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Spectator Maker - briefly describe some of the changes in the culture of moving image
production and editing

Locating the mind of the editor — introduce competing claims about the boundaries of .
human cognition ?

T/

Cognitive Scafolding - the editing tools or ‘the physical, cognitive and social augmentations’
(Clark, 2003)




Marv Sherdan



Presenter
Presentation Notes
The Extended Mind theory provides a general introduction to our experience of the Human-Computer-Interface but there are off course important questions to ask that are more specific to the editing process.

 Questions about the basis upon which selection and ordering audiovisual sequences is developed. And even about the kinds of structure and organization that consistently hold them. 

One of the many metaphors used to discribe cinema is a mirror 

in which case there is ongoing interest to see how the structure of media and technology might be seen to dovetail with the structure of our mental representations. 





Presenter
Presentation Notes
The changes in audiovisual tech over the last fifty years are indisputable. 

• Recording technologies have evolved from the mechanical to the digital. 
• The availability and portability of these technologies has revolutionized the moving image practice, a number of times, from cinema veretie to you tube and from video art to VJing.
• The structures of workflow for post-production, distribution and projection have also changed radically. 
• Images can now be shared instantly around the world.
• Smart Phones for instance have the facilities to record moving image at HD resolution.
• They also operate as editing stations and can broadcast footage to the Internet.
 
As computing capacity has increased so has our capacity to record. Documenting reality has become an obsession for many. Now familiar to see a wave of phones and cameras sweep in front of the proceeding happenings at public events if there is the slightest sign of excitement. So to get an idea how much audiovisual footage is in existence one might only imagine the number of hours of video that will be shot in London by the millions of people attending the Olympics and affiliated events in London later this year. But with the enhanced technological capabilities and diminishing costs, it also appears that the consideration need to be taken when recording or documenting experience can also diminish. ‘Fix it in post’ is a typical aphorism within the broadcast industry. Pupils at schools across the country just as likely to have attempted to shoot and edit a video as they are to have attended drawing classes. Thus the number of people capable of editing the moving image will continue to grow. Given that the general publics appetite for audiovisual technology appears to be insatiable. And as we witness the dramatic development of this ubiquitous, portable moving image technology, it seems fitting that we explore the point at which this media is assembled in greater depth.
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Throughout film history and media theory, cinema has been conceived of as:

an analogue to mental processes (Munsterberg 1916, Baudry 1968, Metz 1975)
a mechnial mind (Vertov 1984)

representation of visual thought (Brakhage 1963)

thought’s mediator (Gilbert-Lecomte 1991)

\Cnextension of the pysche (Mcluhan 1962, Perkins 1972)




Expanded Cinema ... it's a process of becoming, man's
ongoing historical drive to manifest his conciousness
outside of his mind, infront of his eyes.

Gene Youngblood (1970)
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video editing in parallel to studies in cognitive science and consciousness studies

S

episodic memory
event segmentation perception (Newtson 1973, Zacks, 2003)
attentional blink (Raymond et al,1992)

inattentional blindnesss ( Mack & Rock, 1992)
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Magisto - free app for automated video-editing and uploading.

Oren Boiman and Alex Rav-Acha
Computer Vision Lab, The Weizmann Institue, Israel

Video and Image Analysis
Probabilistic Inference
Object and Action Recognition



magisto
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Presenter
Presentation Notes
For Merleau-Ponty the direct relationship between the body of some musicians and their instruments extends beyond objective space. In the Phenomenology of Perception he proposes that the rehearsal gestures of an organist, as he familiarises himself with a new instrument, discover emotional sources, or ‘affective vectors’, that create an expressive space and a passage to the musical experience. 


The example of the instrumentalist is used by Merleau-Ponty to demonstrate how habits (the accumulated synthesis of cognitive phenomena) reside ”neither in thought nor in the objective body, but rather in the body as the mediator of a world” (Merleau-Ponty 2010). 
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