle simultaneity of tele-
grapk coverage translates various media into a single global snapshot,
When ordinary time and space are eliminated by the instantaneous new time
and new space, or space-time, they appear in such incongruous forms as the

global saapshot,

In SI we find tlree media: one of speecl, one of the phonetic alpha-
bet, and one of sound alone, The telegraph, like symbolist poetry, is in
LD, It works by minimal means creating maximal effects in SC.
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INTRODUCTION TO THE TELEPHONE

Mr. Clarke, in lis Voice Across the Sea (p. 18) reminds us that the

word teleplone came into existence before Alexander Graham Bell was born,
"It was used by Professor Wheatstone as early as 1840 to describe a device
he made for conveying musical notes short distances through wooden rods.

By the 1870's, dozens of inventors all over tle world were trying to achieve
tke electrical transmission of speech, and it was only a matter of time
before someone succeeded. How true that is is proved by the fact that the
American Patent Office received Elislta Gray's design for a telephone on the
same day as Bell's but an lour or two later——-to the subsequent great pro-
fit, needless to say, of the legal profession, which did very well out of
the telephone.... Bell received the fame and his rivals are now only foot-
notes in the history books. There are no second prizes in the race for any

great invention or discovery."

Dallas Smythe in his Structure and Policy of Electronic Cormunications

turns in bis third chapter (pp. 22ff) to tell how 'the articulation of
wire-telepllony with wire-telegraphy in a naticnwide network of facilities
and service" occurred.

""When Bell and lis associates offered service to the
public in 1877 (the year after re received !is patents)
tleir resources were meager. Powerful, well-established,
and well-versed in the means for subjugating puny rivals,
Vestern Union Telegrap! Company promptly moved to
establish control over telephone service," (p. 24).
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PROJECTS AND QUESTIONS -~ TELEPHONE

How would a speed-up to telephone dimension of information movement

affect the pattern of authority and of decision-making?

Ask your friends and parents how the telephone shapes their business

and social lives,

What, for example, is the effect of the telephone in medical practice?

In political life?
What has been the role of tre teleptone in the newspaper world?

Consider the way in which the telephcne is used in Broadway plays, or

in Hollywcod movies, as indicators of its real force and character,

What qualities of drama and action come to mind in relating the tele-

phone to stage and movie and novel?
Is it natural that one medium should appropriate and exploit another?

Is the use of which one medium makes of another the clearest testimony

to its nature?
Why is tle telephone so irresistably intrusive?

Why do Europeans and esnecially English people particularly resent

the teleplone?

Why does an Englis!man prefer to manage his appointments by telegraph

and postcard rather than person-to-person telephone calls?
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Why is it difficult to exercise delegated authority in a world

supplied with telephones?
Is the telephone extremely demanding of individual attention?
Is it abrupt, intrusive and indifferent to human concerns?

How does the teleplone affect the typewriter? Does it enormously speed
up and increase the role of the typewriter? Check this question with

the book Parkinson's Law by Parkinson,
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READINGS AND SUGGESTIONS - TELEPHONE

In Fis Voices Across the Sea, A, C, Clarke, Faving dealt with tele-

graplt and trans-oceanic cable entitles Clapter X1V "Tle Wires Begin to
Speak.''" He says:

"The telephone was perhaps the last of the simple yet
world~-sl-aping inventions that could be made by an
amateur working wichk limited resources, It lkas been
stated that had Bell understood anything about .
electricity, he would never have attempted to make
such a ridiculous device, as any real expert would
lLave known at once that it couldn't possibly work.™

In the same connection, Katlerine MacKenzie in her Alexander Graham
Bell, (Foughton Mifflin Company, New York, (1926)) writes on p. 41 that it
was partly a failure to read the German of Lielnholtz ttat bad induced him
to suppose that Helmloltz lad sent vowel sounds by telegraph.

"But Bell was not to discover lis error for two or
three years. If vowel sounds could be sent by tele-
graply, he argued to limself on this premise, why not
consonants? Why not speech?,... It was not until he
secured a copy of the French edition of *Sensations of
Tone,! before e left Great Critain in 1870, that Bell
realized his mistake., lle lad been trying to repeat an
efiect which lelmioltz :ad Limself not accompl! shed...
'I thought that lielmholtz himself had done it,' Bell
used to say and 'tltat my failure was due only to my
ignorance of electricity. It was a very valuable
blunder. 1t gave me confidence, If I iPad been able
to read German in those days, I might never have
cormenced my experimentsit'"

1, 1s the all-at-onceness of telephone a big step towards automation and

away from assembly-line sequential pattern?

2. 1s the video-telephone a natural consequence of telephone? Were talkies

a consequence of radio or movies?




3.

4.

-101-

How will video-plone or phonoscope alter the present uses and

functions of teleplone?

In The Case of the Lucky Loser, Erle Stanley Gardner has Perry Mason

say: "But the law won't let a witness simply testify to what someone
else has said over the telephone,” (p. 158, Pocket Books Inc.). Does

legal procedure get affected by our various media?
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TELEFHONE (CHART)

Anyone w!o can remember the old trunk-Jline telepliones knows how they
were a neans to community rather than privacy. The same instrument, when

stepped up technologically, Lad opposite cbaracteristics,

Today, the older character of telephone as corrmnal appears notably
in radio programs that call private lomes at random and put the private

person into the public broadcast,

Wlen two media are suddenly combtined in tlis way, the resulting
chemistry scmetimes produces recurfence of primitive characteristics,
The newspaper, rard pressed by television, may suddenly discover a new
resources in an appeal to a more primitive medium of interchange, West
coast cormunities which can still sustain an interest in baseball are not

unfamiliar with the use of newspaper advertising for swap-deals.

If the most individual and Higl Definition facet of telephone is its
urgent and intrusive power, the Low Definition collective aspect is its

power to decentralize organizations.

In management, thke end of centralized lierarchical structures comes

automatically with the teleplione (see page 96 of Landmarks of Tomorrow by

Peter Drucker), Here is a splendid example of the chiaswic or reverse

characteristics of a medium as it is pusled very far in one direction,

The exclusive person to person character of telerhone resvlts in the
end of the reign of personal autlority in favor of the Mautlority of kncw:-

ledge."
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Ip the S1 corner of the chart, we note that the image provided
directly by the teleprone medium is auditory. D3But the need to lold and
manipulate part of the telephione involves kinetic action as well, Our
phones which now combine receiver and mouthpiece are called "French phones,"
The older phones lad kept mouth and ear apart, in a way much more

characteristic of English speech patterns.

The teleplonic auditory image is weak and uncertain in dpality, as
ccmpared with radio or PA systems for example, and this would suggest that
the SC corner of the chart will not provide ruch visual accompaniment in
tte user of the plone. He will tend to exert his energies in strengthening
the weak auditory imagery rather tlan by filling in the other senses. This
LD character of the rhore image naturally favors it as a teaching resource
for studies calling for close attention and for the elimination of visual
imagery. Telephone would seem to be ideally structured, therefore, for
the teaching of non-Euclidean math and physics to those who have a visual

bias,

In the HD corner of this, as of any medium, one tries to note the
most obvious characteristics of the telephone. Stage and screen are profuse
in illustration of the telepiicne to be dramatically intrusive. It elicits
in reply to its sudden urgency and weak sound, intense listening, and eager
participation of the listener and speaker alike. It is person-to-person,
It is private and exclusive. Both speaker and listener are instantly

abstracted from their sccial set-up of the moment.

In the LD corner we find, as always, the less obvious and less conscious

components of the medium as a "system,'" Among our sensory responses, the
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tactile and kinetic, perhaps some visualization? But especially all the
social and collective effects of tlie telephone as it affects the speed-up
of decision-making and the change from patterns of indirect delegated
authority, to the exercise of the direct "authority of knowledge." The
teleplone thus brings about (along with all electronic media) that pattern

of decentralized structure in education and industry alike,
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INTRODUCTION TO THE °HONOGRAFH

Tke plonograph has been studied by Roland Gelatt in The Fabulous

Phonograph (Lippincott, 1954)., lMost instructive to the student of media is
the series of misconceptions which at first surrounded the phonograph as
rnuch as radio later on. 'Look,'" said Edison, "it's like this. I start
here with the intention of reaching here--——in an experiment say, to increase
the speed of the Atlantic cable; but when 1 have arrived part way in my
straight line, I meet with a plenomenon and it leads me off in another

direction and develops into a phonograph,."

Edison once layed down a general rule for aspiring inventors: ''When
you are experimenting and you come across anything you don't understand,
don't rest until you run it down; it may be the very thing ycu are looking

for or it may be something far more important,"

The technique of research that Edison here points to is the "mosaic"
one described by Georg von Bekesy at the opening of his Experiments in
Hearing., '"The very thing you are looking for" is the natural way of
referring to our standard method in research in whiclh we try to get every-
thing into a single consistent picture or perspective. The exploratory
"mosaic" pattern of research is the one referred to by Edison when he says:

"or it may be something far more important."

Edison had been looking for a means of speeding up telegraph trans-

mission whea he hit upon the plonograpl in 1877,

Related to this episode is another major reversal familiar to the

modern artist in symbolist form., I refer to the fact that at many levels
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the artist today is aware of the consumer as the producer, As the
electronic creates a total field situation by providing more-and more

information of all kinds, the audience is naturally involved more and more

as producer and creator., The art forms which result from this new situation

are increasingly do-it-yourseif forms,

Edison's friend, E, H, Johnson, set out on a lecture tour in 1877 ¢o
expand on the marvels issuing from Edison's laboratory. "In the course of
one of my lectures (in Buffalo) it occurred to me that it would be a good
idea to tell my audience about Edison's televlone repeater., My audience
seemed to have a much clearer appreciation of the value of the invention
than we had ourselves, They gave me such a cheer as I fLave seldom leard,"

(Gelatt, p. 20).

In tle North American Review of June, 1878, Edison predicted ten ways

in which his invention was to benefit mankind, Most of these ways have
deponded upon the arrival of electronic tape to make them real. Thre first
one, "letter writing and all kinds of dictation without tlte aid of a
stenographer" is a case in point. In fact, it was the fate of tlke phono-
‘grapt at first to be regarded as an adjunct of the business world and to

be overlooked as a means of entertainment,

The novelty of the telephone increased this confusion, Tlat two
recent inventions should lLave quite different meanings was not otvious in
- 1878. [dison “could not or would not ccuntenance the potentialities of
the phtonograph as a medium of entertainment, He insisted that it was n~t
a toy. ke resented its use for amusement. And for years he deliberately

discouraged the phonograph as a musical instrument," (Gelatt, p. 44),
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These types of initial confusion are of the utmost value in providing
clues to the granmars or structures and patterns of the existing situations

which the new medium was about to transform.

It will be many years before analysts and historians, capable of
using such qlues, have taken up the job of popular cultural history. Even
such a concept as “pépular“ or "entertainment" or "mass media‘ provide
valuable clues to the cultural assumptions of our own world-—assumptions
which are chanrging very rapidly indeed. For these terms are loaded with
distrust and disapproval of the very things we are doing to ourselves by
means of our own technology. Increasingly we come to confront ourselves,
when we are confronted by change in our institutions, And in time this can
only lead to more forethought and responsibility in the use of our own

technology. It is hard now to say: "I didn't know it was loaded."
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PROJECTS AND QUESTIONS - PHONOGRAPH

Why did the telegraph, the telephone and tle phonograph become so

tightly intertwined in their origin and development?

What do we learn about tiie contemporaries of Edison frcm lis listing
amcng the benefits of the rhonograph (a) the teaching of elocution, (b)
clocks that should announce inarticulate speech, the time for going
hcme, going to meals, etc.; (c) the "Famiiy Record"——a rcgistry of*
sayings, reminiscences, etc., by members of a family in their own

voices, and of the last words of dying persons.

What las been the effect of the plonograph on the development of

the orchestra?

Why should the early phase of the phcnograph have created a rardening

of the musical categories?

Why should LF have ended the brief reign of the limited orchestral

repertoire?

Why should LF have made feasible the easy and inexpensive recording

of the music; vocal and instrumental, of all cultures?
Is the LP development dependent upcen tape recording?
How does LP alter the roles of the phonograph?

Why does LP make all the musics of all the cultures of the wecrld

casily accessible?

Hoir does LP affect our study of languages including our own?
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READINGS AND SUGGESTIONS - PHONOGRAPH

The Fabulous Phenograph, by Roland Celatt, Lippincott, 1954

In connection with the confusions attending the development of the

phenograpt, see The Wonderful Writing Machine by 3ruce Blivins,

Tle originators of the typewriter were sure of only one thing. It
could not have any commercial use, In the world of business, the personal
touch of private calligraphy was indispensable. If tte phonograph altered
the repertoire of music and the character of orchestras and musical instru-
mental ensembles, consider also Fow printing affected the world of music,

vocally and instrumentally.

1. Why should musicologists be so unwilling to consider technological

effects upon various phLases of the art of music?

2, How does this same unwillingness to study the operatiocn of technologies
upon the arts and sciences concern us today in the world of teaching

and educaticnal adaptation of the new media?
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FHONOCRAPH (CHART)

The plonograpl presents a major item of modern folk-lore, Like almost
every other item of modern techknology which nas flavored and shaped every
aspect of our experience from childhood, it has received no attention from
historians, psychologists or sociologists. The people who lave studied it
with minute attention are poets beginning with the symbolists who discovered
in the various mechanical musical instruments of the past hundred years a
new range of feelings and sensibility. Laforgue and Baudelaire are full
of illusions to the mechanical and weary agitation of nerves brought on by
lurdy-gurdies and mechanical pianos. In "The Waste Land" of T. S. Eliot,
the entire episode of the typist and the phonograph makes the ideal pattern
fof the student of media, Here a great poet is interpreting the meaning of
the major media of kis time as they shape the lives of his people. It
would not be hard to show how the phonograph, as a medium, Las shaped the
movie and the novel. The old song tit from "The Broadway Melody" entitled
"If 1 Had a Talking Picture of You'' draws attention to certain basic
relations between movie and plonograph which could easily be extended to
the printed word as well. One medium always exploits another when possible.
It seems to be a basic luman impulse to translate one sense into ancother,
and one mcdium into another. But why slould translation be such a vivid
means of revealing structures of all sorts? The basic mode of research i&
physics is to bombard nuclei of unknown structure by nuclei of known
structure, How does this parallel the study of languages and media by

translation?

In the SI corner, we find an auditory image of high intensity, But

unlike-telephone or radio this image is mechanically precduced by moving parts.
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It retains many of the kinetic and mechanical qualities of the early phono-
graphs, But the auditory image of the modern phonograph is bigh or rich
enough to release a flood of conmplementary visual experience, as is indicated

in the SC corner.

In the KD corner of obvious and censcious effects, we still associate
with the phonograpl. the experience of stepped-up physical energy of the
old jazz age. Energy and repetition, assertion and aggression are still
part of tle aura of popular plonograpl music with its appeal to plysical

movement, lowever, mechanical.

It is in the LD corner, the collective and subliminal level, as it
were, that the phonograph medium is most interesting. Here is the level
of the "blues" and of the drama of spiritual fatigue and decay which is <o
nuch a part of the greatest in the music and poetry of the last one hundred
years. The plkenograph, as it were, gave mechanized expression to all the
spiritual distress of the industrial age. Poe talks of this apropcs of
his Raven., Since then poets, musicians and painters aiike have probed th=
metaphysical depths of melancholy, ‘seeing man as an exiled spirit trapped

in a clownish earthy costume,
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INTRODUCTION 70 FIIM (MOVIES)

The moving picture, which could not have been invented before photo-
graply, also depends a good deal upon the nature of printing, Only our
Western culture in which four or five centuries of printing Lad obtained
could have produced the motion picture. Because ihe printed word is itsel’

a sequence of btlack and white still shots of language in action,

The reader of the printed word is in large degree performing the role
of the movie projector. By moving the still shots, or words at a reasonzble
pace, he creates the strong illusion of sharing the movements of another
mind in action., As with movie, the book reader seems to enter into himself

and to create a world of privacy and isoclation,

Today, it is a common observation that circular movement, or the
principle of the wheel, which we in the West take so much for granted, is
an abstraction from organic form. An animal, when running, rotates, as it
were, and to have abstracted this rotary character from the organic situatimm
gave man his major mechanical triumpl. As with printing, the nature of the
rotary movement of wleel is uniformity and repeatability. The movie deperds

upon these principles in every respect.

it is perhaps historically fitting that the first movie censisted of
a seqience of a dozen or so cameras set up in a2 line to photograph the
action of a running Lorse., There was a wager that at certain morm:nts

the lorse ceased to be in contact with the ground. And so it proved,

The technique of film is to roll up the outside world cn a spool or

reel in a szquence of still shots and then to unroll it backward: in ovder
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to reconstruct the illusion of a foreward movement,

As menticned before, the printed onk had done this for the movements
of the human mind, since Gutenberg, with consequences whrich permeated all
phases of Western life and technology. The sound movie necessarily followed
the develorment of radio technology, Sound movie transformed the visual
organization of the movie experience and seemed to discourage the Russians
from further experiment with the movie form, They had brought the auditory

dimension to the silent movie, as it were.

That is to say, the Russians were excellent with the silent movie
tecause their montage approach to film is itself an auditory cne. They
dealt with the merely visual sequence as if it were all-at-once; because
the ear-bias of their newly-literate world made this easy and natural., But

the arrival of sound as a sensory fact threw them off base entirely.
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PROJECTS AND QUESTIONS - FILM (MOVIE)

In view of the various cultural backgrounds of England, France,
America, Russia, India and Japan, what qualities would you expect to

appear most in the movies made in these countries?

In kis Film As Art, Rudolph Arnheim for example says that tie American
film-maker excels in the single shot; the Russian in montage. Why

should this be?

Why should the European and the Russian and the Japanese have regarded
the film as an art form from the first? Why should the English spezking
world have such difficulty in seeing popular forms of entertainment

as art forms whether the movie, the comic strip, or the common

advertisement?

How did movies sell the American vay of life to the backward countries
of tke globe? Consider the role of uniformity and vepeatability as
indispensable to competition and rivalry. How could competition thri-e

where unique expression and achievement are stressed?
Was the picture story borrowed from the cartoon world?

Is there any hook-up between magazine picture stories and silent movios?

If so, is it in the isolation of one emotion at a time?

Magazines like the Saturdev Evening Post have discovered that idea

articles written like movie scenarios shet by shot, sell tetter than

short astories. Cleck the technique of such articles,
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F1IM - MOVIE (CHART)

M. Artand, writing on film in Transition, notices in the first places
that in the 1920's film supplied man with a sense of private identity;
and in the second place tkat American films provided tle French at least
with a physical sense of their own bodies. These two observations are

cemplementary,

It has often been noticed, as a paradoxical fezture of movies, that
although they must been seen by a group in order to be enjoyed they havs
the effect of isolating the members of the audience and of driving each
ints lis private world. (This is not at all the effect of watching telc-

vision,)

When the movies became the "talkies," HD sound intensified an already
YD visual medium, Silent pictures had a strong auditory SC., Wnen sound wus

adi~d technologically as part of the SI, G'antasy mounted at the expense o g//

creative participation, \But silent or talking movie SC always lLad a large

tactile component, Aldous FPuxley in Brave New World was wide of the ma-X

in imagining that the "feelies" lay alead in a world of nightmare Utopia,
The movies were already the feelies in SC, With television, it is the

SI itself which bombards us with tactile values,
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INTRODUCTION TO RADIO

The British word wireless embodies a kind of history of the rzdio
instrument, Because, initially, radio was not thought of as a broadcasting
form at all, It was thought of as an extensior of the telegraph principle~—e
strictly utilitarian in scopc. In practice it was used for ship-to-sLip
and ship-to-store cémmunication. (See Dublin post office first broadcast,

1916, below.¥)

Further obstacles to the usc of redio as a broadcasting instrumeat
were made by the big electric industries., It was, in fact, the amateur
radio hams who broke through tke big monopolies and who created a popular

radio audience,

Since television, radio has acquired a new tatch of characteristics.
It bas ceased to be a network operation. It has turned increasingly to
individual needs and to new kind of programming, Characteristic of this is
the substitﬁtion of several small sets for the single conz-le model—

specialized listening-——specialized programming.

The car operator is catered for at various times of the day., Tlrere is
the new tyve of coffee pot preogram for the lousewife., There are hi-fi
programs for the evening, and for the expert. Rudio had, during scme years,
beccne a form for group listening, After television, it reverted to its

more private, individual mode.

#In Broadcasting and Televisicn Siance 1900, Maurice Gorham says:

"Whilst wireless teleplony was still being used only for peint-to-point
conrunication, there was just cne example of ihie use of wireless telegraph

for what must rank as the first genuine news ovroadcact, and thls hapoerned



=120~

in Ireland during the Easter Rising of 1916, The Republicans lad seixzcd the
General Post Cffice and numerous other buildings in Dublin, and one of their
first acticns was to establish a wireless staticn and a military pest to
protect it, The station was at the corner of 0'Connell Street and Lower
Abbey Street, and tle transmitter was a one and a half kilowatt ship®s set
taken from a disused school of wireless telegrarhy. (According to "War by
the 1rish," by Jokn McCann, the Cormander of the post, Captcin Tou Weafer,
vas killed by a sniper's bullet during the first attempt to erect an asrial
en the roof.) Knowing the British war-time censorship would clamp dowa on
any news of the rising, the Republicans used the shipping wavelength to
announce that the Irish Republic kad been proclaimed in Dublin. The broad-
cast was in fact picked up by ships at sea and relayed to America, where
the papers printed it. So far as 1 can trace, this was the first time wire-
less had been used not to reach a known receiving station aor to call help,

but simply to convev news.

But this was still wireless telegraphy, sending its signals in Morse,
True broadcasting, sending speech and music direct into people's homes,
was still to come, and few people seem to have seen its posibilities lurking
behind the new fact of wireless telephony. Some did. It was in 1916 that
David Sarnoff in America advocatecd the idea of a breadcasting service under
his own imaginative title of a Music Box in the haome., Sarncff was then on
<hc commercial side of the American Marconi Company, and his memorandum te

his Managing Director explaining his gr:at ideu bcre nc immadiate fruit."

The obsession with the pattern of radio as lineal and tkte recogniticn

of its real decentralized character came with the activity of the radio hams.
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"Proadcasting owed its resuscitation not to press, Parliament, pubiic,
or the wireless industry, but to the amateurs; that ridiculed maority of
Yhams' who spent all their leisure hours operating their lome-made sets.
They talked and listened to each other, played gramophone records to eack
other (all in thLe name of technical experiment) and when tley could, they
listened to the concerts broadcast from the Hague and the Eiffel Tower.
(Tkey were not yet able to listen to America, where broadcasting was growing
fast, thougl tlat was to came surprisingly socon,) The amateurs missed the
broadcasts from Chelrsford and loudly demanded some other professional trans-
missions with wlich to compare their own results, There were not many of
them---some four thousand by the beginning of 1921, of whom only one hundred
and fifty had transmitting as well as receiving licences-—-but they were
endlessly enthusiastic, and they were nearly all organized in one or other
of the wireless societies. They gave the post office no peace. The post
office offered them special transmissions of wireless telegraphy but they

demanded teleplony: in other words, music and speech,

At the end of 1921, the post office received a petition from sixty-
three societies representing thirty-three hundred amateurs demanding viire-
less teleplony transmissions, !primarily to serve the scientific purpcse
of improving the receiving arrangements,' but the spokesmen of tihe societies
referred also to weather reports, news, and music, which were already being
received from foreign wireless stations, in a way that showed clearly that
vhat they wanted went beyond purely scientific tests. Thris time the pos:
office yielded and suthorized the Marconi Company to broadcast speech and
music for the amateurs, to the extent of one program of fifteen minutes*

duracion each week."
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This is an elementary principle of all artistic utterance and composition.
As Robert Louis Stevenson once said of the daily newspaper, "1 could make

of thkis the greatest epic in the world if only 1 knew what to leave out,"

To come to grips with the matter of dialogue somewhat more directly,
it need be said that it depends upon an everyway simultaneous flow which is
a very far cry irdeed from the one directicn, cne level flow of the printed

page, or of the lecture platform.

Electronic technology instructs tle world again with simultaneous,
every direction information flow, We cannot choose but live this way under
electronic conditions. We can choose how to trink but that again is very
different from choosing program ‘'content.” Today, we nced to understand
what Berenson meant when he said in 1896: "Thke painter can accomplish his

task only by giving tactile values to retinal impressions,"

Berenson is pointing directly to the job of the painter as that of
dialogue—-the interplay and translation of the senses at a focal point cf
contemporary relevance, Mere flow of the most excellent impression dces
not confer relevance of function on any medium whatever. As dialogue comes
back, relevance acquires primacy. Dialogue is the only means of achieving
it at all, however briefly. Dialogue ends the regime of the consumer and
the producer. In dialogue the consumer is a producer, and the producer a

consumer,

With radio it is easy to notice one of the major feztlures of electronic
wedia, namely the powerful drive toward the extsnsion of human dialoguc into
all levels of human affairs, The book had steadily undermined the nature

and role of the dialogue in teaching as everywhere elce. 1See W:lter Cag's
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Ramus, Method and the Decay of Dialogue, Harvard University Press, 1959.)

The reason that radio fosters a return to dialogue is auditory. Actual
speech, for example, is tecinologically a very poor medium., Speech fosters
kighest levels of awarenecss,,precisely because it does such a poor job of
cormunication., When a medium is doing a poor job, it commands the lighest
degree of participation between speaker and speaker, between speaker aad
audience, For that reason alone, it is possible to point out that televisicn

is kinder to dialogue than is radio, or is the film,

Radio and film are technmically superior to television in terms of
information flow achieved., In the same way, writing is superior to speech,
tnd print to writing. But the interchange which is dialogue reaches a

higher intensity as information is witkheld.
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PROJECTS AND QUESTIONS - RADIO

What was the effect of the radio cn movies? On newspapers? On

magazines? On language? On the concept of time?
How do P,A, systems relate to radio?
Does the P,A, system affect the visval as well?

What changes occurred in radio listening and programming after tele-

vision?
Why is radio so intensely visual in effect?

What was the relation of radio to the rise of Fascism, politically

and psychologically?

Why should radio exert such force among the pre-literatec and the semi-

literate?
What was the over-all eifect of redio among highly literate people?

Why does the twelve-year-old tend to turn {rom the television set to

radio?
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READINGS AND SUGGESTIONS - RADIO

Briti;h Broadcasting, Burton Paulu, University of Minnesota Press, Minneapolis,
(1956

Broadcasting and Television Since 1900, Maurice Gorham, Andrew Dakers Limited,
London (1952)

The Art of Radio, Donald McWhinnie, London (1959)

1. Is the disc jockey a product of radio?

2, Consider the differences between a P.A, syster and radio. Do they

have similar claracteristics when charted?

3. Would you say that as leng as we are within hearing distance of radio

the sound is inside your head?
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RADIO (CHART)

What then is the Highest Definition attribute of radio? The answer to

this question already exists in the public image of this form,

I propose this as a basic principle of media research. Whatever the
public will accept and verbally repeat about any medium, already possesses
a valid base in human experience. Nobody can lire anybody to accept or
repeat an attitude toward anything, except in the world of advertising. That
is why a popular phrase of wide acceptance is high-level psychological

evidence of collective experience,

Let us take the "radio ham" as the type of radio personality. It was
the "radio ham" who forty years ago broke up the big camrercial fcrmaticns

in the radio field, (See Maurice Corham, Broadcasting and Television Sir=ze

1900, London, Andrew Dakers Limited, (1952).)

The complex meanings and attitudes in thke word "han" will serve as an
exarrle of what I referred to concerning popular phraseclogy for a basis of
media research, The "han" has very much of the private operator, very much
a ligh Definition figure. What do we discover in thke Low Definition corner
<f our chart? What are some of the group consequences of radio whenever it
impinges on a community? Let us say, right off, that radio has a very
different effect upon a righly literate comunity from its effect upon a
newly literate society. The ratio of the senses in a society that has be:n
reading books for centuries is not the same as the ratio of the scnses in a
cociety which has been tribal and pre-literate within living memory., Let
us elso say tlat the effect of printing upon the Chinese people, with their

very ancient ideogramic tradition could not possibly be the same as the
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effect of printing on a mainly auditory linquistic group.

The immediate effect of radio on a tribal society is to intensify
whatever elements of tribalism are present. The reasons for this are eimple
and natural and most ardently to be avoided. The tribal man lives in an
auditory world. That does nc¢t mean that it is a world of many noises, but
rather that the patterns of experience have a "field" character meaning that
they are assembled from many directions at once. When Joyce calls his last

book, Finnegans Wake, ke means among otler things that the Finn or tribal

structure of human social organization is about to awaken again. When man
lives globally to the notes of a tribal drum on a planet that is no more
than a village in scope and extent, he cannot avoid the all-at-onceness of
pattern which is thke auditory and tribal type of structure. When radio was
new in Europe, it awakened the old tribal energies and patterns of various
European peoples giving us the form which we call fascism, The effect of
radio upon the sensibilities of corpletely detribalized men, such as the
Pritish and the American, has been to stir up a deep sense of responsibility
for the human family in the forms which we associate with socialism and

communism,

Tcday, in North America, radio and the disc jockey have wide acceptance
among the tcenagers, The teenager seems in many ways to be a tribal man,
suddenly intruding in our once civilized and detribalized midst, The
tribal man naturally follows the family pattern of togetherness in all
things. Think of the futility of Western man deploring togetherness while

e bends every energy and skill to promote it by the new media.

As auditory in HD, radio naturally has an SC which is intensely visual,
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The auditory radio raises tribal passions; whereas the newspaper creatcs
naticnalist, pictorial awareness of society. Both press and radio are ot
(D) media, whereas television is "cool" and LD. It is said that political

rigor mortis lLas struck the United States since television,
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INTRODUCTION TC TELEVISION

Maurice Gorham in his Broadcasting and Television since 1900 points

out how “the original Baird system was mechanical depending for its scanning
process on a spinning disk: the M-EMI system was all electronic, using no
moving parts." Does not this transition from tihe moving part to the moving

of information represent the larger meaning of the electronic revolution
itself? At the present moment, for example, is it not the sudden recognition
that war now consists not of the moving of Iardwére, but of information which
leaves the Western world floundering and unprepared? Economists have pcinted
out that as information levels rise in a culture or econcmy, nct only does

one product tend to be easiiy substitutable for another, but irformation
itself tends to substitute for the previous mcvement of commodities, Aud
since the movement of information constitutes by ifar the largest human activity
today, war itself tends more and more to assume the informaticnal character.
The same factors of change of information pattern by means of new media,
likewise constitute the emergence of new staples, and ncw natural rescu:'ces

in a society., Once again, the concept of wealth and resources and commodities
as "contained" in the sum situation continues to prevent us from seeing that

these things are, in reality, constituted by naw forms of human ascociation.

One way of illustrating this is to point to our realization today that
meney is not a store of value, but a means of moving information. And

credit cards then take on the chiracter of money.

It was in 1936 that tle BBC began regular television brozdcasting only
to clcse down in 1939 with the outbreak of war. The British were able to

pioneer television because of their large gcvernment set-up for broadcasting
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and their indifference to commercial sponsors. Nevertheless, as Maurice

Gorham points out (p. 234-5, Broadcasting and Television Since 1900):

"Tte path of the television pioneers was far larder
than that of the radio pioneers of the nineteen-
twenties, As las been mentioned before, transmitting
television is a more complex and elaborate process
than broadcasting sound, more expensive, more limited,
and more apt to go wrong. In the same way, viewing
is harder than listening. You cannot enjoy television
whilst you are washing up, darning socks, doing hcme-
work, playing bridge, or driving a car. You lave to
top doing anything else and watch the screen as well
as listen to the loudspeaker. Nowadays there is no
need to draw the curtains and put out the lights, but
the set has to be where the whole fanily can see it,
and this usually means arranging a rocm round it, and
keeping the room sclely for television when anybody
wants to watch; this at a time when living-space
generally is more limited than it has ever been,

"Further, television recepticn is more difficult than
reception of sound broadcasts, The most expensive
sct, the most elaborate aerial, will not always ensure
against interference even when the set is quite close
to the staticn. At different distances a hospital
using diathermy tireatment, a main road carrying a
streanm of motor traffic, an air-lane overhead, may all
interfere with the picture, and the eye is less
tolerant of distortion than the ear."

The effects of television on the American public (for ten years) have
not been observed simply because attention kas been focused in the wrong
area. This subject is considered in the section on the Media Charts, but
as with any new medium, the effect will naturally occur where tlere is most

alteration of sensuous habit and attention and this, of course, lias nothing

to do with the program content of any medium,

The total contrast between the movie, and television images, closely
correspornds to the huge discrepancy between the manuscript and the printed
page. For those who ignore the constitution of the images, and who are

convinccd that the "content"” of the images is the ceutral ..atter, it is only
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necessary to point out that they continue to identify themselves with that
august company for whom in all ages the horseless carriage will never hide

the noble figure of the horse.

The gerensclein of a departing ¢echnology never fails to color our
views of new technology. When this illusion reaches the intensity of
suggesting that new technology should do the work of the old, a serious
danger develops. For those who imagine that film and television can be
integrated with existing curricula as incidental aid, it is necessary to

point out the fatal past orientation of print culture,

It is precisely because print is a form of applied knowledge, the

Zirst mechanization of a handicraft, that it has both a profound pragmatic
bias and a strong bend toward doing in a more efficient way what has alreaily
been dores Such a bias is not found for example in the Russian world, nor
in rwony parts of Europe where print has only been an incidental and recent
form of experience., Where print has not held sway, the human mind retairs

a resilience of structural design ard innovation which is a majer advantcze
when dealing with electronic media., The whole North JAmerican instituticn is
in utmost danger from electronic media, both because the habits we have
acquired from dealing with print culture are in themselves limited, and
brittle, and because the challenge of the electronic media demands the

utmost spontaneity and resilience,
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PROJECTS AND QUESTIONS -~ TELEVISION

Engineers claim that a thousand line television image would provide
almost as high definition as the present movie image. Suprosing that
an equally higl. definition of retinal impression were achieved for
televisicn, what would be the effect of its multi-point mosaic

structure over and above the retinal impression?

Why should the broken line of the television mosaic emphasis the

sculptural contours of objects?

Wky has sculpture traditionally been spoken of as the voice of silerce?
Does this mean that the sculptural object exists on the frontier betwe:an

sight and sound?

Is there any possiblc line of investigation suggested by the fact that
sovnd waves become visible on the fuselage of jet planes just before
they break the sound barrier? Does this suggest that the various

human senses are translatable one into the other at various intensities?

If sculpturc exists on the frontier between sight and sound, does
this mean that beyond that frontier is writing and architecture &nd
enclosed or pictorial space? In a word, must the nuclear age civilize
those primitive dimensions from whicl we emerged by means of writing
and the visual organization of experience? Can this be done wituou:

more distruction both of the primitive and of the civilized schieviuent?

Cow.sider the power of any medium to impose its own spatial assumptions
and structures. Extend your observations to discriminate and distinguish
between the kinds of space evoked and constituted by vhe fi’m on o1e

uanl, television on the other,




-134-
READPINGS AND SUGCESTIONS - TELEVISION

Breadcasting and Television Since 1900, Maurice Gorham, Andrew Dakers
Limited, Lendon (1952)

In Medical and Biological Illustration, (Volume VII, No. 1, January

1957) discussing "The Television of Operative Surgery," Dr, David S, Ruhe
and Mictael R, Klein mention that their experience with motion picture
utilization deserves comment. Films not of the guest surgeon's own production
vere used in emergencies and when patients proved unsuitable,

"Surgical films as teaching aids do not have the

impact of televisicn, nor do tley create the feeling

of intimacy between teacher and audience. At least

one teacher has stated the importance of a personal

approach in acceptance of the television medium, We

would emphatically confirm this opinion,"

In the same year, I heard Dr. Ruhe speaking at Cmaha, Nebraska, to

an NAEB Conference. One of his observaticns then was that on television
the viewer in some rmysterious way secemed to beccme the scalpel and to do

the operation, Wouid not this be directly related to the very strong tactile

factor in the television image?
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TELEVISION (CHART)

Let us ask again what is the most noticeable and popularly recognized
feature of television? rerhaps it is the negative charge that it is the
enemy of reading. If so, it may be that we shall have to pay much attention
to reading as a consumer activity. The reader of print is not a camera eye

but a projector of images, The viewer of televisicn is neither camera eye

nor projector, but if anything he is the screen. On the other hand what
about Low Definition (L-D) with regard to television? Does not the charzcter

cf the vicwer being the screen at whom the images are directed form the

monitor? Does this not strongly suggest that the viewer is in an extrmely
introverted role? Is there anything about the television generation cf the
past ten years to suggest a strong swing towards introversicn in the young-

sters of today?

E The television image as at present constituted is of Low Definition
or cuality., This automatically involves the television viewer in a good

decal of do-it-yourselfness and in strengthening the feeble image.

Students of later nineteenth century painting are famiiiar in the work
of Securat with the contour effects which Le achieved by means of light ard
shade obtained by numerous points csomewhat like a wirephoto today. The
rumerous points which constitute the monitor image have a simiiar contour
effect lending to the television image a strong sculptural and tactile
quality, Notice that this tactile quality is in the S-I (Structural Impact)

and not the S-C (Subjective Ccmpletion) corner of our chart.

Our attitudes towards space could not help being affected by so radica’ly
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new a sense ratio as is constituted by this new image. The iiore 1 examine
the character of the television image, the harder it is for me to find

anything in common between it and the moving picture,

The S-I or image of television is a mosaic of translucent points, It
is a two-dimensicnal image. There are no still shots that follow in sequence,
The television iﬁagc is low in information (LD), It is high in contour,
sculptural and tactile values., These elicit the highest degree of partici-
pation response of any medium we have, But consumer values are almost
eliminated., It is Lkere that print suffers. The child brought vp cn tele-
vision has trouble with HD visual properties of print, He may be able to

accept print translated tirough film,
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The RYCRSON MEDIA EXPERIMENT in the maximized

testing of the media was made possible by the following people:
A. Roy Low, Departmert of Fhysics

Carl Williams, Department of Psychoiogy (University of Torcnto)
Isabel Macbeth, School of Radio and Television

James Peters, Department of English

Gerald Kane, Department of Radio

WillZam Sokira, Departwment of Radio

Geofrey Jamieson, Department of Television
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MEDIA EXFERIMENT

Embodied in the present report is the account of a multi-media
experiment which a group of us had carried out earlier. It was in two
phases. The first phase was a simul-cast of four media, followed by a
retention test. The second plase involved the same media in "high definition"
or "maximal" form. The first phase, when publishked, got world-wide attenticn.
The result was sensational and wunexpected, Using all the approved methods
of psychological testing, we had expected to obtain no significant result

whatever. But the result had been notably significant.

Repetition of our experiment by others confirmed our result., Since
in the first phase the use of the various media had been minimal or in low
definition, it seemed worthwhile to repeat the simul-cast using the seme
lecture materials and the #ame questions with carefully randomized groups.

The result, not understood at the time, was quite surprising.

Television which had priority in the first phase dropped below radio
‘n the second phase. The other media re-ained tleir positions. This
secend phase closely concerns the current report on understanding media.
Television, I show, is a low definition medium, and radio is a high
definition medium. That is to say, the quality of sense image offered by
television is visually of poor quality and in tiie case of radio the quality
of auditory image is very high, When a low definition medium like televicion
is augmented by studio gimmicks, its teaching impact is strikingly reduc:d.
But when a high definition image like radio is similaily augmented, its

teachinyg impact is increased,

T3> have discovered this principle alone would have amply justified
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the present year's effort, Yet the discovery was made earlier, ard the

understanding of the discovery only became possible as a result of this

year's work,
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MASS MEDIA AND IEARNING---AN EXFERIMENT

Introduction

A seminar on culture and ccmmunicaticns has frequent cause to conern
itself with the mass media. The experiment here reported was the culminaticn
of our first year's effort. While in a very recal sense an iInterdisciplinary
nroduct, the responsibility for the design, analysis and presentation of
results fell to the psychologists in the seminar as being most familiar with

the tectniques involved,

Most research on mass media is concerned with eitker of two objectives:
cstudies of the influence of one medium on attitude changes, and consumer
rescarch designed ultimatly to help sell soap or whatnot, Little if any
work Fac been done on the degree to which various media facilitate or imnede
learning, if indeed they have any influence at all., The question does not
occur readily because the mass media themselves are seldom seen as educationzl
devices. The silent assumpticn that mass media exist prim:rily for enter-
tainment and propaganda, which underlies most such research, automatically

excludes research with an educational bias.

Problem

In its most general form, the problem investigated can be status thus:
Is learning affected by the channel over which information comes? 1f so,
how and to what extent? While we usually assume that television, for
instance, is more compelling than radio in securing our attention, we also
assume that we can easily ccmpensate psychologically for this differential
advantage. Whenever our attention is really aroused, we ca: and do attend

to the radio address, news or vea‘her report, with the firm convictica that
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we will end up with all the information we require. An extra effort of
attenticn, we assume , will easily make up for the fact that we could have

gleaned the same information with less effort over television,

With these considerations in mind, the experiment was designed to
provide the "same" information in the identical wording, to four similar
audiences, each of which had tne "same" motivation to seek out and remember
the information presented.. Given the same objective examination on that
information, would the only systematic difference remaining, namely the
different media used, make a statistically significant difference to ths
average scores of those audiences? Television and radio were obtwious choices
for an experiment on mass cormunication. Since they are often contrasted
with "real" situations, a "live" lecture audience was added. The fourth
rnedium chosen was the printed page since it is widely regarded as the
essential carrier of Culture-—-with a capital "C"-——and is most often
thought of as being threatened by the newer media in terms of its continued

existence.

Desien

From the standpoint of design, all that was required was that the
factual content be clearly transmitted without undue distortion over cach
of the four media and that it be cast in such a way that no one medium was
favored over others. The method employed was the method of constant stimuli
whercby the lecturer himsclf provides the stimulus without reliancz on the
pecularities of particular medium "props." Tre fact that his gestures,
intcnations, etc,, are differently transmitted by the diflcrent modia is
precisely the point of investigation, That is, since each medium carries

the information in its own way, do these differences affec: the learning
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process of the audience?

The subjects were 1081'undergraduates in the General Course in Arts
at the University of Toronto, all of whom were studying anthropology &s one
of five courses comprising their year's work. The lecture tcpic "Thinking
Through Language," was unfamiliar to them, and from their point of view,
both difficult and stimulating. The class list was arranged in descending
order of academic grades, based on first year results; and then arbitrarily
divided into four groups or audiences on a stratified sampling basis, such
that each audience contained an equal mumber of high, average and low
students, For this purpose, "“high" reans grades of A and B+, “average"
means grades of B and B-, "low" means grades of C+ z2nd below, After the
four audiences had been selected in this way, another persen arbitrarily
assigncd each audience to a medium, These were announced to the students
on arrivel at the CBC studios, Each group went to a separate room in the
CBC buildings where they were supervised by members of the seminar., The
lecture was delivered before the studio audience and simultaneously releyed
to the television audience and the radio gudience. At the same time,
mimeographed copies of the lecture were distrituted to the reading group,
who rezd at their own cpeed and for the same length of time as it took to
deliver the lecture. Immediately thereafter, each group wrote a thirty
minute examiration on the lecture. This consicted of nineteen multiple-
choice questions (four alternatives each) plus one broad essay type questicn
to be answercd in two hundred to three hundred words., Most students finisked
before tne ncminal time limit, Tle test should, therefore, be regarded as
a "power" rather than a ''specd" test., The papers were graced Ly the anihro-
Pology section of the seminar and turred over to the psychn)ogy sectien for

anclysie.
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Here is a section from the lecture and its covering questicn:

I recall one experience I had several years ago while
living with the Eskimos, I was riding along on a dog
sled cne bitterly cold day-—the wind hit me in the

back and seemed to come out the other side-—when I
turned to a hunter with me and said, as best I could

in Eskimo, "The wind is coid." He roared with laughter,
"Yow," he asked, "ca: the wind be cold? You're cold,
you're untappy. But the wind isn't cold or unhappyl"

Nov this involves more than just another way of speaking;
it involves another way of seeing things. Consider bow
different human action must appear whea seen through the
filter of the Eskimo language where, owing to the lack

of transitive or action verbs, it is likely to be
perceived as a sort of happening without an active ele-
rent in it, In Eskimo one cannot say: "I kill him" or
"] shoot the arrow,” but only "He dies to me," "The arrow
is flying away from me," just as "1 lLear" is "me-sound-
is." Similarly where we say, "The lightning flashed," as
if the lighting did something, as if it involved scmething
more than just being lightning, the Eskimo merely says
"Flash," Eskimo plilosopters, if there were any, would
be likely to say that what we call action is reaily a
pattern of succeeding impressions.

When we say, "The lightning flashed" we:

a. read action into the event

b. use an intransitive verd

c. describe the event as being without action

d. describe the event in the only possible way
The esscy question called for an understanding of the whole lecture: "TlLe
lecturer described two native philosophies, but at the same time said the~
“be Eskimos, for example, had no philosophers. How would you interp-ct

these two statements in terms of the lecture."

.ponﬁrols

It is a truism that whereas the nineteenth century public sought to
learn the results of science, the twentieth century public is, more
realistically, interested in the methods whereby results are achtieved. Tor
this reason if for no other, some discussion of the controls uscd in this

studr forms an essential part of this report.
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The term "control" itself is a hLighly ambiguous term, as our seminar
quickly learned, As used lere, it means only those measures which were
taken to hold constant all factors, other than the four media themselves,

vhich right be expected to bias the results,

It does not mean that exreriments of this type are totalitarian, that
social scientists are dictators at heart, that science scorns understanding
and secks only prediction and coentrol, that our subjects were humiliated or
Ypushed around™ without their consent, that we labored under the illusion
of playing God with other people's lives, that the study was undertaken to

fool, bully, delude, hoax or otherwide cajole an innocent group of students,

In terms of controls, the lecturer was his own control. His choice
of topic and his organization was his cwn. The controls were first, thet
iiis information be basically accessible via each channel and second, that it
should not rely on external "props" of any kind. Finally, and most difficult
of all, the lecture had to be memorized so that the reading group would
reccive exactly the same content as thLe other audiences. In order to
compensate, as far as possible, for the fact that the reading audience wss
derrived of both the sound and sight of the lecturer, certain key words in
the mimeographed materiai were capitalized to give scmethirg of the same

emrhasis they received as delivered,

The subjects were selected to be as homogeneous as possible, i.e.,
same course, same class and age range, and sharing a cormon subject matter.
Acedemic ability was controlled by thLe method of stratified sampling
described above, since it was a fair assumption that good students in general

learn more than poor cnes, even in lectures,




=146~

Motivaticn was controlled by an arrangement with the class instructor
who agreed to incorporate performance on our examination into tLe course
term mark, In order to avoid undue anxiety, the arrangement was that those
who did well would get a term mark bonus, while those who did irdiffereatly
or poorly would suffer no renalty. These factors also operated to produce a
gecd attendance at the studio, and to offset, if not entirely eliminate,
factors of personal preference for one or aﬁother medium, In addition, the

studencs were fully informed about the exreriment and its objectvives, and

afterwards, were the first group to lear an anlysis of the results.

No attempt was made to equate groups for age, sex, socio-economic
status, familiarity with television, radio, etc, These were assumed to b=

roughly controlled (i.e., equated) by randem assignment to cach group.

The examination was controlled by the use of the objective, multiple-
choice type of question, which permits of easy quantification, The score
cn this section was simply the number right, It should be noted that siac:
sach question ccntained a best answer among the four alternatives presented,

the measure yielded is a measure of immediate recognition, not recall,

No note-taking was allowed during the lecture, in an attempt to stinui-te
normal conditions of television and radio listening. Whereas the lecturar
automatically ''paced" the studio, television and radio audiences, thereby
conferring a precise degree of control on them, it was not possidle to
duplicate this pacing for the reading audience, In this sense, this group

was not as well controlled as the others,

Res:lts

The results given here are confined to an anlycis of :lre miitiple-chaice
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section of the examiration., The statistics used were the analysis of
variance and the "t test of significancez' of dif erences between means,

i.eo » averages.

The analysis of variance showed that media in general do make a
significant difference in *h¢ amount learned as measured by the multiple-
choice test, It also showed, as‘we'suspected, that academic ability makes
a significant difference in the amount learned. Eaving establisled the fact
that the four media per sz, were significant to the learning prccess, it wa:
then possible to test the audience averages for significance of difference
in order to rank them in effectiveness., This analysis showed that the

telavision average was superior to the radio average——significant at the \\\
one per cent 1eve1 of confidence (i.e., tlere are ninety-nine chances in ou=
hundred that this is a true difference). It also showed radio to bte
significantly above both the reading and studio performances—-cignificaat
at the five per cent level of confidence (i.e., there are ninety-five chsrces

in one hundred that this is a true difference).

The graph shows tiue examination results by audiences and by academic
ability, shown here at three levels. This display is more revezling thaa
the averages for each medium, since it shows lLow the media affect each
level of academic ability. The clearest indicacions come from the televisi-:,
radio, and reading comparisons, where it can be seen that the media exert
their effects at all three academic levels. Note for example that the low
students on television do exactly as well as the middle students on radio
a clear instance of medium effect. Note too, that the grestest single

discrepancy on the graph occurs between the gcod students on teievision and
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radio. Apparently television has its greatest effect on the best students?

The studio results are puzzling, The "lows" and “highs" reflect pre-
sumably the distractions and excitement of the studio itself, but if they
do, why were the middles unaffected by this to the point that they did as
well as the television middle group? Originally, the studio group was
proposed as the equivalent of a lecture audience. One glance at the confusic:
of the television studio convinced us, before the statistical analysis, that
whatever this group was, it was not a lecture group., We retained it in thc

study but with the new name "studio" group,

The table beneath the chart (p. 150) shows the number of cases (N), and
the averages for each audience together with the confidence level at which

the differences can be accepted as significant,

Conclusions and Comments

One experiment does not establish a generalization, but it is plain
that under these conditions at least, certain of the mass media, and anot:-bly
television, are very effective channels for conveying information. The
'astbnishing feature of the study is the relatively poor performance of the
reading group. Many members of the serinar predicted it to be the best of
the four! One feature involved in these standings became clear from an
examination of the results of a single question. In one portion of the tail:
the lecturer stressed gestures and delivery to accent his words; the
question covering this passage was accurately answered by most of the tele-

vision audience, half the radio audience and few of the reading audience,.

It is then fair to conclude that media do make a difference in immedigte

recoriition, using undergraduates as subjects. It ic 2lso fair "o rank the
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media from television through radio to reading in terms of their effectiveness

under these conditions, No conclusion is drawn on the studio group.

At this stage of research, generalization is dangerous, The study does
not prove that television is “"better" than radio or that either is preferable
to books, or tkat "live™ audiences learn little. Would cne get similar
results with housewives, with engineers, or even with these same students
presented with a totally unfamiliar topic, say, the devolution of estates in
Athenian law? Would persons of average or below average intelligence rcact
in the same way? Would children? These and a host of similar questionc
suggest that at least an interesting and important area of research has
becn tapped by this exploration.

LR 2 IR 2

1. Actually the nunber was larger, but to make the groups as
equal as possible and to make the classification on previous
academic standing clear, the final numter was reduced to
108,

2. Statistically speaking, z difference bVetween two averages
is called significant if it cculd not kave occurred by
chance more oftcn than five times in one hundre. occur-
rences, Therefore, the betting in this study is that we
have ninety-five chances in one hundred of being sure that
the differences obtained are "real™ differences and not
due to chance. In scme cases, we have ninety-nine chances
in one hundred of being right,
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ACADEMIC 1EVELS OF STUDENTS

Difference
Audience N -+ Mean signiiicant
; TV 27 77.2% 1% level
E‘ RADIO 27 69.2% 54 level
READING 27 65.1% not
STUDIO 27 64.9% [significant

Table showing average scores by media
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MASS MEDIA AND RETENTION

We have now described in detail the experiment conducted by a
Communications Seminar at the University of Toronto in February, 1954, to
test learning via various media. The experiment has since been summarized
in a number of journals, but unfortunately this interest has not always

been accompanied by understanding,

In October, 1954, the original test was readministered to the seventy-
four students available of the one hundred and eight who took part in the
first experiment. They were unaware beforehand that a re-examination was

intended.

The multiple-choice questicnnaire used had nineteen items, each with
four altermative answers, It could be expected that a group knowing notiing
of the subject would get twenty-five per cent of the answers correct by
guessing. Our subjects, however, were university Arts students who lad
taken courses in the social sciences and who could be assumed to do bettecr
+han chance, even if they had neither seen nor heard the lecture. To check
this, a control group was used: the questionnaire was given to fifteen
second ycar honor psychology students, selected because, though their
general training in social sciences was similar to the experimental group's,
the lecture was unknown to them and they had received no instruction from

the lecturer,

During the eight-month interval, some students had heard the lecture
a second time when its kinescope was shown on television to the general
public and some may have discussed it with friends, It is assumed lere,

however, that such reinforcement was random, To determirne wheth=r or not the
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seventy-four students re-examined were representative of the original one
nundred and eight, we compared the performance means of the two groups
(figure 1). Although in each case the re-test means were slightly lower,

these differences were fairly uniform, not great, and therefore, not fatal.

It was anticipated that on the average the re-examination marks would
be significantly lower than the ones obtained on the first test. It was
further assumed that if the media did not continue to influence the
retention of learning over time, there would be no “real" differences on
the re-test among the four groups who received this lecture through different
media. If significant differences were found on re-examination among the
groups, this could be fairly attributed to differential effects of the media
through which the information was originally obtained. The results of the
two tests for the seventy-four students are slown in figure 1, broken dcwn
into the four groups, each of which was exposed to one medium., For compzcriccn,

the mean percentages of the original four groups are also given,

Two questions were considered: Were the media differences demonstrated
by the first experiment still demonstrable after eight months? Did the media

have a differential effect on forgetting during this period?

An affirmative answer to the first question was obtained by an analysis
of variance of the means of the groups on the second test. It was fcund
that there were still significant differences (i.e., could have occurred by
chance only once in one hundred times) between them. Unfortunately, it was
not possible to analyze these results in more detail since there were unequal
losses in subjects in the four groups, so that further comparisons were not

statistically justifiable., The answer to the first question is, however,
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clear: after eight nonths significant differences exist between the groups
exposed to the different media. The results showed there had been one
change in the order of ranking the four media: the studio group moved frem
last to second place. The results from this group were regarded with doubt
in the original experiment and were not included in the conclusions; no

interpretaticn is now made of this change in rank.

In order to answer the second question, it is necessary to compare the
differences between the first and secend tests for each group. The losces
here when tested by analysis of variance could not be considered to differ
significantly from each otker, This implies that the amount retained after
a period of time is proportional to the amount originally learned. In other
words, the rate of forgetting information is independent of the medium by
means of which it was acquired. This was graplically demonstrated, in that
the original ranking of media in order of effectiveness—--television, radio,

print-—held after eight months,

Since it was found that for every group the mean percentage for the
second test was significantly lower than for the first test, a third
question was asked. 1f, after eight months, the students have in general
lower scores, how much better than intelligent guessing are their seconc
test results? This is answered in figure 1 in a comparison of their results
with those of the control group of psychology students. Their scores are
better than random guessing, but significantly lower than the lowest of the

four media groups,

In this particular experiment media made a difference in learning, not

only in immediate recall, but after eight months. The original order of
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effectiveness—-television, radio, print---held after this interval. In
this experiment, different media influenced retentica by influencing the

amount of original learning,

The qualifications given in MASS MEDIA AND LEARNING~—AN EXPERIMENT
about misinterpretations of the original findings apply to these later

findings as well,



<155~

RETEST GROUP ORIGINAL GROUP

First Second Test &

Test £ Test & First
Television 75.4 61,5 14 7.2 27
Radio 65.5 s2.,6 21 69.2 27
Studio 62.9 56.0 21 64,9 27
Reading 63.9 47.5 18 65.1 27
74 108

:Zg @ RADIO  prt STUDIO
50 A\ g\\§ =
40 CONTROL
30




<156~

In this repeat performance, at Ryerson Institute, pains were taken to
allow each medium full play of its possibilities with reference to the
subjects, just as in the earlier experiment each medium was neutralized as
ruch as possible. Only the mimeograph form remained the same in each experi-
ment, Here we added a printed form in which an imaginative typographical
layout was followed. The lecturer used the blackboard and permitted
discussicn, Radio and television employed dramatization, sound effects and
graphics. In the examination, radio easily topped television (see figure 2).
Yet, as in the first experiment, both radio and television manifested a
decisive advantage over the lecture and written forms, As a conveyor both
of ideas and information, television was, in this sound experiment, apparently
enfeebled by the deployment of its dramatic resources, whereas radio berafi- -1
from such lavishness, "Technology is explicitness," writes Lyman Bryson,

Are both radio and television more explicit than writing or lecture? Would
a greater explicitness, if inherent in these media, account ror the ease

with vhich they top other modes of performance?

Announcement of the results of the first experiment evoked considerable
interest. Advertising agencies circulated the results with the comment
that here, at last, was scientific proof of the superiority of televisica.
This was unfortunate and missed the main point, for the results didn't
indicate the superiority of one medium over others. They merely directed
attention toward differences between them, differences so great as to be
of kind rather than degree. Some CBC officials were furious, not because
television won, but because print lost. Scratch most and you find student
Christian-types who understand little of literature and contribute less,

but, like publishers, have a vested interest in book culture. At heart
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they hate radio and television, which they employ merely to disseminate the
values of book culture. They feel they should dedicate themselves to
serious culture, This is why they can't use radio and television with
conviction and are afraid to use it comically, and so they end up with
wishy-washy, They are like sixteenth century scholars who saw the book
revolution as simply a means of propagating old ideas and failed to realize

it was a monumental change in sensibility, in thinking and feeling,

Official culture still strives to force the new languages to do the
work of the old, But the horseless carriage didn't do the work of the
horse; it abolished the horse and did what the horse could never do, Horses

are fine, So are books,

Nobody yet knows the languages inkerent in the new technological
culture; we are all deaf-blind mutes in terms of the new situation. Our
most impressive words and thoughts betray us by referring to the previously

existent, not to the present.

The problem has been falsely seen as democracy versus the mass media.
But the mass media are democracy. The book itself was the first mechanical
mass medium, What is really being asked, of course, is: Can books%
monopoly of knowledge survive the challenge of the new languages? The
answer is, no. What should be asked is: What can print do better than any

other medium and is that worth doing?
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RESULTS OF MAXIMIZED MEDIA TEST

Low Medium High

Radio

Television

Print

Mimeograph

]
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THINKING THROUGH LANGUAGE

(The material used in briefing the students.)

1 recall cne experience I had several years ago while living with the
Eskimos. I was riding alcng on a dog sled one bitterly cold day-—the wind
hit me in the back and seemed to come out the other side—when I turned to
a lunter with me and said, as best I could in Eskimo, "The wind is cold.”
He roared with laughter. 'How," lLe said, "can the wind be cold? You're

cold, you're unhappy, but the wind isn't cold or unltappyl"

Now tlis involves more than just another way of speaking, it involves
another way of seeing things, Consider how different human actions must
cppcar when seen through the filter of the Eskimo language where, owing to
tte lack of transitive or action verbs, it is likely to be perceived as z
rort of bappening without an active element in it. In Eskimo one cannot
say: "I kill bhim" or "I shoot the arrow," but only 'He dies to me," "The
arrow is flying away from me," just as "I hear' is "me-sound-is." Similesclz,
where we say, ""The lightning flashed,* as if the lightning did sometking,
as if it involved something more than just being ligltning, the Eskimo merely
says "flashk," Eskimo philosoplers, if there were any, would be likely to
ray that what we call action is really a pattern of succeeding impressions.
Such differences between languages—-I don't mean lndo-European ones like
French and German but native ones-—are really tremendous. Some languages
lack tenscs, Of course, I really shouldn't say "lack' because thkis implies
a deficiency, and there's notling deficient about these languages. In fact

rome can express ideas that English cannot,

Take metaphors: in Englist when we want to express an emotional or
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philosopirical experience, we lave no choice but to use words which refer to
real objects or real actions. For example, I might say: 'I grasp the thrc:d
of your argument, but if its level is over my head my imagination may
wander,” How can my imagination wander? Most native languages, on the
cther Land, distinguish between inner psyclological experiences and those

that belong to the world of matter.

Let!'s take the language of the Trobrianders, a group 6f Facific
Islanders who live not far from New Guinea., Two famous anthropologists,
2ronislaw Malinowski and Dorothy Lee, studied these people, and we prcbaily

know more about them than any other native group.

Now the Trobrianders are concerned with being, and only with beirg
{nature, essence, existence). Change and bécoming are foreign to their
tkinking, An object or eveu” is grasped and evaluated in terms of itseif

alone, that is, irrespective of other beings,

The Trobriander usuaily refers to it by a word and one word only. To
describe it would be redundant, We define an object in terms of what it is
like or what it is unlike or what it can do. The Trobriander is interested
nnly in what it is, To Trobrianders each object is usually grasped time-
lessly. We must describe it in terms of past, present, future, but, for the
Trobriander, these distinctions are non-existent. A word for an object
implies the existence of all the qualities it incorporates. If I were to go
with a Trobriander to a garden wlere the taytu (a type of yam) had just beca
harvested, I would come back and tell you: "There are good taytu there,
just the righkt degree of ripeness, large and perfectly shaped; not a blight

to be scen, not one rotten spot; nicely rounded at the tips, with no spiky
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points; all first-run harvesting; no second gleanings." The Trobriander
would come back and say TAYTU, and he would have said all that I said and
more., Even the phrase "there are taytu" would be repetitious, since existence

is implied in being,

And all the attributes, evon if he could find words for them in his own
language, would lave been repetitious since the concept of taytu contains
them all, In fact, if one of these were absent, the object would not have
been a taytu, If it is unripe, Bwanawa; if overripe, spent, it is not a
spent taytu, but a yowana. If blighted, nukunokuna. If it has a rotten
patch, taboula. If misshapen, ususu, If perfect in slape, but small, yagogu.
If tuber, whatever shape or condition, is a post-harvest gleaning, ulumz2dal-.
When the spent tuber, the yowana, sends it shoots underground, as we would
put it, it is not a yowana with shoots, but a silisata. When new tubers hcve
formed on these shoots, it is not a silisata, but gadena. In short, an
object is; it cannot change an attribute and retain its identity. As socn .
as it changes, it ceases to be itself, As being is identi~al with the
object, there is no verb to be. As being is changeless, there is no verd
to become, Becoming involves times, but being to a Trobriander has no

~eference to time,

With us, however, time is all important, We cannot respond with apyrove
or dicapproval unless we know that a thing is getting bigger and better., Ii
I am told thzt John Smith earns $4000, 1 cannot respond to this adequately
unless I compare it with another salary., But if I am tcld that Jo'n Smith
has been promoted to $4000, I will say "good" or if I hkcar that lLic has bzer
qem~ted to $4000, I will say "pity." But simply John Smith 2t $4000 is some-

tting I cannot respond to, Our languese is ft'l of t-rms "ike d=mote c2d
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promote where value is attached to change.

Our language requires that we express nearly all views in terms of
tire. The Trobriand language, towever, has no tenses, Verbs are timeless.
Being is apprehended as a whole, not in terms of attritutes. This is very -
difficult for you and me to do. We rarely value sheer being in itself,
except perhaps when we are '"blindly in love." When you're in love the girl
can have large feet, a small mustache, an I.Q. of six and a father in the
Penitentiary, but you love her for herself alone. Even mothers in our soci.ly
are often incapable of valuing children in this way, demanding instead
attributes and achieiements before they can respond with love, Am I over-
stating the case when I say that most mothers love the successful child
more than the unsuccessful one? The inability to react to being itsclf som:-
times crcates embarrassing predicaments for us. Several years ago a friend,
visiting our house, held in his arms our youngest child, age several weeke,
"Can te talk?" he asked, "No, of course not," I said. "Can he walk?
"No," I laughed, he was a philosopler, you understand, le just stocd thaei -,
holding a mass of protoplasm, not knowing what to say. We would say, "How
bright" or "How clever," Tle Trobriander would say, "How baby," and he

would respcnd emotionally in a situation where we cannot.

In our society, the tendency both in love and friendslip, is to be
attracted by qualities rather than persons. We like people not for whaf
they are in themselves, but because they are beautiful or rich or amusing, ro
if they lose theirs looks or their money or their wit, we lose our interest.
But for the Trobriander, being is evaluated in terms of itcelf slcne, rct

in comparison with other things. Again, this is foreign te our thinkirng,
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except perhaps in the sphere of art, and even here, we are entering a "“twi-
light of the absolute." Nowadavs we can respond to a work of art only if
we know how much it is worth, or who painted it; we are incapable of judging

it for itself alone.

Cenerally for us, to be good, being has to be as good as, or preferably
better than, scmething else. Our language makes it easy to compare beings
zt every turn, Our vocabulary provides us with a large number of comparatives.
The Trobriander has no such means, Where we use similes, where we say I am
your JUNIOR, where we stress self-improvement ard competiticn, they employ
metaptors, The Trobriander says young man I, The Trobriandzsr emphasizes
tke status quo and cooperation., Phrases which we commenly hear-—t'My tcv
is bigger than Johnnie!s"-—"Your dress is prettier than Mabel!s"---have no
cquivalent in Trobriand. To be, an object must be true to itself, not in
terms of its relationship to other beings. To be good, it must be the som>
always. In Trobriand, nothing-——not even the world-—ever came into exis%ence:
it has always been, exactly as now. Their mythology contains no concept cf
creation from nothingness, No supreme being ever acted as creator, artificcr
or transformer, The Trobrianders den't find themselves in the awkward
position of trying to answer that unanswerable question: "Who created tar

creator,"

The Trobriander simply isn't interested in chrenological sequence.
For cxample, Le gives his autobiography in complete disregard for chrenologv,
an effect achieved only deliberately by our sophisticated writers, He
begins with the crisis, so to speak, and weaves backwards and forwards in

time with many omissione and repetitions on thke tacit assumptions that your



nind is moving in the same groove as his, and that no explanaticn is needed.

But for us chronological sequence is of vital importance, largely
because we are interested not so much in the event itself, but rather in its
place within a relzted series of events. To the Trobriander, events do not
fall of themselves into a pattern of cause and effect as they do for us.

We in ovr culture automatically see and seek reiaticnships, not essence. it
¢xpress relationship mainly in terms of cause or purpose. The raddeningly
persistent question of our young children is WY, because this is the
questions implicit in most of our ordinary statements and bebavior., Every
aspect of our lives teaches us to ask WHY, WhY, to seek causes. The Trobri-
ander parent, Lowever, does not entirely escape this questioning, for tteir
children ask WHAT., 1 might add, our children do too, up until the age of
about two or two and a lalf; then, when they are unconsciously beginning to

learn the implicit philosopky in English grammar, then they ask why, why?

Yet the Trobriander has no term for why, nor for becauses, so as %o,
cause, reason, effect, purpose, to this end, so that, Malinowskit's
freyuent why evoked from thre Trobrianders either confﬁsed or self-contra-
dictory answers, or the usual "It was ordained of old." Just as the conserva-
tive Torontcnian says, "This is the way we do it kere." I might add that tle
r.skimos always reply to questions of this type, "Happy people don't ask

questions,”

Now being the value only in a specific setting. Let me illustrate:
The¢early pearl traders offered the natives money and trade goods as an
inducement to get them to dive for pearls. But the natives refuse, baving

210 use for money and little interest in foreign trinkets, The traders
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noticed, however, that the Trobrianders set great store by certain large
stone blades, First they imitated them carelessly, out the natives didn't
want them, Next they had them made of slate in Europe and shipped half-way
around the world. But the natives didn't want them. Finally they had tke
native stone quarried and sent to Parisian craftsmen but these beautiful
blades were also rejected. And indeed, why would thke natives want them?

For the blades had meaning only within a patterned activity, Let me give an
analogy. Let's say you're walking down a street in Tarcnto, you glance in

a window and see a girl who has just received & Valentine. She's excited
and so is the family., There's iiope! Obviously, to her, that Valentine is
the most valuable thing in the world. You ring the door bell and offer her
a job., When she asks the salary you say, "One Valentine a week,"” It's a
ridiculous situation, of course, because the value of the Valentine lies in -
the fact it's February 14, she's young and in love. In any other setting
but its own, the Valetine is worthless and so is tke Trobriander?!s stcne

blade,

Now the Trobrianders are not blind to causality; they are quite capable
of perceiving events in a lineal pattern. But when a pattern assumes
lineality, it is utterly despicable. For example, dating a girl includes
giving her a gift. But if a bcy gives a girl a gift so as to win her favor,
he is despised, Or if she accepts him as a sweetheart just to ocbtain the
gift, not because she loves him, she is regarded as being callous., Similarly,

~ in activity in which the men exchange necklaces and armbands with cne another,
some men are accused of giving gifts as an inducement to their partner to
give them in turn an especially good gift, Such men are labeled with a

vile phrase; he harters. For the roceipt of s gift should not cause the
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Trobriander to do scmething to give a gift in return; it is understood that
he was going to do it anyway. In other words, the Trobriander can experi-
ence events lineally even causally, but when he does, value is either absent
or destroyed. In a sense, the gift exchange is not unlike our Christmas
giving., I recall that at Christmas time my mother always kept in an upstairs
rocm several presents-——the kind suitable for any age, any sex——wrapped,
but unlatelled, just in case scmeone she had forgotten brought ler a present,
She would then thank them, say, "Just a minute while I run up and get your
present,”" hurry upstairs, quickly label the present, and then present it,
For Christmas presents and cards are spoiled, in a way, if we thinx the
other perscn has forgotten us or perkaps didn't plan to give us anything

until forced to by the receipt of our gift.

The Chrictmas pattern is really an exception in our society: it is
perhaps significant that children enjoy it most whereas in Trcobriard life,
it is the rule, Trobriand behavior is not motivated by a sequence of events,
or by any line of activities leading up to something, On the contrary,

they do tleir best to ignore, to refute such a sequence or line.

But is this line really present? Perhaps it is; maybe it isn't, But
we feel bappier when we think it is there. Then the situation has meaning
and we can respond to it, If I tell you that Sally married a millioraire,
that she's selling notions in Woolworth's, that shte once worked for Vogue,
went to Vassar and was poor—-it's mere jumble., But if I say Sally was
poor, worked at Woolworth's, saved her money, went to Vassar, worked for
Vogue, and then married a milliocnaire-~-now it all fails in line and mz2les
sense, Our idea of happiness is bound with this motion alorng an envisioned

line lending to a desired end. Our conception of freedom rests on the
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principle of non-interference with this moving lire which leads to a desired
climax, As we see our ristory climacticelly, so we plan future experiences
climactically, leading up to future satisfaction or meaning., Who but a very
young child would think of starting a meal with strawberry shortcake, and
ending up with spinach? 1..e Trobriander meal has no dessert, no line, no
climax. The special bit, the relish, is eaten with the staple food; it is

not something to look forward to while disposing of a meaningless staple.

Now for members of our culture, value lies ideally in change, in movin:
away from the established pattern. We hopefully expect next year to be
better, briglter, different; we Lope it brings change. Our edvertisers
thrive on this value of the different, It's new, it's brighterl Our
industries have long depended on our love for new models: 1956, just out}

New! Our writers cannot plagiarize; our inventors must invent,

The Trobriander on the other land expects and wants next year to be the
same as this year. The new is not good; the old is kno-a and valued, Ir
repetiticn of experience le finds, not boredom, but satisfaction and saf~ty.
Members of our culture go into unchartered seas fearlessly. We explore new
lands eagerly-—mountain peaks, sea floors, inaccessible jungles and polar
wastes. The Trobriander goes into known seas. hLe explores nothing, Nes
lands, new thoughts, new ways, hold no interest for Lim, He was born into
a culture that was operating long before he was born and will continue to

operate long after he is dead.
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(The quiz enclosed in the preceding three phases of the experiment,)

NAME:
ADDRESS:
PHONE ¢

CIRCLE THE LIETTER BEFORE THE BEST ANSWER., DO ALL OF THEM IF YOU
CAN DUT DO NOT GUESS.

1. The Trobriand Islands are in:
a. the Pacific
b, the Caribbean
¢. near New Guinea
+ d. Polynesia

2, The Trobriander values:
a. creativeness
~ b, the old and traditional
Cc. the new and the different
d. that which is useful

3. An art form in our society is valued for:
a, its position within a patterned activity
b, itself alone
« ¢, its financial value
d. for many attributes, not all of which concemn art

4, When we say, "The lightning flashed" we:
«~ a, read action into the event
b, use an intransitive verb
c. describe the event as being without action
d, describe the event in the only possible way

5. The stone blades were:
a. used as inducement
£ b, equivalent to mcney
c. part of a patterned activity
d. gifts in payment for other gifts

6. English does not:
a. stress causality
. b, differentiate between psychological and external
experiences
¢, emphasize time
d. employ a variety of adjectives

7. By lineality we mean:
a. patterned activities
b, emphasis upon being
+ ¢, connections, usually sequential, between things
d. the use of gestures



10.

11,

12,

13.

14,

15,

16.
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Our language and our culture structures experience so tnat it:
¢ a, leads or should lead to a desired climax
b, emplasizes repetition and sameness
¢. can be responded to
d. stands by itself, witlout reference to other experiences

In our language much value is attached to:
a, changes in temporal sequences
b. essence of bheing
c. ability of emoticnal expression
d. change and becoming

We stress causaiity and lineality because:
a. we are interested in relationslips
b. we are interested in being
Cc. our language and culture teaches us to value them
d. this is the most accurate way to describe reality

The Eskimo language is characterized by:
a. lack of nouns
b. lack of tenses
c. lack of transitive or action verbs
d. lack of categories differentiating living from non-living

The English language makes continual use of:
a. several tenses (simultaneously)
b. spatial metaphors
c. words describing subjective, psychological experiences
d. categories differentiating internal and external experienrcc

The Trobriand language emphasizes:
a. change and becoming
b. varied use of adjectives
c. temporal aspects of objiects
d. being and existence

A noun in the Trotriand language refers to:
a. a highly unique object
b, being as a whole
c. an object at a particular stage of growth
d. useful objects only

Native languages differ from English because:
a. they cannot express causality
b. tley are not fully evolved
c. they do not deal with temporality
d. they contain other metaplysical systems

In our culture we tend to judge things in terms &f:
a. intrinsic value
b, qualities and attributes
c. aesthetic satisfaction
d. relation to other beings



17,

18.

19,

20.

The lecturer described two native philosophies, but at the same time sa’d
that the Eskimo, for example, had no philosophers., How would you interpre<

these two statements in terms of the lecture? Write 200-300 words, Une
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Disregard of chronological sequence is characteristic of:
a, all primitive languages
b. English language
c. the thinking of small children
d. Trobriand language

The implicit philosophy of English grammar makes us:
a. seek essence
b. ask "why"
c. value money
d. see lineality and being

In ¢he lecture an analogy was drawn between:
a. meney and a Valentine
b. foreign trinkets and necklaces
c. stone blades and Valentines
d. armbands and Valentines

Gift exchange among the Trobrianders is significant because it:
a. stimulates barter
b. symbolizes kinship and friendship
C. involves gifts which influence behavior
d. is similar to Christmas-giving

back of paper if necessary.

On the scale below indicate with a check mark how you feel about the
lecture.,.

+5 44 +3 +2 +1 0 -1 -2 -3 4 -5
'

? ? ] ] * \ | | |} ?
Liked very Indifferent Disliked very
much much

------l--I-II-..-....lIlIlIIIIlIIIII.....IIlII---I--E::____;_____———————————
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17, Disregard of chronological sequence is characteristic of:
e. all primitive languages
b. English language
c. the thinking of small children
d. Trobriand language

18. The implicit philosophy of English grammar makes us:
a. seek essence
b. ask "“why"
c. value money
d. see lineality and being

19. 1In che lecture an analogy was drawn between:
a. money and a Valentine
b. foreign trinkets and necklaces
c. stone blades and Valentines
d. armbands and Valentines

20. Gift exchange among the Trobrianders is significant because it:
a. stimulates barter
b. symbolizes kinship and friendship
c. involves gifts which influence behavior
d. is similar to Christmas-giving

The lecturer described two native philosoplies, but at the same time sa’d
that the Eskimo, for example, had no philosophers, How would you interpre¢
éhese two statements in terms of the lecture? Write 200-300 words, Une

back of paper if necessary.,

On the scale below indicate with a check mark how you feel ebout the
lecture,.,.

*+5 44 43 +2 41 0 -1 -2 -3 4 -5
] | ] |} ] L T 9 T \j \j
Liked very Indifferent Disliked very
much : much
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RECCMMENDATIONS

Canmmication, creativity and growth occur together or they do not
occur at all., New technology crcating new basic assumptions at 211 levels
for all eaterprises is wholly destructive if new objectives are not orches-

trated with the new technological motifs,

Dr, James E, Russell, of the National Education Association's Education~l
Policies Committee, commenting on my paper "The New Media and the New Clucr-
ticn" (see exhibit 1) felt that I had not included ccasideration of the
corputer's effect:

"Wlat I had in mind is the new dimension forced oo
education by the existence of computers and teaching
machines. This runs at a much deeper level than the
distinction between print and nonprint communications,
It has to do with a new concept of the nature of
thonght... All raticnal propositions can be reduced
to binomial terms.® '

As Tobias Dantzig revealed in his book on Number, primitive, pre-digital
covnting was bincmial, Pest-digital computation returns td the rre-digita®
just as post-literate education returns to the dialogue, Fowever, what the
computer means in education is this. As inforuwation movement speeds up,
information levels rise in all areas of mind and society, and thre result
is that any subject of knowledge becomes substitutible for any other subject.
That is to say, any and all curricula are obsolete with regard to subject-

matter. All that remains to study are the media themselves, as forms, as

mol=2s 2ver creating new assumptions and hence new objectives,

This basic change ras already occurred in science and inductry. Aimu:t
ary natural resource has, with the rise in information levels, becom:

suhsiitutible for any other. In the order of knowledze i:is f-<t has given

—_
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rise to Operations Reseurch, in which any kind of problem can be tackled

by non-speciaiists. The technique is to work backwzxds frca efiect or reslt
to cause, not from cause to eifect, This situation resulting from instaa-
taneous information movement was referred to by A, N, Whitehead in Scienze

aud the Modern World, when he pointed out that the great discovery of the

later nineteenth century was not the invention of this or that, lut the
discovery of the technique of discovery, We can discover anything we decide

to discover.

In cducation this means the end of the one-way passing along of know-
ledge to students, For they already live in a "field" of knowledge creatcd
by new media which though different in kind, is yet far richer and mecre \
ccuplex than any ever taught via traditional curricula. The situaticn i3
cermparable to the difference between the complexity of a languaze versus
the crudities of traditional grammars used to brirg languages under the
rule of written forms, Until we have mastered the multiple grammars of thc
new non-written media, we shall have no curriculum relevant to the new
languages of knowledge and communication which have come into existence via
the new media, These new languages are known to most people but their
grammars are not known at all. We have "read" these new languages in the
lizht of the old, The result has been dictortion of their character and

blindncss to their meaning and effects,

In the general introduction, I've shown how all of the inter-relatod
fictions and illusions of Euclidean space, and all of the amtiguities of the
thi:d dimension derive from the character and effects of the phcnetic
alphabet. Non-Euclidean space, and the dissolution of our entire Wesiern

fal'»’.« of perception results from electric modes of moviny inf: rmation.
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This revolution involves us willy-nilly in the study of modes and media as
forms that shape and re-shape our perceptions. That is what I have meant

all along by the medium is the message for the medium determines the modes

of perception and the matrix of assumptions wituin which objectives are set.

All of my recommendations, therefore, can be reduced to this cne:
study tle modes of the media, ir order to loick all assumptions out cf the

subliminal, non-verbal realm for scrutiny and for prediction and control of

‘luman purposes.,

Such a program can most readily be instituted today at the level of

secondary education,
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WHAT I LEARNED ON THE PROJECT (1959-60)

Correction for Lasswell formula--—not who is speaking to whom, but
what is speaking to whom, Lasswell ignores the media, exccpt speech; but
obviously if a person is speaking into a P.A, system or into a radio micro-

phone, etc., the who and the what are profoundly transformed.

That staples are media and media are staples, When iron ore and oil
and lumber and fish are available to the populaticn of a particular arez,
their patterns of association are much modified by this fact. Dorson in

kis recent volume American Folklore draws attenticn to the power of cotton

in the United States in creating hamogeneous culture capable cf making a
spenticeous folklore. The same hemogenizing power over human institutloas
is exercised by any economic staple like wheat, or lumber in Canola, tu2
this servés to draw attention to the same power which residss ia the media
of cormmunication. The media are, in fact, themselves staples or new
natural rescurces, Media are cxtensions of the iuman senses, They modify
the patterns of human association while remaining rootced in this or that
sense, and these staples are not limited to any geographical arca, but are

co-extensive with the human family itself,

Anotker peculiarity of media as staples or natural resources is this:
as they step up the speed of human transactions the information levels of tiic
corunity rise., As information levels rise, one commcdity becomes substi-
tutcble for another, No staple becomes indispensable as information levels
risze The tendency is for information to move, rather than comtodities. The
stress shifts in human study and attention from subject matters to the

learaing process itself. Tlie universities vhich have long tend=l to be
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processing plants become mcdels of the learning process in action instead.
Let us illustrate the implications of this change from that most popular of

all subject matters—-the ever-present threau of war,

Today, civil defence would scem to consist in protection against media
fallout, In tle past, war has consisted in the movement of ccrmclities
back and forth across frontiers. Today, when tne largest cormodity of all
is information itself, war means no longer the movenent of hardware, but cf
information, What had previously been Ma peace time" activity witiin ovr
cwn boundaries now becomes the major "cold-war' activity across frontiers.
Instead of competing for the franchise and dollars of our own citizens, we
=rc now cngaged in trying to win the favorable attention of Asian and African
millions for the star turn or top show. Our own conceptions of educatioz
and cf warfare are so completely tied to 3,500 years of literacy that tae
meaning of the electrcnic revolution is much less obvious to us in the

West than to a Japanese or a Chinese or to an African,

Another' basic aspect of the electronic is this: it telescopes centuries
of development and evolution into weeks or nonths. In speeding up actual
change, it makes the understanaing of change much more feasible just as a
movie of an organic process may reveal years of growth in seconds. PBut gucth
accelcration of growth in no way prepares the Lumen comaumity to 2d-rt to
it. Suddenly there is a nire foot redwocd where in the mornirg you had

exzerienced a bedroom.

Our educational, political and iegal establishments are scarcely
contrived to cope with such change. There is no mercy for culture-lag in

our aew technology. There is no possibility of human adantion. Yet ia 211
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these situations we confront only ourselves and extensions of our own

senses. There is always the possibility'of escape into understanding, We

can live around these new situations, even if we cannot live with them.



The New Criticism and the New Media

The so-called new criticism which followed after the new poetry which
followed after the new developments in our Western world las most typically
been engaged in explaining why works of art have no content and no subject
matter, It was the new media themselves, frcm the telegraph (1830) onward
whicl. created the situation which the poets and painters tried to explain to
us by “propletic'" new art forms. Is it not ludicrous that the very
scicntists who expected the radical changes stould stand around with
vammering and incolerent gesture while complaining of their inability to

wderstand modern art?

For the past century, tle artist has been our only navigator in social
and political terms, The models which he riakes are not wishful dreams thet
money cxn buy, but urgent factual instructions of the means of avoiding
disaster. Top industry understands this, a little bit today. Artists ravz
onvard and upward in the commercial field througl the dep~-tacnts of industrizl
and package design. In the field of operations research, the artist accint-

the priority wlich is not his reward, but }is responsibility,

To suppose that the teaching of media in our schools should be a
peripheral. {ecature of an august and a well-tested curriculum could bc a

disasirous supposition indeed,

In purely realistic terms, I feel that the associated power of
specialist and vested interest of many kinds definitely insures that we
sh:11l fail to meet any and every challenge that is offered to us in the
elcctronic age. Why should we understand new media when no generation of

the Western past las understood all media? However, now that w2 have begun
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dia for the first time (see K, A. Innis, Empire and

to understand all me
possibility +hat we might decide to

Cormunicaticns) there is the outside

consider them as fit objects of stuly and control.

‘arstatl Mclulan
voronto, Canada
June 30th, 1960
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good deal is said about this in our general

: intreduction.

b Diringer, David, The Alphabet: A Key to the History of Mankind, Philoscphical
} Library (1948) New York

Diringer, David, The Hand-Froduced Book, London: Hutchinson's Scientifl:
Publications (1953)

Eiscnstein, Sergei, Film Form and Film Sense, Meridian Books (MG-10)
Elicde, Mi-cea, The Sacred and the Profane, New York: Karcourt Brace (1577

This is a study of concepts of space and time in
archaic cultures as contrasted with modern cultures.
The paradox is that electronic man in-<rcasingly
shares the outlock in attitudes to space and time
of pre-literate man.

Friedenberg, E. Z,, Tle Vanisling Adolescent, Boston: Beacon Fress (1969)

Gelatt, Roland, The Fabulous Phronoeraplhy, Philadelphia and New York: J. D.
Lippincott Co. (1955)

Giedicn, Siegfried, Mechanization Takes Command, Oxford University Press (cern)

"The new tradition" of which Giedion speaks ccnceras
the various developments in design which have
resulted from electronic means of moving information.

Giedicn, Siegfried, Space, Time and Arclitecture: The Growth of a New
Tradition, Cambridge: Harvard University Press (1942)

Gombrich, E, H., Art and Illusion, (Bollingen Series 35) New York: Pantheon
Books Inc, (1960)
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Vzluable to the advanced student of media because
of the interglay of the arts and the scnses
(synesthesia) wihich it takes for granted, "The
painter can accomplish his task only by giving
tactile values to retinal impressions," (p. 16).
This remark of Berenson has the grecatest interest
for students of television and movie images,

Gorkam, Maurice, Broadcasting and Television Since 1900, London: Andrew
Dakers Limited (1925)

Lall, Edward T., The Silent Language, New York: Doubleday (1959)

The title refers to the non-verbal side of whole
cultures including our own., Hall offers techniques
of analyzing culture as medium,

Hughes, Robert, Film: Book 1, New York: GCrove Press (1959)

A fine collection of rare and inaccessible
ccrments on the film medium,

Hulzinza, Johan, Bomo Ludens: A Study of the Play Element in Cul ture,
Boston: Beacon Press (1955)

: The Waning of the Middle Ages (Anchor A 42) New York:
f Doubleday (1954

The Waning of the Middle Ares is invaluable as a
stuly of a mainly oral culture in transition to a
printed one. Lomo Ludens on the other hand is
representative of our own intensely literate
culture in search of pre-literate values,

Irnis, 5. A., The Bias of Communication, Oxford University Press (1951)

Empire and Communication, Oxford University Fress {1950)

Ivins, Wm. M. (Jr.), Prints and Visual Communication, London: Routledge
and Kegan Faul (1953)

This is surely one of tle great bocks of cur very

great time. The print being the lowest of defini-
tions in informational terms, it has a great deal

in common with the television image.

dnight, Arthur, Tle Liveliest Art (MD 263), New York: Mentor Books (1557)

Lazarsfeld, Paul F., and Stanton, Frank N,, editcrs, Cormu:icatiorns Ror-~arch
1948-1949, New York: Harper and Brothers (1949)

.,
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Lowenthal, Leo, Literature and the lmage of lan, 3oston: Beacon Press (1957)

This is a study of the interacticn of forms.

Meier, Richard, "Information, Resource Use, and Economic Growths,™ paper
read at the 1960 conference on Natural Resources
and Economic Growth, at Ann Arbor, Michigan.

Mumford, Lewis - All of Mr, Mumford's books are lelpful in understanding
media. He is an organicist skilled in observing the
impact of tick-tock time upon architectural design.

MacKenzie, Katlerine, Alexander Graham Pell: The Man who Contracted Sposs,
New York: lioughton Mifflin Company (1928)

McLuhan, Herbert Marstall, The Mechanical Bride: Folklore of Industria’ Ygw,
New York: Vanguard Fress (1951)

McVinnie, Denald, The Art of Radio, London (1959)

This book might well be considered a model for
approaching any nmedium,

Neutra, Richard, Survival Through Design

Fanof s, Erwin, Gothic Architecture and Scholasticism (M 44) New York:
Meridian Books (1957)

Panofsky in this study undertock to discover some
systematic grounds for observing and assessing the
interaction of media and of our senses.

Puccevking, V, I,, Film Technique and Film Acting, New York: Lear (1949)

Riesmz:, Glazer and Denney, The Lonely Crowd (Anchor A 16), New York: (2953}

Sanir, Edward, Language (HB 7), New York: Harvest Books (1949)

Sapir is emerging as cne of thke greatest figures
of the century. He was one of the firs< to
discover languages as meaia and to enablie others
to discover media as languages.

Schramm, Wilbur, Responsibility in Mass Communication, New York: Harper (1957)

Steintorg, S, ©., Five Hundred Years of Printing, (Pelican A 343), Penziia
Books (1955)

Uster, A. P., A History of Mechanical Inventions, Bostcn: Beacon Precs
(1959)
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ven Bekesy, Georg, Experiments in Hearing, New York: McCraw-Hill Book Co,

(1560)

These experiments include consideration of the inter-
relation between touch and rearing. Tre student of
media is increasingly faced with the problem of the
relation between one sense and another.

Wolfflin, Heinrict, Principles of Art Historv: the Problem of the

Develorment of Style in Later Art, Mew York: JDover
Fublications Inc. (n.d.)
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JEiathit L, --- Paper preseaced at L4VI Convention,
Cincinnati, Olio, March, 1960.)

NEW MEDIA AND THE NEW EDUCATION

-Marshall McLuhan-

“The artizt," wrote Wyndham Lewis, "is engaged in writing a detailed
historv of tihe future because he is aware of the unused possibilities of
the present,” It is quite literally true that since printing it has teen
the poets and painters who Lave explored and predicted the various
voscibilities of print, of prints, of press, of telegraph, of photograph,
—~ovie, rzdio and television. In recent decades the arrival of several aviw
~edia had led to prodigious experimentation in the arts. But, at rresent,
¢he artists havz yielded to the media themselves. Experimentation has
pasced fiom the control of the private artist to the groups in charge of

+he no7 technologies,

That is to scy, that whereas in the past the individual artist, manip-
2lating privacte 2nd inexpensive materials, was able to shape models of n-~v;
experience years ahead of the public, today the artist works with expcnsive
pubiic technology, and artist and public merge in a single experience., The
new media need the best artist talent and can pay for it, But the artist
can no longer provide years of advance awareness of developments in the
natterns of human experience whick will inevitably emerge from new

tecmaolngical development,

T:a2 painters of the fifteenth century explained perspective o fixed
point of view to the public when print wcs scarcely known. aretino becane
"the scourge of princes" when print was young, and long before the news-

pap -~ tock up its inevitoble repuclicnu role, Pcoirarch devalopae? the
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sonnet as a mode of self-expression and of self-analysis before print end

leng before Mcntaigne revealed the artistic meaning of the printed page in

his Essays.

In a word, the artist discerns the forms of techknological change in

their full cultural dimensions before the technicians actually take over.

But today, fcr the first time in human history, our technology includes
en external projecticn of each of our senses. Nobody has considered the
significance of this development which confers on our technology an inclsive
organic relation to markind for the first time. From the invention of the
vheel and alphabet cnwards, we have been accustomed to conceive technolugy
as a progressive splintering and dissociation of what in nature is intesr2l
and orgraic, Thus the wheel was an abstraction from animal form, since a
runring animal is in a sense rotating, And the first movie ever made was

of a running horse.

Today, radio, telegraph and television bave no moving parts. The
electronic age abandons mechanism for the movement of light and informatian
cenly. Viewed in the crudist quantitative terms, the shift from mechaniem
t§ electrcnics presents the character of total revolution., It is iccon-
ceivable that school and society alike should not receive the full impact

of this change.

Lookcd at more closely, the electronic mode of shaping situations
reveals it bias towards field structure. But even "rield," preferred ly
plysicists, can mislead by suggesting a flat, single plane. But a mul®'-
dimensional field is intended, an “everyway roundabout with int-usions fro:.

abov: tnd below." Thus, for example, “point-of-view," .o inev’:ahle in

R
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print culture, is alien to electronic "field" and the affiliates of such
field.," For jpoint-of-view originates in the discovery of a fixed positio:x
as creating perspective, or vanishing point., It was this discovery in thne
fifteenth century that we associate with thc end of modieval art. It was
tnz same discovery taken up by map-makers and by navigators that made the
world voyages possible. For prior to this discovery of space as homogenzc¢is
and lineally continuous, it was not known that cne could simply proceed on
and on in a straight line on a single plane. Mircea Eliade's The Sacred &2
the Frofcne (Rarcourt Brace, 1959) is a study of the centrasted ideas of

space and time as between modern and pre-modern man, And Harcld Gatty's

Nature is Your Guide (Coilins, 1958) provides much illustration of pre-
ncchanical relation to time and space, The methods and procedures in
orgzaizing our lives in time and space which are still accepted as "natu—oi®
derive 2lmost entirely from the introduction of mechanism into teaching a:d

learnirg by means of the first teaching4machine which is the printed pagc.

In providing the first complete mechanization of an ancient handicr:zc
print created an explosion in learning in the sixteenth century, But tk=2
technology by which the mechanization of writing was achieved also invaded
every phase of teaching and learning during the past five hundred years.

It will rcpay us to consider, briefly, what happened, if only because vz
are today involved in a much greater technological change vhich conerns
the nature of teaching and learning more pervasively than print ever did

or could.

Bzsically, the mechanization of writing involved the inspircd stey of
segnentation, Moveable types are a kind of static analysis of the movements

of the scribal hand. And whether we rcgard the differenticl ce” zulus cor

—
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assembly-lines, science and industry have since the sixteenth century, and
until recently, extended the principle of segmentation to all procedures of

investigation and of applied knowledge.

It is all the easier to observe the patterns of mechanical or print
culture now that we have for more than a century (since the telegraph) lived
with the nsw electrenic patterns of knowlcdge and of human association., It
may seem baffling that in the electronic age there should be such an increase
of books and printing, But the same paradox occurred after printing had
ended the constitutive role of manuscript and scribe. For everybody began
to write a great deal after printing. And now that print has ceased to
censtitute the major basis for teaching and learning and is no longer the
deminant technological form of our world, there is much more printing than
ever before. So far as my studies have taken me, the reason for this is
that a new medium splinters the older ones into a variety of new forms and
roles, The typewriter merges composition, writing and print publication in
a single act. Today the book has mary new roles and functions, as had the

manuscript in the sixteenth and seventeenth centuries,

Here, then, is a brief indication of the new patterns that entered
teaching and learning as a result of printing, There was first, uniformity
and repeatability which conferred the power of speed and silence on the
reader. The manuscript was read slowly and aloud. The speed, wniformity,
and repeatability of the printed book entirely altered patterns of study.
It was then possible for the first time to read widely. And repeatability
and accessibility of the book made it unnecessary to memorize all that one

read as the manuscript reader had tended to do for purely practical reasons.



For the inaccessibility and non-repeatability of the manuscript made
memorizing a need as it made oral learning and disputation a natural thing,
capable of much greater speed and range than manus:ript reading could
achieve, (Today we encounter the reverse situation in which film, videotape
and even photography permit the rapid grasp of complex cultural gestalts,

past and present, which the printed word cannot convey even slowly.)

The portability of the book, shared with its repeatability and cheapness,
created on the one hand the habit of privacy and silence, and on the other
hand made possible the classroom in which all have ready for use the same
data and texts. By contrast, the pre-print classroom expended much time in
enabling each student to make his own text while the teacher did aloud the
work of the ancient exegete and the modern editor. All kinds of rhetorical
analysis, word by word, went hand in hand with minute considerations of
variant readings énd punctuation. (See Baldwin's Small Latin and Lesse
g;ggga) Thus there arose from print a new kind of corporate life in the
school and a new kind of privacy in the study., The curriculum was revolu-
tionized to include a great range of authors and several languages, such as

never could have been encompassed by manuscript means,

But print at once gathered another group of changes, namely the related
habits of self-expression and self-investigation, Print as a mass medium
offered a sort of launching pad for the projection of the private person
into the role of public institution. FPietro Aretino and Rabelais were
perhaps the first to explore these new dimensions for the individual ego.
Ego enlargement via print, at the same time created the sense of fame and
sclf-perpetuation by means of the repeatability and indestructibility as it

were of the private self., Marlowe's Tamburlaine and his Doctor Faustus




are excellent types of the new megalomania arising from print,

Publication for Chaucer, by contrast, meant only a private reading of
his work to friends, Self-expression and self-portraiture and self-analysis
swiftly merged in the sixteenth century in the great figure of Montaigne,

He revealed another feature inherent in the segmental analytic patterns of
print, namely '"systematic doubt,” After Montaigne, print laid few further
patterns of the private self and began to release its powers in the reshaping

of society and politics as the newspaper developed.

There is scarcely a feature of print culture whichk can today be discerned
in the over-all field of our new electrcnic technology. Static fragmentation
as a means of analysis and ¢f production and expression are not to be found,
Jacques Barzun in his House of Intellect, which he assures us is built on
the alphabet (and print), has provided a handy testimony of the total
incompatibility of the nev age with the typical values and procedures of
the print age, Art, science and philanthropy today, he says, represent a
team destructive of all intellectual values. (He is careful to dissociate
intellect from intelligence,) Perhaps e might have written a different boock
had he understood the private and social consequences of print as print. For
one of the curiosities of print and literature is an obsession with "content"
as opposed to "form," It is easy to see why the blank page awaiting an
imprint should appear to “contain" things of good or ill use and report,

It is in fact this formal, structural aspect of the page that obliterates
awareness of the page itself as a structure. To a lesser degree, this
oblivion of the structure cf the page, and of print itself, extends to

writing in the ancient world as well. For the alphabetic translation of the
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sudible into the visible had huge consequences such as mark off Creece and
Rome from all other societies which lacked phonetic means of codifying and

translating experience into analytic, visible terms,

Let us suppose for a moment that a team of present-day testers had
been available in the year 1500 to find out whether the new book or reading
mactines and instructional meaterials were capable of doing the plenary -
traditicnal job of education in the future. Would not this team, even as
it would today, ask whether the privately read word could measure up as a
means of teaching and learning to the memorized manuscript and its formidable
extension in oral exegesis and group disputation? Since we know that printing
wiped out the educational procedures of the preceding centuries, we can say
that the testers would have been quite wrong in asking whether the new could
compete with the old when the new had only one mode of procedure, namely to
erase and to brainwash the older culture., Our testers today are still
geared to the static assumpticns of the print form and ignore the structural
dynamics of the electronic form., Im 1500, as in 1960, they could report
variations in the facility with which educational skills i1 a wide range of
subjects are achieved by print or by educational televisicn., But they have
no regard for the new patterns of perception and sensibility which are
subliminally imposed on us all by new structures for codifying and moving
information, For the new structures modify our means of apprehending past
and present, They recreate our sense of space and time, of teaching and
learning., Basically I should say that in the electronic situation there is
a great new stress on learning (creativity) and a corresponding relaxation

of teaching stress,

Again let the artists of the last ten decades be our guide., The
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Romantics reacted strongly against the book as book, spotting it as the

enemy of nature and of natural modes of learming. They insisted upon the
creative imagination as the birthright of all, and began a ceaseless quest
for the inclusive and integral image, This arduous search was taken up with
great intensity by the Symbolists who realized that it could not be a merely
visual image, but must include all the senses in a kind of dance. En route
to this discovery, Hopkins and Browning, Foe and Baudelaire, ended the print-
fostered dichotomy between author and reader, producer and consumer and swept
mostly unwilling audiences up into participation in the creative act, After
Foe, and since Cézanne, poets and painters devised ever new modes of speaking
not to their readers and viewer;, but through them., As the voice of art
resonated within and through the print-cultured audiences, the cry went up,
and still continues: "the artist is using a private language." The artists'
demand that the audiences enter the artist role as co-creators was not
welcome to the consumer mind. Such is the meaning of the abstract art and
tke do-it-yourself kits which artists have for a hundred years been carefully

preparing for this affronted public,

O0f course, children love abstract and symbolist art, and experimental
films, But by the time they have been given in late adolescence the cookie
cutter patterns of the House of Intellect they freeze up in the presence

of the playfully abstract cartoons of Picasso and James Joyce.

That situation is easy to understand. The educatiocnal establishment is
also built on print and abcde-mindedness. But today we are asking what will
be the shape of things to come educationally. The answer is simple. The
artists have told us in minute detail this past hundred years. Tley have

built endless models of our challenge and our needs, and of how to live



with the new instructional materials, They have told us that tlere will

be no more consumer packages in education——not at least if education is

to have a relevance to our new world., The dialogue will replace the guided
tours of data provided by the book as teaching machine. In the dialogue
there is no maintaining of a point of view, but only the common participation
in creating perpetually new insight and understanding in a total field of
unified awareness. For dialogue is not light on, but light through, which

is the difference between film and television,

Let us note that in all forms of electric circuit and appliance, whether
telegraph radar or guided missile, we are confronted with thte give and take
of dialogue and not the one way song of lyric self-expression. Even the
various forms of electric appliance impose a large measure of do-it-yourself-

ness, whether the electric toaster, the vacuum-cleaner or the washing-machine.

I say, therefore, with impersonal assurance, that unless we choose to
abandon all electric forms of teclnology we cannot possibly retain in our
teaching and learning the mcdes of instruction and apprehension associated
with the mechanical forms of print and its innumerable cvltural progeny.
Even if we are zealous, like Dean Barzun to retain and to maintain the
characteristics of print-culture we shall need to know muclk more than he
does about the cultural dynamics of print in individual society; and also
it would be necessary to have a very complete knowledge of the new dynamics
of our new technology in order to karmonize the twain, It is characteristic
of the semi-aware products of print culture that they prefer to take a
strong moral stand on one or another horn of a dilemma. They love dichotomics.

They point with pride. They view with alarm., They then feel that duty has



been dene by spiritual values. But of understanding and, thcrefore, of

centrol of new situations they are bereft.

i am not optimistic about saving any of the traditional qualities in
education from the electronic bombardment. It could be done by those who
had a firm hold of both old and new situations. And since these of the
older print-culture are not morally or mentally prepared to tackle the new,
it behooves the products of tre new electronic culture to seize and to
maintain some of the needful qualities from the wreck of the Kouse of
Intellect. If this sounds like Robinson Crusce revisiting the wreck, it

will be a Robinson Crusoe equipped with electronic technology.

Earlier I listed some of the basic characters and consequences of
printing in teaching and learning, It seemed a useful way of moving from
the known to the less well known., 1 lLave insisted that any new structure
for codifying experience and of meving information, be it alrhabet or photo-
graphy, has the power of imposing its structural character and assumptions
upon all levels of our private and social lives, even without benefit of
concepts or of conscious acceptance., That is what I've always meant by
"tle medium is the message." Moveover, a new medium bombards older media
and awareness, stripping the older forms of experience to tleir bare bones
or basic codes. That is why, today, when we are already living througl
intense nuclear bombardment from within our own cultures, we have achieved
almost total clairvoyance of our own condition and of our debts to earlier
ages. Today, we master languages and whole cultures faster than men formerly
mastered an author, Our children live in a world museum of cultures from

infancy, even while we continue to educate them as if they were bolted into
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only one of these cultures, And these changes, or this acceleration of change
to the point where change itself becomes the very matrix and foundation of
society---all this is owing to our century-old shift into the electronic
mode of information shaping and movement., We have left the one-thing-at-a-
time of print and mechanism for the all-at-once of the inclusive '"field" of
electricity. And it is the very structure of this all-at-once inclusive
mode in teaching and lear-iing which autcmatically ends what we till now
called "subjects." The electronic alters the contours of math and physics
and "nature" even as it abolished literature. The nature with which we will
henceforth be engagée is cne whose lines of force wé will travel and explore
with the sensitivity of the greatest artists. The split between art and
nature ends now, as surely as the division between culture and commerce. So
far as the young are concerned, all these things are already accomplished.
Their sensibilities Lave been formed almost entirely and exclusively by
electronic modes of experience. Even the film, that last mechanical link
with the Gutenberg era, they experience mostly as translated through the

medium of television,

I put the matter this way in order to confront the educational point:
"what is the difference between movie and television after all™ Just to
heat up the issue a bit more, let me answer that they have scarcely anything
in common except the fact that both are visible. The structure that is seen,
however, is another matter. The movie is a mechanical way of rolling up the
world in a seqpencé of small still shots, not unlike the way in which print
captures the movements of an author's mind in a sequence of black and white
still shots, Flayed back, these still shorts recreate or reconstruct an

earlier action, The movie has built-in perspective and is superd in details
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to fill in the pictorial space of its perspective., In contract, the tele-
vision image is a continuously formed mocaic with no still shots, no recon-
structicn of acticns, no perspsctive and very little detail, The television
nosaic is so poor in data, in fact, that it must be mostly filled in by the
viewer. And moreover it has no light cn, but only light through, So that,
typically, the television viewer is conditioned to expect much activity and
to expect knowledge to be a kind of total revelation or illumination from
within both subject and himself. As Dr. Rule of the Kansas City Medical
Center pointed out, television in medical instruction has shown (a) that the
speaker, instructor, or lecturér must efface himself and (b) that the viewer,
in operations for example, was less a spectator than the scalpel. The
viewer does not so much see as do the operation, Even the surgeon watching
the monitor while actually performihg the operation frequently is surprised
by aspects of the operation which the television camera picks up beyond his
immediate visual range. Or rather the operation is translated into another
medium, and so revealed in another mode, much as the newspaper translates
our ordinary social and political lives into a special mode, providing quite

new dimensions and meanings for them,

Let us say, then, trat television, like radio, states much less than
it suggests, That is the symbolist or do-it-yourself phase of this electric
mediun, Book and film, in contrast, state very fully and suggest much less
than electric media. That is another way of saying that electric media.deal
with experience in depth, rather than spelling it out on the single plane of
flat statemant,. The radio listener takes for granted the action of providing
a visual world for the scund experiences. The television viewer must have an

image te can complete for himself. So that even persons appearing on
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television must not be too definite or one-sided types. The vague, ambiguous,
uncommitted person, whether in politics or entertainment, will survive on
television, But the definite classifiable figure wlo satisfies the film or
newspaper medium as a right guy will frustrate the television viewer who
wants to complete Fis own image. The flood of Jack Paars, Mort Sahls,

Skelley Bermans, has scarcely begun, DBut a similar non-committal, ircnic
whimsicality will appear mor: and more, not cnly in television figures, but
will evoke many persons and forms of expression, not directly related to
televisicn., The newspaper man and reader are just as baffled by these chang:s
emanating from television depth suggestion as tle bookman, Yet a century

ago, the poets and painters began to unfold in detail this whole coamplicated

story which has now tecome part of the educational drama.

The square and the egghead are the bookmen as seen by tle new television
gencration, In the sixteenth century, the new book generation saw the oral
and oracular previous generation much as Folonius appeared to Hamlet., The
razor precision of the oral schoolmen appeared to the new literary humanists

as "words words words," They called the schoolmen not squares, but dunces.

The new criticism (or reading in depth) which has apreared in our
electronic era is often called scholastic in form by thevliterary humanists.
Is it not terribly wasteful of values and opportunities, as well as destructive
of harmony that unwittingly men should so embroil themselves in civil feuds
arising from media change? In our age the onset of multiple media changes
makes impossible the older patterns of gradual adjustment an& oblivion of the
obsolete, There is no time to adjust., We simply liave to know, and understand,

exactly what is happening; and indeed, as educators we can available ourselves



of the artists to help us to become contemporaries of ourselves. Rather

we must all become creative artists in order to cope with even the banalitics

of daily life.




SUMMARY

1. Role of contemperary art models in predicting new patterns for teaching

and learning in the electronic age.

2, The Gutenberg teaching machines and the Renaissance explosion in
learning.
(a) The swift decline of dialogue and the seeking of an exclusively
visual order,
(b) The rise of tlre consumer curriculum and the separation of
teaching and learning functions,

(c) The "content” as opposed to the "insight" approach to learning.

3. The Nuclear bembardment in learning.,

(a) The new electric structures for teaching and learning are
basically a return to dialogue, or to the fusion of teaching ond
learning functions; (even the Fask, Pressey, Skinner teaching
mactines are basically dialogue structures).

(b) The presence of electrcnic information structures now
dominating social and political thought and feeling (electromic
tapes have made even the assembly-line obsolete) makes the
educational ad justment inevitable.

(c) We now switch from subject to inclusive "field" and from

light on to light through,



(Extibit 2., --—- Television Script.)

THE TEENAGER AND THE MEDIA

"Explorations"
For May 18, 1960
10:30 - 11:00 p.m,
Canadian Broadcasting Corporation

VIDEO AUDIO

CS TCP CF COFFEE TABIE MUSIC:
CIGARETTE BURNING IN ASH

TRAY. PARTLY FULL BOTTIE

OF COKE BESIDE IT.

CIRL: (OFF) (SIGHS COMFORTABLY)
MAN: (OFF) Vere...put my drink
down,..there's a good girl...

A GIRL'S HAND CAREFULLY
CRINGS AN ALMOST BRIMMING
MARTINI INTO FRAME AND FLACES
IT ON TABLE.

GIRL: (SIGHS A LITTLE MORE VIGOROUSLY)

KFER HAND PAUSES AND THEN
SLOWLY MOVES BACK. PAN
WITH IT AS SHE PLACES

HAND BY MAN'S FACE. SHE
IS KISSING TE MAN. HE

IS VERY ADULT AND VERY
ZIEGANT. SHE LOOKS HIGH
SCHOOLISH AND VERY MUCH

IN FPER TEENS. MAN IS
LYING ON SOFA, HEAD PROFPED
UP BY PILLOWS. GIRL SITS
N EDGE OF SOFA BESIDE HIM.

SHE FINISHES KISS AND
SITS UFRIGHT. SHE TAKES
A CIGARETTE FROM ASHIRY
AND TAKES A LONG THOUGHTFUL
FUFF LOOKING STEADILY AT
THE CAMIRA ALL THE WHILE
WITH A DEADPAN EXPRESSION.
SHE PUTS T:[E CIGARETTE BACK
IN ASHTRY AND RETURNS AS
THOUGH TO KISS MAN AGAIN,.
SHE STOPS PARTWAY AND AIMOST
AS AN AITERTHOUGKT LOOKS
BACK AT THE CAMERA AND SAYS
GIRL: I think going s:czi is sucll.



CU JOHN O'LEARY IN
LIMBO

CU ALAN MILLAR 1IN
LIMBO
CU JCHN

CU ALAN

TITIES - T/C SLIDES
EXPLORATIONS
THE TEEMAGER

with

MARSIALL MC LUHAN
5IAN MiLLAR

and

JOHN O'1EARY

MCS ALAN

HCS JOHN

2-SHOT ALAN AND JOHN

LOOKS AT JCHN

1)
(2)

(3)

(4)
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JOHN: That was Lolita, author of
the best seller, "Innocence is for
Adults." And this is Explorations.

ALAN: Explorations.....with the
story Pat Boone didn't dare report.

JOHN: Our subject, the teenager.

ALAN: As this program contains material
of a shocking or controversial nature we
suggest that some of you may wish to send
your parents to bed.

+USIC: 1IN FAST

JOHN: (V.0.)

ALAN: I'm Alan Millar, John O'Leary
and I.,.with Marshall McLuhan's help
are going on safari tonight. We're
coing into the relatively unexplored
territory of our own history, the
undiscovered country of our own
changing social vnlues. Few people
notice the changes that take place
right before their eyes...it's this
that we want to try and see tonight.

JCHN: This program is about the

teenager because he makes visible

what is as yet invisible in the adult
world. In effect, the teenager has
brought into the living room what we weul?
still keep in the basement...or even out
in tke garage.

ALAN: Here's the kind of questions
you could extract from what we're
going to talk about tonight.

JCiN: (REFERRING NOW AND THEN TO LIST
IN KIS HAND)
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Does the teenager really pity the adult
for being immature? Incompetent? Has
the whole purpose of teenage life chauged
within the past few years? las the teen-
ager become an object of fear in our
society...perhaps the way the communist
was a few years ago?

ALAN: VWe're going to raise a lot of
questions tonight...and make a lot of
generalizations. You may not agree with
them,..but we hope you'll think about then.
To begin with...before we begin talking
about the inward changes, let me show you
scme of the new outward syrbols of our
time...the new things we're now living

wi-th...
DZ WITH ALAN AS HE AlLAN: ....There's a store in every
JEGINS WALK. LOSE neighbortood that more than any other is
LIGHTS ON JOHN, a product of our time....the appliance
store.

BRING IN DOORFRAME

WITH GLASS DOOR. ALAN OFENS

IT ANXD WALKS IN. VE STOPS

AND GLANCES AROUND. ALAN: If there's any place one visits
to go modern it's this, And not just to
stock up on some cooking or heating
appliances either...but for another
category of goods which has transformed
our world. Thke gadgets, the tools ¢f the
electronic media.

JB TO BRING IN COUNTER
OR DISPLAY WITH SEVERAL
FIIM PROJECTCRS ON IT.
ALAN COMES UP TO COUNTER.

AIAN: Here are some film projectors.ee:.
tle movies, I wonder what it really
means to be able to flick a switch (KE
DOES AND A BEAM OF LIGHT SI.INES FCRTH) an-
to bring in any part of the world...or te
see the most personal relationslips of
mankind acted out for us. It's so eaZzv,
isn't it? (FLICKS SWITCH OFF AND ON AND
OFF) A handy instantaneous gadget.

MOVES ONTO DISPLAY OF TAFE
RECORDERS NEARBY. And the tape recorder, it's small and
portable...can go and has gene everywhere.



PRESSES BUTTON ON
ONE

STOPS RECORDER. MOVES TO
MIDST OF SEVERAL RECORD
PLAYERS. STOPS BY ONE
WwlTd THE LID UP

ALAN STARTS RECORD

MOVES OVER TO COUNTER WITH
ASSCRTED RECQORDS FOR SALE,
ALAN PICKS THRCUGE THEM
CASUALLY

WALKS BACK TO PLAYER

SVITCHES OFF BACH.
MOVES TO COUNTERS WITH
VARIOUS SIZES OF RADIOS.

PICKS UP SMALL TRANSISTOR
RALIO. SWITCGIES IT ON.

MUSIC: INDIAN

ALAN: (LISTENS BRIEFLY) India is only
a button's pushl away. Space means nothing.

ALAN: Vith a record collection.....
neither space nor time matter. We can
all share in everytning, from anytime and
from anywhere, Back to Back's day with a
flick of the wrist

MUSIC: 2ACH

AIAN: TFabian, Frankie Avalon, Petrcuchia,
the voice of FIR, the music of Arabia,
the scund of a sports car race in Floridn.

Even the most puritan among us engages
each and every day now in an abvsolute
Roman carnival of the senses. New sights,
new sounds, new fabdrics, cooking,
textures....we're all dedicated libdortires,

AIAN: And radio. We have leard the
sound of symphonies and riots and
battles.....all witlout leaving our
living room.

MUSIC: ROCK AND ROLL

AILAN: And now radio travels to beach
parties and baseball games. Each of us
with our own private slice of the
modern age. We are never out of touch.



SWITCHES OFF RADIO. MOVES
TO DISPLAY OF TV SETS OF
ALL SHAFTES AND SIZES,

ALAN WALKS FORWARD,

A PAY PHONE COMES INTO
FRAME. ON A STAND
“0T A BCOTH

PUTS COIN IN.
ALAN DIALS

PUTS DOWN PHONE

STARTS WALKING BACK TOWARD
THE DOOR. THREADING HIS WAY
TIIROUGR VARIOUS DISPLAYS.

And television, Who knows what it meaus
to have pouring into our homes, day after
day the cowboys and the rock and roll
stars..,.the great statemen, the philoso-
phers, tle whole debate of the modern
world, Undoubtedly our sense of space, ¢t
time and cause and effect rust be changins,
And our attitudes to life and love, to
politics and religion and leisure, What
of them?

Almost forgot. The telephcne. Ve can
take it for granted all right.....it's
been around long enougk.

S.E. COIN DROIPING

Surely thougl, distance, space, separation
of person from person no longer means
what it did, But notice...the image of
the phone goes with the teenagers.....
they're the ones completely at home using
it....and they use it all the time.

S.E. BUSY SIGNAL

ALAN: Annoying isntt it? To be Leld
up even five minutes.

Must be a teenager on the other end.

Well, there they are. Our new electronic
media...our new gadgets, Push the button
and the world is ycurs. You know how
they speak of the world getting smaller....
it's thanks to these that it is. Every-
where is our own neighborhood. We knovs
what it's like to go on safari in Kenya,
or to have an audience with the Pope...
to order a cognac in a Paris cafe or to
go tirough customs clearance in Heng
Kong.



ALAN STOPS BY DOOR

ALAN LOOKS AROUND

CS ROW OF BOOKS ON BOOK
SHELF. SHOT FROM BACK.
SEVERAL BOOKS ARE PULLED
AWAY AND JCHN LOCKS TiROUCH.

dE PLACES BOOKS LCACK.

CAMERA TRUCKS TO END OF
BCOKSHELF AND AROUND END
TILL IT IS LOCKING IN
CORNER OF SMALL BOOLSTORE.
BACKED DY BOOKSHELVES.

OUT IN CENTER AREA A TAPLE
PILED WITH BOOKS.

PICKS BOOK OFF
TABIE.

The world has not only been made smaller,
it's been made avaiiable and familiar to
our emotions and to our minds, The
world is now a global village,

Well, if the applicance store...is the
outward symbol of this age...what about
the symbol of the age just past? For in
contrast to all tlris stuff we used to lave
just one medium, cne gadget if you like.

ALAN: John?

JOEN: Come on arcunNde.sesevesce

essesyou're in a bookstore.....ir the
hallowed, respectable center of the uge
of print, the age of the book., In the
applicance store you're very much the
electronic man.....here you go back to
being Renaissance man, literary man.

A book, It's all we used to have.....
there were no film projecters, no TV co*3.
or radios. We got all our information
from this, we were educated by it, we
learned about each other from it, The
book was the source of our fame., We
lived, loved and died, as the saying
goes, by the book,



JOEN WHO HAS BEEN LOLDING ZOOL
OPEN NOW SNAPS 1T SHUT

WALKING TO DOOR OF
BOCKSTONE

JOEN CPENS DOOR
SLYIGHTLY

JOHN LISTENS VERY
BRIEFLY

JOEN TCSSES BOOK BACK
INTO STORE. GOES OUT CLGCSING
DOUR AFTER HI1M
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Think for a minute of how one reads. One
sits alone, one's eye scans a line at a
time down the page....the author's ideas
come to you one at a time off the page.
It's a private experisnce. It's not a
commmity or family activity...you do
this alone,

The electronic media haven't wiped out

the bookeesesit!s read and used and

wanted., Perhaps more than ever., DBut the
role of the book Fas changed. It's no
longer alone. It no longer has sole

charce of our outlook nor our .sensibilities

Of course the trouble is we act as thouch
we were still solely in the age of the
book. Our notions of right and wrong,
our regard for one another, for educatiocn,
diplomacy, politics, religicn all belang
to t.e literary man.

Perhaps that's why literary man finds
things today coarse or corrupt or
materialistic....-

S.E. SOUND OF RUNNING AND SHOUTING
AND FIGHTING

eessshe hears the sound of figlhting in
the street, of the rough and tumble of
lifeceess

MUSIC: ROCK AND ROLL. MIXES IN
WITHE ABOVE

esessand sometimes he hears the sound of
music and he finds it all rather vulgar,

MUSIC: UP AND JIN TO MILLAR
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DB OUT OF BOOKSTORE SET AND
BRING IN MILLAR AND MNCLUHAN
SEATED OUT IN FRONT.

BRING UP LYGHTE ON TEEM.
TAKE OUT BCOKSTORE. =D
ON TIGHT TWO-SHOT.

AIAN: With me is Marshall McLuhan.
All right, Marshall,....what does it
mean? The book world we had....and
the elctronic world we have?

MCLUHAN: 1 think the best distinction
might be found in the phrase, "'with it "
You ki.ow how today we speak of baing
with it.,.meaning we've uncerstood
ccmpletely, we've got the message as
it were....in every way possible.

But in thke older book or print culture
People weren?'t with it....they were
away from it....by themselves with
their own private point of view, You
bave no point of view when you're

with it,...because you accept a thling
totally. And we're with it becaucs
tlese new media of ours....the ones
you talked about in the appliance
store....have made our world into

a single unit,....the world is now like
a continually sounding tribal drum,
where everybody gets the message....
all the time., A princess gets

married in England and boon boom boom
go the drums and we all hear about

it; an earthquake in North Africa, a
Hollywood star gets drunk....away go
the drums again. 1 usc the word tribsi
eeseit is probably the xey word of thi-
whole Falf hour.

AIAN: Tribal? Why?

MCLUHAN: Well, I think you'll find
everything we observe tonight about the
new media aims us in the direction of
tribal man and away from individual manx,

ALAN: Marshall, let's just back up a
little. If more books tlan ever before
are being sold....if the libraries are
crowded and busy....how can we, no
matter what else may be happening, be
said to be passing out of the print
culture?
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MCLUHAN: As Jolm said...books are
still very important but thkeir role
is changing, the nature of their
importance is changing., Remember that
books were our first teaching machine
eseosand all during the Renaissance
our only teaching machine. Books
are what gave the Renaissance its
peculiar stamp, We had to see the
world and each other through the
printed line on a page. Today, there
are many media of information, many
teaching machines,

ALAN: By teaclking machines, you don't
just mean those tlings used in schocl
do you?

MCLUHAN: No, no, we learn everywlere.
The book's role has diminisled because
of all the other actors on the stagz.
It's no longer king, but subject., We
owe a lot to the book. The assembly-
line of mass production....that for
instance, comes to us from the book,
from the printed line where things
move along and happzn one at a time.
And the very way the school classrooms
are Set UP....in a grid....row o rewe,..
each desk identical.....set up like a
book page.

But now the assembly-line hLas changed....
it is no lenger one thing at a time

but wherever possible everything at

once, forty or fifty operations
happening instantaneously....controlled
and synchkronized exactly by pre-set

tape. Notice the slift in image....

from the assembly-line....stretched out
eesesevents taking place one at a time.,...
to the modcim automated industrial
ccmplex where things happen all at
once,...bang. Not a line but a field,
And this applies not only to products
but to people....the line, the individual
event was the book....the field,...the
all-at-once tribal drum,...the new media.



ALAN: But are media, is any mediur,
that strong, thrat powerful that it
can affect our lives, or alter our
outlook? Aren't these things, as
most people think, simply on the edge
of our life, a frill to be taken or
left alone...o?

MCLUHAN: Well, we've seen how print
affected all tke aspects of our lives...s
industry...education...the concept of
tle modern army even, Our managerial
class is the product of print culture.
So is tle idea of romantic love, The
media are at the heart of our life
because the media work through our sens-=s,
And print is a mediun...it changed our
sense make-up from what it had been in
the middle ages. Now certainly these
other media will do the same; they,
photography, movies, radio, TV will
alter our sense world, our sgense lives.
These media change at once the way in
whick we see or tear, or touch, or feel
ourselves and our world., A slight
ctange in one of our five senses, a2lters
the ratio among all of them, People
suddenly begin to want and appreciate
different things, they begin to think
differently.

AIAN: All right, but to get back to
your earlier word, tribal....why shoulc
all this about media mean that the
individual man is on the way out and <le
tribal man on tre w#ay in? UWhy is this
big change taking place?

- MCLULIAN: To answer that let's get tack
to the teenager....for le illustrates the
changes brought about by media in the
clearest way. Especially if we contra:t
the teenager with his old time contempor-
ary....the adolescent.

ALAN: There's a difference then between
a teenager and the adolescent?



TEICK VALL - GARDEN G-.TE.
JOHN PULLS DCOR OPEN.
LIGITS COME UP IN THE
DAKNESS BEYCND ON A
ROSE TRELLIS OR AIRY
FILIGRIED GAZEBO SUMMLR
GARLEN HOUSE TYIE CF
STRUCTULRE.

DOLLY IN

TAKES SHELF OF FAPERS
FROM I'IS BLIAZER TOCKET
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MCLUHAN: Yes, and I'd say it's the

same kind of difference as exists between
book culture and the new electronic
media. The adolescent corresponds

to the world of the book; the teenage~
to the electrenic era. The adolescent
is seeking self-definition, seeking

to isolate Lis uniqueness from that

of otlers, seeking to relate his self

to that of others. The adolescent

knew he wasn't an adult....he knew

le was in life's waiting room, that his
life was not really real life.,.that
would begin only with adulthcod, The
adolescent is still our image of what
the young person should be. Thcugh you'd
tave to go btack in time to see lim at
his best, wlen le really lived in a
shieltered and an enclosed world.

ALAN: Let's go back then Jolm....
to 1910,

MUSIC: SOFT AND AX SWEET MYSTERY

MAUD: You Lave not been to see me in
a long time,

ALBERT: No, I've been busy...I've bex
working on a book of poems...alone.

I'm going to call it a Farewell to
Adolescence, Would you like me to
read some of it to you, Maud?

MAUD: I'd like that very much, Albert.
ALBERT: (READING A LITTLE EXTRAVAGANTLY)
"The alder grove is dapple green,

In spring and surmer I am there:

Tre grove is now December Lrown,
And 1 am bowed with adult care.
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Farewell to solitude and all such blisses
My bags are packed and I must go:~

For youth but a swaliow is,

It flies before the winter snow,"

MAUD: (A LITTLL SEVERE AND DRINGING HIM
BACK TO EARTII)

Albert, I hope you remember our agreem:i* ..
ALBERT: Mromopomm?

MAUD? The time for dreaming and poetry is
over Albert. 1 cannot wait any longer,

ALGERT: But I came lere today with gocd
news Maud, my father has got me into the
Colonial Service....l'm going to be
Governor of half of Africa.

MAUD: Africa,...Albert? Whrich half?

ALPFERT: You know, I'm not quite sure...
+esbut who cares my dear....as long as
wetve got each otler,

THEY EMSRACE

TWO-SHOT MILLAR
AND MCLUHAN ALAN: The adolescent, a Romantic,

MCLULAN: Not yet an adult. G3Sut today 3f
you went to ask Maud to come into the
garden you'd find she was already on the
road,

LARGE S!ADOW OF FAMILI/R

“ARDUT TYPE SILHOUETTE ON WALL,

"B TO BKING 1IN GIFL WITE LONG

QLCNDE HATR STANDING A LA BARLOT

“RAPPED IN TOWEL. STEAM RBILWWS

OUT A DCORWAY BE!HIND HIR., YOUNS

MAN ENTTRS. THEIR TLAT I3

CECCRATED IN WON-CONSUMER REATNIIC,

HE TS CARRYING A EAG OF GRCCENISS. MUSIC: HARD AND “MAN WITH THE GOLDEN
ARM'* TYTL

CIRL: Itve just got out of the shower.
80Y: (GLANCING AT STEAM) Yeal.
CIRL: Where've you been?

B0Y: Out,
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GIRL: (MOVING UP TO HIM WITH SEXY
WALK AND SEXY POUT)

You've been away so long...what've
you been doing? You know its our
wedding anniversary...we've been
married three days.

BOY: Yeah. Well I made a down pay-
ment on a fridge. I also joined the
health insurance plan....figured it
would be a good thing, Oh, and I did
a double check on this pension scheme
tke company's got....looks goed,
Dawn, we're seventeen and i tnink
we're all set,

GIRL: (SIGHS AND RUNS ABANDONED
FINGER DOWN HIS CHEZK AND THROA™)

That's wlat I like about you, Rock,
you're so dependable.

WO SKHOT MILLAR

AND 1CLUHKAN MCLUHAN: The teenager in contrast to
the adolescent acts like an adult...
te knows he is an adult...and he now
wants the complete package. There is
no waiting around. He wants tle lot
and right away. Adolescence used to
be a world witlin a world...an enclcoed
arcna of dream and fantasy. The te»n-
ager has never been in anything but arn
adult world...any child today can
grab a big clunk of adult life just by
turning ocn the TV set, or going to a
film, or leafing through a magazine.

He can enter at the push of a buttoz,
the whole smectrum of adult life...
from its most sordid to its most
idealistic, They have one partner
like adults...going steady. They think
of security, of their careers, the way
adults are supposed to; they want the
full clarge of religion and spiritual
values. They want the complete package
seesnothing left out., Wlratever adults
have got...they want it,



CS MAUD 1IN
LIMBO

TWO SlCT MILIAR
AND MCLUHAN

DAWN IN RCOM A& BEFORE.
THIS TIME II" SLEATER
AND SEIRT AND SLOPPY
SHOES. UER FAIR IS
PAKDOT -SLCPPY.

BACK TO ALAN
AND MCLUFAN
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There's nothing romantic about today's
teenager either. Contrast the two
girls we've just seen., Maud was a
romantic creature, a creature of the
literary mind...~ke was distant and
dreamlike, she was a package for the
eye, shc was visual....not to be
touched,

ALAN: Oh yes, 1 remember..,she was the
girl who said....

MAUD: Don't kiss me,darling, you'll
muss cy lair....

ALAN: And in contrast to her the
teenaZereeee

DA'N: (RUNS FINGERS THRCUGH HER
HAIR AND GROANS ADORABLY)

MCLUIIAN: You couldn't muss Dawn's
hair...it's already mussed. Like
Bardot, today's teenager is designed
to be touched...to be in fact mussed
up. There's no talk,..just action.

Today's teenager is everytling...

like Bardot, a sex package...but also a
mother, a sensible buaget keeper, a
Fousel.old executive, an informed and
understanding woman witl no illusions....

For the teenager the boundaries have
gone down between him and the life of

an adult, But part of the trouble is
that adults don't act as though the
boundaries are down. Adults prefer to
think of the sweet little lads and
lasses in waiting, of barefoot Huck Firn
and the days of pure innocence. Teen-
agers, children, know no innocence
now...they live in a completely adult
world for it's no longer possible to

be isclated...or to be kept isolated,
Look at the coming out parties hLeld fur
debutantes....they were finally abandcned
because people realized the receivinz li.e
was probably more irnocent than vhe Jdcbs
were.,
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ALAN: (TO CAMERA) Ve've established
the teenager as an adult...now what
about lim being tribal...what about
us becoming tribal?

D3 FROM ALAN AND

{CLULAN AND PAN RIGIT

TO JOKN LJSE ALAN

AND MCLUEAN JOHN: liere are sorme definitions
wiich apply to tribal man...wlerever
his lives, or wlatever stage of
development he is at,

(REFERS TO SCRIPT IN HAND)

He is impersonal, he Las no feelings
or attitudes tlat le considers his
very own, It never occurs to him to
told opinions that are not those of
everybody in tle tribe, His face is

a mask, a stolid mask...for he is

not concerned with showing his emotions,
lHe is a creature of ltabit, of ritual.
There is no individualism.,.it's
togetherness at all costs. In a tribe
everything Lappens to everybody

at tle same time...and, nothking happen=n
to anybody without it happening to
everybody. Tribalism is the extension
of the family group, and so, like the
family, its codes and rules are un-
written,

AIAN. AND

CLUHAN MCLUHAN: You're familiar with the
lero of the western film on TV,,.hets
a tribal lero, not an individual one.
He goes out to do what he has got to d»
.e«ohe knows not wty only that he must,
Iie is listening to an inner voice, an
imner unwritten code,

Tribal life is life by the ear, and
reaches as far as the ear reaches, as
far as the community of common resonance
can reach,

ALAN: 1In what way though is the
teenager tribal?

MCLUHAN: Well, Lkave a look at His
dmcm‘o



JOHN STANDING £Y WINDOW FRAR
WITH BLIND PUITIED DOWN. & IEEXS
TEROUGH AND TUxi'S TO CAMERA.

AS KE TURNS BACK TO 1HE WIKDOW
TEE BLIND FLIES UP “Wi0 T{E AIR.
PEHIND 1S A ROOM FULL OF TEX'N-
IxGERS.

BLIND UF AND RCCK AMD ROLL
MUSIC LCUD AND 'IE COUTLES
LANCING. TERHASS TUEIR
SHADOWS THROWN ON CYC.

10ST JOHN AND WATCH LAMNCERS
fOR A MOMEXT.

ALAN AND
+ICLUHAN 2

MUSIC: FAINT ROCK AND ROLL

JOHN: Theytre dancing the Payola Rock,

MUSIC: UP FULL

MCLUHAN: UWhat could be more tribal
than that? When Dawn and Rock rock
their faces are like masks.,.showing
no emotion or pleasure, The solid
tribal mask...the beat wlose gaze is
inward. Pock and Roll is ritualistic,
like an African tribal dance or a

court gavotte, Notice the choreography
is involved and highly patterndtd.

The dence is sensual but impersonal.
And it's for tle group, not for the
individual,..it's so public that its
dance floor can even be the TV screen,
The American Dandstand where everyone
takes part,,.the audience and performer
are one,..you dance in full view not
with your girl but with thke tribe.

You form a group space and a group emoiic~,

ALAN: How about a few years back?

MCLUHAN: Well in the days of the foxtrot
eeeOr the waltz...or the black bottom
and all the rest, the emotion was
private, eacl couple was individuaiized
and separate from the otlers, A while
back in the days of the rec room the
party was atomized...separate little
romantic couples, dancing in the dark.
Perhaps that's wlere Renaissance man came
to an end,,..dancing in tle dark....a
rumpus room lero,
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ALAN: What other things show tribalism
in teenagers?

MCLUHAN: There's the way they do

their homework.. Adults are baffled

when the teenager studies in a group...
in tle old days one studied alone.

But now the dialogue is back in fashlon...
look at the business man's lunch... -
or the brainstorming sessions of the
organization man, A final point

about the teenager's tribalism,...the
three main values the teenager respects
are courage, competence and loyalty.
These are values of the tribe. Ore

shows courage in battle, one is skill:l
and corpetent at one's job, and one i:c
loyal to one's people. The teenager
gains the respect of his fellows by
being ccmpetent...wlether by making
hi-fi sets, or fixing Lot rods, or paifnae
rockets for the US army. He must te
good; le likes being competent,...and

Le is liked for being competent., I
suppose because of adult restrictiocus

it is only his courage which doesn't

find many outlets....just stupid ordcals
suck as trial by chicken race, we lez:-
him little else.

And Fis loyalty...we have seen it

given wholly to teenage heroes, to the
disc jockeys who were accused of
accepting payola. But we lFave seen i:
given also to many unexpected things....
World Refugee Year, charity drives...
chamber music.

ALAN: Marskall, you've made many
references to the adult world.,.how docs
this teenager feel about adults?

MCLUHAN: Well, in contrast today’s
teenager, who is basically serious,

and ascetic and businesslike...the adut
world probably presents to the young a
picture of people who are immature and
superficial,..hopelessly wedded to their
consumer goods. What the teenager mezns
whey ke says the adult world is square,
is that it las no depth,...it is not
with it....square is visual,..,only one
sense is involved.



4

xxxiii

We said that one of the main values
teenagers hold is that of competence,
The teenager looks around and asks only,
does it work? I think in many cases

the teenager las just given up....s0
profound and far reaching are the follies
of adults. The teenager can see the
vision of one world government, or the
ease with which the refugee problem
could be solved....he sees these ideals
as total. But when Le looks at adults
tackling these problems, he sees them
hacking them into bits and pieceS.ece
selling them short by obsolescent
arguments.,..nothing but bickering and
squabbling, The grand design is gone....
crly endless argument remains,

BACK TO ALAN AND

MCLUHAN MCLUBAN: The teenager gats this
impression of the way adults run their:
affairs every day, from the newspapers,
from radio and TV,,.each day they draw
for him a picture of lopeless adult
incompetence. But at the same time
tle teenager gets from these media a very
jmmediate and personal glimpse of some
of the world':; most competent pecpleese
campetent whether in politics, athletics
or education or entertainment., Everyone
from Dertrand Russell through Adlai
Stevenson, Khrushchev, Ann Heggveit,
Frank Sinatra, Shelley Berman, Bishop
Sheen.,.. the list is endless....llow
can his own teacher, or parent or even
lis own local politician possibly
measure up?

ALAN: And the adult? What's his
relaticnship to the teenager? What does
he think about thig?

MCLUHAN: Well, the poor old adult's

in a rather awkward position,....he's
forced to keep some kind of control
over the young....but he is now trying
to control a rival. The adult has
built up a vast investment in what the
teenager regards as silly or obsolete,
The adult can't just chuck it all.

The zge 0ld rivalry between generations
is still tlere but now compounded by
technological change and made many times
more difficuit by the envy, hostility
and frustration that tke adult feels

in his relations with the teenager.



A THIN LITTLE ADULT DRESSED
IN SKY BLUE DENIM FIAY CLOTHES.
WITH SKY BLUE FEAKED BASEBALL
CAF. FE ALSO WEARS A CATCGIERS
MIT AND HAS A BASETALL. FE 1S
TUROWING PALL BACK AND FORTH
WITE SOMEONE OFF SCREEN,

DB TO BRING IN SON AND
DAUGHTER READING AT GARDEN
TABLE. SON LOOKS UP TO LIS
SISTER.

THEY BOTH SIGH AND GO BACK
TO THEIR READING AND THEIR
CUrS OF TEA.

ALAN AND MCLUHAN
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AIAN: Envy? Why's this?

MCLUKAN: We're a society which worships
youtl....we place immense value on being
young....on being rich, young and pretty
as one of our songs used to put it, But
we haven't got it....ocnly the young really
have youth.,.,.we can only imitate, There-
fore we're insecure, we envy....wve feel
hostile.

In a way though we are changing places.....
as the teenager is breaking out of the
adolescent world,...so the adult ruas for
shelter into many teenage persuits and
attitudes. What could oe more teenish
than businessmen and their new ways of
pursuing leisure. Think of the equipment
and investment a family needs now just to
relax and rest on its holidays....do you
know what tley call it? Activated leisure.
It's just Molly and me, and baby makes
three, in our sky blue denims,

DAD: Yessir....way to go boy, way to
go. Come on there Charlie boy.....leave
Ler home boy....thaaat's it,

(THIS LITANY CONTINUES BG)
SON: My it'll bde nice when Dad grows up,

DAUGHTER. Yes, he's so hard to talk to...
you can never seem to get through to him,

AIAN: Marshall,....] notice you don't
seemr to take a very moral attitude....
you don't object to anything.




JOHN IN DRUM STORE. DRUMS
OF EVERY DESCRIPTION SITTING
AND FANGING EVERYWHERE.

JOiIN PICXS UP AND TESTS

TWO OR THREE. VERY
CRITICALLY. ALAN ENTERS.

TITLES:
CXPLORATIONS:
TI'E TEENAGER
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MCLUHAN: I think it's pointless to..e.
for diagnosis really kas to precede
evaluation, And as for moral objectiocns
to technological change....well they're
usually based on irrelevant ways of
thinking. Besides I think tlis electronic
age, which has so far produced the
teenager, is heading us all into one

of the most exciting ages the world has
seens...and 1 think the teenager senses
this. There's no question that it's
going to be a great and exciting time.

Am: Thanks’ Ma.l‘sl:all..-.l'd be thO
last to argue with you. Good-night,

ALAN: What are you doing?

JOHN: I'm looking for a tribal drum.

ALAN: (TO JOHN) Good-night,

(TO CAMERA) GCood-night,
got the message.

We hope you

MUSIC:

DRUMS
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(Extibit 3, -— Tranécript from kinescope.)
THE GUTENBERG CALAXY

A Voyage Between Two Worlds

with Marshall McLuhan for the National
Association of Educaticnal Broadcasters,
Harley Parker frem the Royal Ontario
Museum and Rotert Shafer, Assoc.ate
Frofessor of Education at Wayne State
University

Today the globe has shrunk in the wash with speeded-up information
movement from all directions. We have come, as it were, to live in a global
village, Our information cemes at high spced, electronic speed from all

quarters, We would seem to be living, almost under ear conditicns, off a §

small village world, I'm Marshall McLuhan, With me, Robert Shafer and
Harley Parker are going to attempt a voyage through the recent centuries—-

five centuries-—of Cutenberg culture: the Gutenberg Calaxy.

Before us are two utterly incongruous objects: a South Sea mask

representative of primitive culture, pre-literate man; and a television set,

representative of post-literate, electronic man., Between these two extremes
exists the Gutenberg Galaxy, five centuries of print resulting from a thousand
vears of phonetic alphabet., And between these two strange objects is sand-
wiched the Cutenberg Galaxy, through which Bob Shafer, Marshall McLuhan and

Harley I arker are going to atiempt a voyage,

M: How should we begin this voyage?

S: We might visit the world of the Eskimo,

M

Let's discuss our polarities first, In terms of this mask at one end

and the television set at the otlier., And the similarities between them, I
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think, are really packed with a lot of very interesting material for this
program, The fact that the mask is sculptural, and I would believe or state
that the TV image is also sculptural: in the sense that it demands from us
certain fill-ins (a tactile quality), certain fill-ins for all of our senses,

just as the mask came from a world in which all the senses were simultaneous.

P: The ear-man lived in a world of all the senses, information from all

quarters and through all senses at onceecs..
S: All of this is really packaged into the television set today.

M: But the eye-man of the West would seem to have lived in a very abstract
dimension of sight rather than of all the other senses, the way the ear-man
lived, How did we make the transition from this echoing auditory world that
the igloo shaped and the bulbous dome, how did we ever get from that ear 31

world to the eye world that we so much take for granted?

P: It was an ear world certainly to the Eskimo who lived in it. He
wouldn't live very meny minutes unless he were tuned in in such a way with all
his senses so thLat he knew what was going around him all the time, simultan-

eously.

M: 1Is this Egyptian scribe one of the key figures in creating the transition

from the ear world to the eye world?

P: Absolutely, because he is dealing in hieroglyphics, pictorial messages.

M: The medieval scribe simply carried on his world of the visual, the
phonetic structure, the Egyptian and Grzek culture. Translation of sound

into sight, is't it, because the stylus on the clay tablet and the quill on
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the scroll are ways of getting sound into sight?

P: That is the really crucial point, really the point, The man makes a

squiggle and it is a sound,

M: This is a tremendous technology which enabies them to translate all the
other ear cultures into their own visual culture... and to control it, The
same thing is going on at the presert time in China; we're still translating

Chinese tactile-auditory culture into our phonetic alphabet,

F: T.know a Japanese editor who told me the story of production on a
Japanese newspaper, in which they deal with 41 phonetic symbols and 20,000
Chinese ideograms. 1 asked him how they could possibly produce a newspaper
under such conditions, and he told,me that they did it with a staff perhaps

35 times as big as our own newspaper staff. One man for instance will have
maybe 500 to 1000 of these little wooden blocks in which the ideogram is
engraved, and if somebody wants "wcman washing pot," the appropriate man comes

up with the little ideogram for thkat particular thing,

S: They are undergoing a transition from the older ear world to the eye

world bv this means...
P: Righe,

S: And they lave not yet mastered this Gutenberg technology which we now

see before us,

P: Here we have a thing that is very, very different indeed from the Japane:zs
or the Chinese 20,000 ideograms. Here we have replaceable units, uniform

parts put together to make words—--millions of words-——in a variety of
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languages. We put them together in a way that has parallels to our assembly-

line systems, and it's really a longy long line of words,
S: It ended the handicraft world, set up the mechanical world...

M: Absolutely, just as the alphabet... created a totally new world of

producer-consumer relationships... and it gave us a kind of assembly-line
which we see unfolding before us here with the alphabets. (AD FUTTING ON A -
DISPLAY OF MOVEABLE TYPES.) Ve mofe at that point into the world of numbers, f}
which are also moveable in the same.., (The world and language of number is |
parallel to the world and language of letters. The latter created the visual,
Euclidean world of uniform space. Number provided us with the means of ;
translating the visual Euclidean world back into the space of touch and sound, i
of tactile measurability, exactly as Norwman McLaren's drama of Rhythmetic
here reveals to us.) The mechanization of writing took place by means of kj
the segmenting of the old handicraft motions and actions into static types, ih
which has its parallel in Number. The same sort of thing extended to numbers, |
That is, letters revolutionized math, The came sort of thing——-the assembly-
line, the uniformity and repeatability——idea in terms of number... How did

the Cutenberg thing bring about that strange Renaissance fact of individualiem

and nationalism? You can see Low prints would create an individual perscn,

inner-directed, a kind of person righly self-centered and very much self-

F: One of the most fascinating sides of the Reraissance was the way in
which it took its print culture as a system of esthetics. On yes, Leonardo g

i
da Vinci as a matter of fact was the type of man who could move from a work of ’

art tb a siege gun. Ee was capable of seeing the esthetics of all mechanical @
!
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productions, and working with thenm,

S: How did that really work? I'm not really clear, We talked about the
esthetice of mechanics. What did da Vinci do?

P: Well, he moved through a variety of fields; as I suggested, seige guns;

wave theory analysis was a very important onme,

M: What about self—expréasion? That whole effort itself-——portraiture and
self-analysis, and the whole drive toward self-expression and self-investi-
gation.., this is characteristic of the Renaissance. K211, portraiture of
a unique individual is typically Renaissance., Tkere were very few portraits

before... self-portraits...

P: Fortraits of any kind—-individualized portraits are scarcely seen

before the Renaissance.

M: It is strange that print technology should have fostered this Labit of

self-expression and self-analysis,

P: Here in this Rembrandt we have a picture which is Rembrandt looking into
a mirror, and paintihg himself in the mirror. You get the visual echo effect,

as it were,

M: Ferhaps the same kind of echo effect that we could see in the infinity
sign? And perhaps the same sort of thing that we associate with the old
Aunt Jemima type advertisement? The picture within a picture; within a

picture, and so on into... converging on gero?

P: I don't know whether you know this o0ld ad.. This.was one in which Aunt

Jemima held a package, showing a picture of Aunt Jemima holding a package,




and so on,

M: This is the perfect expressicn, isn't it, of uniform repeatable type
converging upon zero. Infinity? We are saying here that the infinity sign
as we know it wa3 really impossible before print, really didn*'t happen before
Gutenberg, The sonneteers were very, very much concerned with that same form
of repetition. Shakespeare's:

Like as the waves make toward the pebbled shore,

So do our minutes hasten to their end,

Each changing place with that which goes tefcre;

In sequent toil all forward do contend.

This concern with time as segmented is secmingly an exact repeat of the patter

of the Gutenberg types.
P: The exact antithesis to the earlier world of fill-in, lack of line.

M: Yes, that tie-in between self-expression, self-analysis, point of view,
perspective, an amazing complex there of formal overlay. This sonnet:
Against death

And all obliviocus enmity shall you pace forth:

Your praise shall find rcom even in the eyes

Of all posterity that wear the world

Out to the ending to,
This idea is related, is it not? The idea of achieving 2 sort of earthly

eternity by repetition and extension of the self?

P: I think that this is only possible with print, and you find its parail~l

in the Rerbrandt portrait.

M: There is another use of the same form in Macbeth:

Tomorrow and tomorrow and tomorrow
Creeps in this petty pace from day to day.

Shakespeare seems to have been obsessed with the esthetics of print in a way
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quite different from Lecnardo, but we're more familiar with this repeatable
uniformity, receiving form into infinity in the case of telephone poles,

aren't we? In space rather than in time?

F: This looks like the trans-Siberian ra‘lroad, as we used to sec in our

geography books, which carries on the idea of a recession into infinity,

M: This is the exact visual equivalent of "tomorrcw and tomorrow and
tomorrow." ldea of the segmenting and space and time. With the Gutenberg
achievement of mechanization of handicraft, we seem to have moved almost in
the same way into a kind of world such as the Egyptians thought of, in

connection with tke god of Thoth.

P: 1 remember the story of Thoth who is the god of writing; who was believed
by the Egyptians to lave been tne instigator of all the sciences, and all

the other arts,

M: Aren't we saying merely, that the Gutenberg effect was to pattern in new
form all the arts and sciences, mathematics, physics as well as painting,
poetry, changing the concepts of time, the concepts of space, with an entire

age and an entire culture.

S: The idea of a repeatable experiment is important here. Isn't it that
you can have a scientific experiment which you can repeat over and over and

over? It is scientific if you can repeat it,
P: Like Aunt Jemima,

H: Tkese infinity signs are present in our culture in a variety of ways,

One tremendous consequence of course in Cutenberg, as compared with the

e AR A Ve s e
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manuscript, was the speed-up of the information movement, wasn?t it? With

{ exactly uniform materials that couid be distributed from the central source,
you could move by roads-—and roads were soon built to carry this uniform ,
material——you could mcve anywhere, yplu could organize whole cormunities at
a distance. What we might call homogeneity of citizenship. By sinilar
training and uniform educational patterns you could create a kind of manpower

pool of almost wniform replaceable products, |

S: If you could mass-produce print in the vernacular of a particular

country, you can give everyone the same thing to read in that country at

the same time, You can do this very quickly. f

M: You crcate the boundaries of that nation at the same time you do this.
As soon as they could see their own language in print form, they had begumn to
develop a sense of national unity, and also of national markets. This is a
tremendous leap isatt it, from that Egyptian scribe world of merely trans-
lating ear into eye, here you have eye taking over totally the organization :

of all knowledge. i

S: Well, publication is possible, lere for the first time perhaps in a
rmass way, quite a different thing. By repetition you could publish yourself i

‘anywhere,

M: In the scribe world, publication would be to read his manuscript aloud

+0 probably no more than thiity people at a time,

S: This was publication for Chaucer. It wouldn't have given him a very ‘
grandiose view of himself, would it, if publication only consisted of reaching n

a few dozen people? The print man must have felt an enormous extension and ’;
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growth of Lis ego by means of print. He must have felt an access of power,
when his image could be multiplied 30 many times exactly in uniform pattern
for so many unseen people. This must have created a vast dimension of
Renaissance megalomania, The whole idea at that point, of his fame lasting
forever of course, as we mentioned, is so much a part of that, This was true
of the Renaissance man in many ways, in his exploration ard his colonization,

his conquest of space.

M: No accident that Columbus and print coincide. And these things were
thought to be permanent., So the idea of the establishment of an empire as a

permanent structure,

S: But it also offered tremendous incentives tc self-expression and
publication, whereas formerly people had relatively little incentive to

become egotistically projected onto a whole civilization,

M: VWhat we've been saying here really is that print in the advent of the
Cutenberg era had a rather tremendous effect on human sensibility and
perception in some of the ways that we ha#c seen, 1 suppose that today with
the speed-up of information by the electric means we're in an even greater

revolution than the Cutenberg thirg produced in the Renaissance?
P: Only today we're going in the opposite direction perhaps, aren't we?

M: You think that, perhaps we'rs driving back towards the ear world from
which Egyptian scribe translated us. This is, I think, the message of our
television set and our primitive mask., This is apparent in our contemporary
art, Many people would regard this as a pessimistic view of development,
wouldn't they, of just retrograde metamorphosis?

R s o
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S: Well, we don't mean here that print is going to vanish at all, do we?
P: No, we certainly don't mean that,

M: 1 mean that there occurs a different ratio of the sences, After all,
man lives by extending his sensibilities into the world and understanding
it in that way, During the Gutenberg period you had almost complete eye b
orientation, Now we are moving back to perhaps what I would like to think a 1

better orientation,

S: Let's consider for a moment a little more cicsely the effects on
organizing a society of the Gutenberg thing, That is, for example, if you
have these uniform repeatable means of delivering messages, you also lave
the uniform repeatable method of training citizens, You can then begin to
develop a homogeneity, a sameness in the society, which gives you access to
tremendous power, Teachj:.ng of reading becomes a standardized thirg, what the |
reader reads is standardized. The print mechanism, the whole print mechanism,
is standardized so that this means that the perceptions that an individual

.

i

reader ha’ooo ’ I"
i

M: As Shakespeare stressed, it creates the idea not only "all forwards do !
contend,”" It is a cne-way flow of upward and upward end onward, and arriving |
toward self-expressicn, self-realization, inner-direction, self-initiative, ;
all these forms of competitive life based on uniformity, and repeatability in §
life and line, That's a point we haven't made much of-—the Gutenberg lire, i’r
The idea of lineality. The sequential, the rigorous precision line. Well, :
this is the way we learm to read. It recalls Joyce's pun on tle opera, the ‘
Rose of Castille: the railroad line, the r—o-w-s of cast steel., The opera !
and the railroad line and the line of type. i
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M: To get the logic of a paragraph,ito read for the main line idea of a
paragraph, We say, "I'm to get the man's point of view,”" fixed point of
view, This is implicit here. This pattern has obviously given the Western

world tremendous power of organization,

S: Yes, in the sense of an army for example. The wniform parts ¢f an army

as we see here in our soldiers,

M: I've been told that in the case of Napoleon, ir order to train his men
in sufficient precision and accuracy he used to tie their feet together
cighteen inches apart, so that he could have unifcrm marching lines, firing

lines, ccmplete poewer over his scldjers,

S: Actually, let's take a look at these soldiers, They are very much
uniform entities in themselves., Eachk is wuniformly dressed, each carries a
weapon which is wniform and certainly replaceable, and quite subject to cha:ge

and standardization, and the uniformity extends...

M: The marching men in front of us now. The men are breaking their step
because they are marching over a pontoon bridge. 3ut without these forms of

organization we would hardly recognize our world today.

P: It struck me as exactiy the sane thing works with soldiers as I said
about the type font. Repeatable uniform parts that can be placed in a variety

of ways to make a variety of meanings,

M

And mobile types like mobile units: squads...

S: And this wniformity exists in many, many places (in a variety of ways)
in our society as we walk about. Aren't we trying to make the point really

s e 77
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that these methods, techniques of ccmmunication, do formulate our modes of
thinking, our ways of thinking. So that it beccmes pervasive, ép that
everything we attack, we attack in a cer&ain way which is a result of this
technology? So that seeing these uniform modes in a variety of places in a
variety of ways is so much a part of our common everyday world that we think

little about it, or how it got that way.

M: We associate the same structure with the classroom, with the seating

plan, the grid system,..

S: Yes, the grid system, A teacher and a class with seats bolted to the

floor is a very good example of this idea of wniform parts, interchangeadble

pmsooo 1‘
P: Children all studying the same subject at the same time,

M: Visually it is the exact counterpart of the book pages, with the teacher ﬁ
like the page heading, and the lines underneath... the moveable types being |

the students, ¥

S: VWell, they're not particularly moveable; the students are slightly ﬁ

moveable, -

M: I wonder whether the rebellion on children today in classrooms and

against the book las anything to do with the new electronic age we live in?

S: I think very definitely. I think the patterns that we have secn develon;.r3

4 BT e sy s sy e e e

in schools... t

M Or the breaking down of patterms... ' vl
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S: Into more organic forms... children working in small groups, working on

different projects, doing different things at different times...
M: More dialogue, more discussion, instead of a one-way fiow of information?

S: I would think that this break-up of the grid system in the classroom may

be leading to the break-up of uniformity in other aspects of our society as

we move along to different kinds of patternms.

M: We used to ask, "What's your line?' or "What line of work are you in?"
""Do you follow me?' or "I den't follow you,' mearing I don't get anything at
all from what you're saying. Tie brcken line of your discourse provides me

with nothing,

S: The whole progressive education movement we might say was a kind of

rebellion against lineality and grid structure.

M: But that's been going on for a long time-—-the Romantic poets were
violently opposed to it too, just as much as Rousseau; but this same lineal
structure has appeared in our novels, our movies, it's in almost every organ-

ized experience we are accustcmed to deal with,

S: The interesting thing is tlLat change rever takes place completely aad
arbitrarily. We have several modes present simultaneously. We still hav=»
classrooms with desks bolted to the door... uh, to the floor, and we hLave
classrooms where they are not; and we have uniformity present in a variety of

ways in our society, and we have many places where uniformity is breaking up.

M: But there is no danger of uniformity breaking down for awhile in these

areas of assembly-line production we associate with the motor industry.



S: Well, the parking lot I am sure will be with us for a long time,

M: The uniform products,

S: There is a type case: cans of soup.

M: Fixed prices, uniform prices, uniform commodities, replaceable parts,
. The whole idea of the supermarket is perhaps in itself a temple of uniformity
in many ways, as is the assembly-line. But the assembly-line is the classic

type of it,

S: Into infinity, Production,

M: Tanks a million,

S: Tanks a million, One can imagine an assembly-line going into infinity

perhaps,..

M: But look what is about to happen-—automation, tapes, synchronized
information coming from numerous directions all at once, very much like our
global village in which the single line or structure sezems to yield to a

non-lineal complex,
S: Back to our Eskimos,

M: Back to the primitive world, back to the ear world of many directions

at once.

S: And we still Lave a transitional feature: the electric typewriter,

M: Those keys are so strikingly reminiscent of the McLaren Rhythmetic, and

yet here is a handicraft world. Here is the Gutenberg thing carried all the

g



11

way to the point where it returns to the old handicraft pattern of do-it-
yourself, The Mclaren translation of the Cutenberg thing into number terms
reminds us perhaps that modern math, higher math and physics have been engaged
in translating the old visual space, eye space, back .nto the space of touch
and movement and of hearing.

e

S: Is this why it is said that the Chinese and Japanese make better

physicists and mathematicians than we do?

M: Even the Russians—-they play it by ear. They don't try to visualize

these relationships in the world of nuclear physics,

v
[ 1]

They are not looking for a single line to pursue,
HM: They are not looking for a line because it isa't there,

P: I think, Marshall, we missed possibly the idea, that as the Mciaren
film reminded us, that the film too is sequential in exactly the same way as
the Gutenberg line, You make a film by making still shots on a piece of

celluloid, Put them together and you have the whole action reconstructed,

M: When you put the film together, you reconstruct the world of free movemeu:
of the old kandicraft world. You don't break it up, By breaking it up intc
static and film, you merely move into the world of free wheeling motion

again, This is the kind of return like the typewriter, do-it-yourselfness ct

the end of an assembly-line of consumer goods, f

S: VWe have these modes present at the same time in society, don't we? We
have the new electronic modes which are perhaps like the television set pushing

us into the tactile world? Back to the primitive mask, so that we have
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perhaps made some indication why these strangely sorted objects here-—-the
mask and the television set have same congruity after all, We have a great
deal of trouble sometimes living in a world where these antithetic modes are
present simultaneously, Apparently, education is now facing a tremendous
problem of transition between the two worlds. In fact, they beth co-exist,
What are some of tlre things we can do, I wonder, to perhaps live in a world
where Gutenberg is received? The problems of living in a global village.,
While making a transition from one vast embracing technology to another would
seem to call for the utmost attention, offering the utmost challenge to hmn
understanding., This entire global village that we see before us sugges:s
that we are moving sducationally into a set of chalienges and opportunities
which are quite fantastic, Whether people are prepared to meet these things
or not, I don't know, but I think that we are doing something about it right
here, I think that our global village is a theme wiich might well sign off
this program, and after our little voyage through five centuries of primn~

culture. Thank you,
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