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PREFACE

In the context of {ts programme designed to oncourage artistic crea-
tion, Unesco is taking a vory close interest in the pioneering experi-
monta taking place in the plastic arts,

The three studies on video art presented in this volume of the
gories Documentary dossiers describe, using differont methods of
approach, the increasing importance of this new medium {n arcas
such as visual communication and the history of art and in the realm
of ideas,

These studies, which were discussod at tho Third International
T'estival of Vidoo Art (l.ocarno, Asconn, 6-15 August 1982), drow
varied reactions from the participants, There was strong emphasis
on the need to give profound thought to the definition of video art, In
the view of René Berger, "video art is, aboveall, a paradox; it seems
to be an extension of teloevision and also of the plastic arts, but, at
the same time, it is marginalized by television and the plastic arts',
This marginalization, at both the aesthetic and the cultural level,
obviously recurs at the economic, commercial and technical levels,

Two different methods of approach enable us to come to grips
with the uso of video in art and culture, René Berger, in his study
"Video In the modern world'", defines video as a means of
"eommunication' in the broad sense of the term, 1i,e, a process
which, whatever {ts nature - musical, literary, ctc, - affects one
or more people, This approach moves away from the purely aesthe-
tic experience and deals with video art in relation to its technological
and ideological characteristics,

An analysis of the specific methods used by video does indeed
bring out the fact that each shot or sequence is abgolutely indepen-
dent, and that, at the same time, there is a discontinuity in the pro-
gression of the sequences, The contrast between the single unit
(the sequence considered independently of the others) and the whole
(the sequence of shots) reinforces and heightens the effect of contin-
uity and discontinuity on which the visual language of video is built,

From the aesthetic point of view, it seems as if the brush and
the chisel have ceased to correspond to the ideal of certain artists,
as if these intermediaries between them and their work were becom-
ing too intrusive, an encumbrance even, Already, the grasping hand,
the nude body and the uneasy eye need to merge into the act of

5



croation, Pollock takes paint by the handful; the "happoning' artist
offors his hody ds canvas or colour, Thanks to video, the artist
acquires a now langunge and breaks once and for all with the tradi-
tional modia of art, Video art movos in the dimensions of timo and
apace, Nam June Paik, one of the best-known video artista, used
to aay, when atill a boginner, "One day, video will roplaco the
afveraft", It ts indeod true that a vidootape can now be rotransmit-
ted from one ond of the world to the other, using audio-visual
techniques, without any need for an acroplane,

Vittorio I'agono, who adopts the aeathetic approach to the vidoo
phenomonon In his papor entitled "Video in contemporary art",
tries to trace back through history, the artistic experiments - in
tho plastic arts, the cinema and photography - proceeding from the
visual mode of thought charactoristic of video,

Lastly, Anglola Churchill puts video art in an educational con-
text, This form of artistic expresaion is still only in its infancy
and its application to learning has still not been clearly defined; the
ostablished educational systom {8 based on rational thinking and is
ignorant of the all-encompassing knowledge claimed by video art,

What {8 a video artist? A musician? A paintor? A sculptor?
A film maker? What {s the training required? The authors try to
provide answers to these questions,

A biblography compiled by Vittorio Fagone completes this dos-
sier, It will be a valuable guide for theoretical and experimental
research in the field of video art,



INTRODUCTION

René Bergor

Any civilization or socioty represonts the deployment in time and
space of a source of energy which combines tho ability to tranamit,
dissominate and control,

In its broadest sense, the ability to tranamit im; .8 the gen-
eration of something which did not proviously exist, It thereforo
involves the power of creation {''Let thore be light and there was
Mght") as woll as that of production, In thin wider definition, 1
draw no distinction betwoen ideas, canned goods, symbols, make-
up, myths, slogans, radio or tolovision broadcasts, or video tapes,

The ability to disgeminato and/or distribute refors to the pro-
cess whereby the "pvoductﬂ" are dirocted towards targot groups
forming either micro-networks, such as universities, sects, poli-
tical parties or tho art world, or macro-networks such as those
now cstablished by the mass media,

Similarly, inthis definition I draw no distinction between mis-
sionaries, commercial travellors, distribntors, or disseminators
of information, The Vatican, Carrefour,the Messageries, Hachette,
Europe 1, petrol stations and radio or tolovision networks all have
their respective publics, be they practising Cathollcs, customers,
listeners or viewers,

The ability to control, in the American sense of the word,
refers to the entire process whereby action may be directed towards
the set objective, Here again, 1 do not differentiate between the
technical monitoring or controlling of a turbine or an assembly line,
religious domination or control (including the repression of heresy),
the evaluation or control of knowledge acquired at school through
the examination system, the verification or financial control of com-
mercial enterprises, and frontier or police checks or control,

The deployment of social energy is thus structured in a series
of clearly defined relationships which ensure, according to time
and place, the predominance of a specific factor, whether religious,
political, legal, economic or administrative ...

If a soclety ceases to exercise its control, it lapses into
anarchy; if it ceases to disseminate or distribute, it breaks down;
if it ceases to transmit (to procreate or produce), it perishes, If
a society abuses its control, it lapses into totalitarianism, a phe-
nomenon which can also arise - as we are just beginning to see -




as a roault of oxcossivo dissomination {the information over-kill to
which the modern world i{s subjectod) or over-production leading to
oconomlic imporialism,

The Weoatern model

Thoe combination of these threoe factors, which determine the struc-
ture, maintenance and scourity of any syatom, is based at the pre-
sent time on a model of civilization which has spread throughout the
world, the blue-print for which is to be found {n Wostern and espe-
cially Ameorican soclety, The concopt which gonerates, undorpins,
activates and directs this model is that of development - witneas the
univorsally accoptod distinction botweon the devoloped countries
and the Third World, whatever subtle distinctions may be drawn
between industrial and post-industrial socioties, between undor-
doveloped and developing countries, Furthor evidonce, if required,
is provided by the fact that despite these difforonces, all countries
arc evolving along similar lines, including China which, the sole
excoption prior to the death of Mao, 18 now following suit,

In structural terms, the Weatern model {8 based on three key
factors, whose combined action has transformed the modern world:
science, technology and economics,

Broadly speaking, after Gallleo, sclenceo first introduced, then
imposed exporimental Truth, It gradually evicted all other forms
of truth - religious, philosophical, even othical - or reduced them
to the level of subcultures, Despite their influence, Mahomet, Buddha
and Jesus are regional phenomena, specific to certain areas of the
world, Science alone 18 universal, There are no more American
clectrons than there are Chinese protons, Scilentocentrism s a
reality,

Likewise technology, the total sum of the principles, methods
and processes arising from the techniques applied by industry, has
dispensed with all forms of traditional activity, from the religious
ceremony to the skill of the local craftsman, or has achieved the
same result by romanticizing them in order to adapt them to its own
needs: Europe | is heard in the remotest arecas by the mere turn
of a awitch; the investiture of the Prince of Wales becomes a tele-
vision extravaganza, like any other variety show; the Papal election
ie presented in the same way as the World Cup, Tiie is reduced
to a technical factor, The transistor has replaced the tom-tom;
Philips and Sony have colonized virgin forests and favelas. Aspirin
has turned the medicine man into a museum-piece (to the continuing
fascination of ethnographers), Technocentism and scientocentrism
go hand in hand,

Economics, as a discipline, has always existed, but never as
the exclusive activity it now represents in our Western model,
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Today thore {s nothing in East or Weat which {8 not convertible into
an oxchange value, Reoliglious and moml values have been abandon-
ed or sot aside, At the vory most, thoro {8 oevidence of a certain
resistance on the political front - or is this already a rear-guard
action? There {8 no head of State who does not {nsist on the noed

to produco more and more, to export more and more, endorsing
thoroby thoe lnws of the market place and heeding only the sole stand-
ard by which nations are assessod - the univeraal measure of Gross
Natfonal Product,

Economicocentrism, sciontocentrism and technocentrism con-
verge to promote the only value which is currently accoptable - that
of officioncy, undor the aegis of the most ambiguoun concept of all,
that of development,

The concept of development maintains the {llusion, until recent-
ly a reality, of a lincar {mprovoment (as distinguished from evol-
ution), just as it maintains the {llusion, alsona reality until recently,
that it could be {dentified with the notion of progress, Over the last
fow decades, howoveor, the concurrent and exponontial growth of
acience, technology and economics has given rise to consequonces,
the shortcomings and dangers of which have been clearly estab-
lished ~ pollution, disturbances, unemployment, genetic manipula-
tion, Inflation, fluctuating currencles; cven the satellite, designed
for world-wide communication, now looks like a planetary super-
visor,

And yet - paradoxically - politicans, aclentists and experts
atill maintain that development is at the service of mankind, that
it can be directed, accelerated or checked, as if, for some, it de-
pended on rational thought, for others, on the authorities, for all
of us, on our freedom to make good or bad use of it, The question
of making good or bad use of it, however, has become {ncreasing-
ly irrelevant, The last few decades have shown that science, tech-
nology and economics are self-developing (or sclf-supporting)
forces, each of which evolved in accordance with its own specific
logie, Their approach is purely strategic, consisting of a serles
of goals to be reached; their sole aim is their own self-
development, with no concern for other values,

This preliminary outline, however summary, may help to throw
light on the question of the social energy represented by the mass
media, especially the most powerful of them all, television, cur-
rently under pressure from, but also, if market trends are anything
to go by, in collusion with the new media of video,




Chapter 1
VIDEO IN CONTEMPORARY ART

Vittorio Fagone

1. Avant-garvdo and new communication

Man Ray, who had frequent recourse to photography and the cinema
in the course of his avant-garde experimentation, wrote in a note
published only recently: "Any form of expression has its purists,
There are photographors who claim that their art bears no relation-
ship to the art of painting, There nre artists who scorn photography
although it insplred and was ugsed by many painters in the course of
tho nineteonth century, Thero arve architects who refuse to hang a
single painting in their buildings, insisting that their creations are
complete works of art in thelr own right, Similarly, when the motor-
car was invonted, the horse was probably acclaimed by some as the
very best means of locomotion, All these attitudes spring from the
apprchension that one form may replace the other, whereas nothing of
the sort has in fact occurred, There has been no attempt to do away
with the motor-car, on the pretext that we now have the
aeroplane", (1)

Twenty years or so after the entry of the art world on the video
gcene, {t is arguable whether the purist view vis-a-vis this new
form of expresslon has greatly changed, Although the potential ap-
plications of the new televisual technology were enthusiastically and
unanimously welcome by artists in the late 1960s and early 1970s,
they were viewed with a certain dagree of scepticism by the 1980s.

Scen in this context, video art might appear as a phenomenon
which only lasted until the first half of the 1970s, (2) fowever, this
view, seemingly confirmed by recent attempts to rehabilitate sub-
jectivist and neo-expressionist art, overlooks one essential factor,
Video was and still is for many artists an instrument of research
rather than a new genre or discipline, Their use of video techniques
runs counter to the widely held belief that video is a media of mass

1, Janus, "la fotografia puo essese arte' in Man Ray, Tutti gli
scritti, Feltrinellf, Milan 1980, p, 225, According to Janus,
Man Ray's undated note was written after 1923,

2, Ina paper on '"La Télévision comme nouvelle forme d'expres-
sion visuelle" presented at the Premio Italla Congress (Milan,
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communication; for them, video vopresonts an effoctive means of
establishing a now, ofton critical dofinition of the visiblo world, en-
capsulating sound and time {n a process of composition and visual
analysis, Viewed in this lght, any appreciation of the creativity
genoratod by the use of the tolevisual medium can be comparod to
the contemporary appreciations made of the use by tho first and
socond avant-garde movements of photography and cinema {n the
field of twentieth contury visualarts, Photography, cinema and
telovision mark three turning points in tho development of modern
vigual communication, Tho changes wrought by theso rovolutionarvy
techniques lead to tho eatablishment of systems for the distribution
and disgsemination of new forms of images, Photography, cinema
and tolovision also determine autonomous linguistic models of com-
munication, The relationship between the visual arts and these new
"fmage worlds" {s a complex one,

Photography came into being as a result of the efforts of \West-
crn artists, over a period lasting several centuries, to devise
machines (camera lucida and camera obscura) capable of producing
a fafthful and oxact replica of the visible world in terms of porapoec-
tive, The visual artists of the first avant-grade were enthusiastic in
thefr reaction to cinematography, The 1916 manifesto entitled
"Futurist Cinematography' declares: "Cinematography is an art
form in {ts own right, It must therefore never {mitate the theatre;
essentially visual in character, it must seek to adopt the same prin-
ciples as the world of painting - detachment from reality, from
photography, from the prettily appealing and the solemn, It must
gcek to hecome anti-pretty, distorting, {mpressionist, synthetic,
dynamic, free from the weight of words, Cinematography must be
literated as a means of expression so that it becomes the ideal tool
in the creation of a new art form infinitely vaster and more flexible
than all the others,'

Richter, Man Ray and Duchamp were emphatic in their insis-
tence on the visual character of the cinema, as opposed to {ts thea-
trical dimension, while Léger glorified the cinema as a_moving,
protagonist image, All these artists undertook to produce films

(Footnote 2 cont,) 1978), Gillo Dorfles comments: "I would hesitate
to suggest that video as an art form is already on the wane, but
there are now definite signs of disenchantment and distrust on
the part of the public, following a period of overexposure and un-
critical acceptance of highly dublous and ambiguous material,
The fact remains that many of the original ideas as to the possi-
bilities of this new art form have proved illusory ..." (Le arti
visuali e il ruolo della televisione, Eri, Rome 1978, p, 125),
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whoso aim was to broaden the scopo of the cinema and {ncrease op-
portunities for tho dynamic uso of acsthetically detormined imagos,
After 1846, whon soveral visual artists returned to the cinoma, tho
work of the Dada{sts and the Surrcallsts in France and Germany
were onco again accepted as a relable reforonce,

Tno situation {8 more complox with regard to visual artists and
television, Tho origins of telovision are linked with the develop-
ment of radio from the technical viowpoint and in terms of linguistic
composition, I'rom its carliest days, television has been charac-
terized by the predominance of sound, the importance attached to
"peal time' and {ts integration into an extensive soclal environment,
Television was firat doveloped in Great Britain and the United
States {n the late 19308, and world-wide recognition of this new
clectronic medium as a revolutionary means of communication
dates from the late 18108 or carly 19508, Compared with these
dates, the interest shown by visual artists in the new media may
appear as something of a delayed reaction, Nam June Paik, togeth-
er with Wolf Vostell, first started working on the video image in
ordor to redefine {t at Wuppertal in March 1963; and in New York,
in 1965, he produced a work using a portable video, Both dates are
significant, even {f it is the Iattor which is most frequently cited as
the starting point of video art, The carlier date clearly situates
the context in which interest for the new media arose: the period
was influenced by the Fluxus movement which explored the field of
modern communication, rejected conventional codes of representa-
tion and proposed new {deas for an open-ended and Hberating ap-
proach, This led to the complex, non-formalistic dimension of
artistic experimentation in the late 1960s, which no longer sought
to rchabilitate Dadaist theories but secemed more concerned with
establishing a new critical soclal exchange,

The date of Nam June Paik's work in New York is equally im-
portant, not only because it marks the perceptual definition of the
environment of the new video art, as was already the case in
Wuppertal, but also because it opened the way to the use of new,
light technologies in the field of television, The relatively late
arrival of the art world in the field of televisual experimentation is
closely linked with the opportunities of access to the new techniques
and their practicability, In this respect, Paik's assertion that it is
his aim "to create a completely new image'(3) would seem to echo
Man Ray's comments ‘on his first experience with a camera: "When
I found myself in front of a camera fcr-the first time, I felt really
intimidated. So I decided to investigate the process, But I adopted
a painter's approach, to the extent that 1 was accused of presenting

3. Cahiers du Cinéma, Paris, April 1979,
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photography as {f {t wore painting, It was not intonded, {t just hap-
pened that way becauso of my training and background, Years
before, I had had the {dea of doing a painting in the manner of a
photograph, 1 had good reasons for doing so, 1 wanted to draw
attention away from manunl techniques, so that the fundamental tdea
prodominates, Thore will of course always be somebody ready to
scrutinize worka of art to discover the "how', instend of applying
his intolligence to Imagine the "why'", (4)

Under the Influence of the new technique, the visual artist's
imagination creates a new vision which has a profound effect on the
intensification of porception; morcover, the new medium {8 complete-
Iy compatible with onc of the motivations of the new and old avant-
garde movements! the need to show, {n ananti-formalistic process,
the "why'" {n preference to the "how" of any work of art with a view
to eliciting spectator participation in an open and creative relation-
ship,

2, Visualarts and einomatography

In 1933, Fernand Léger fmagined a film entitled "24 Hours' in which
an ordinary couple, doing an ordinary job, were subjected to the
acrutiny of a penetrating, hidden eye for twenty-four hours, The
film would have portrayed the couple at work, thefr silence and the
banal {ntimity of day-to-day living, their moments of love, Léger
gsald: "Show the film in the raw, uncut, and you will then see the
terrifying and disquieting impact of truth,'" Thirty years later,
Warhol, rejecting all forms of excessive technical intervention, in
fact carried out Léger's intentions to the letter: his showing of
Sleep (1964) provoked the reactions predicted by lLéger, As
Leonardi points out, in Warhol's early films at least, it is the
author's "insistent eye, fascinated and intensely contemplative,
wh!ch(g:)mmlncs the simplest and most unconscious acts of our daily
life",

It might perhaps be appropriate at this point to define what is
meant by an experimental film, The experimental film discards
the mechanical, if not passive, transfer of certain elements of
visual research (images, situations, behaviour), it extends experi-
mentation to include the composition and definition of the film, It
is not documentary, explanatory or didactic (at least in terms out-
side the film itself), lere again there are obvious precursors,
The scenario of Vita futurista (1916) reveals that distorting mirrors
were used to obtain new images of reality through the cinema, that

4. Man Ray, op. cit, p, 226,
5. Alfredo Leonardi, Occhio mio Dio, Feltrinelli, Milan 1971,
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the displacement of objects outside their usual context was used ex-
perimentally by the futurists and even more by ti.e surrealists to
create new relations and associations, and that the timo of the {mage
(what Dziga Vertov called "the sudden Hfe') was broken down into
apeeds, slow motion, repetitions and equalizations, to give a new
meaning to images which no longer function as mirrors but as con-
veyors of reality, In general, the experimental film enhances the
perceptual characteristics of the cinematographic fmage - which is
invarfably an image removed from its context - and uses new cri-
teria of composition instead of unfolding a narrative line, The spec-
tator is invited to analyse the finages and situations presented to
him, to imagine, even before recognizing them, the elements of the
film's cohesion and development, and to undergo a perceptive ex-
perience at a different level of awareness; ideally, the experimen-
tal film compels him to be more actor than spectator, precisely
because it i8 more concerned with the composition of images and
the possible structure of relations between them than with their
"encoding".,

Relations between the visual arts and the cinema occur at two
levels, On the one hand, the cinema is influenced by certain as-
pects of a given artistic climate (it is now considered appropriate
and correct to refer to the expressionist, cubist, futurist and sur-
realist cinema); on the other hand, with its techniques and dynamic
impact, the cinema incites the visual sector towards specific lnes
of research,

This Interaction extends the disciplinary horizon of artists!
activities by encouraging them to become actively involved in mod-
ern communication techniques, It also makes possible an aesthetic
specification of the possibflities of the cinema, Historically, the
grammar of the cinema was built up along the lines of the language
of images which emerged from avant-garde experimentation, It is
therefore true to say that the works of Léger, Man Ray, Duchamp,
Picablia, Richter, Eggeling, the e¢arly Bunuel and René Clalr, be-
long as much to the history of experirnentation in the visual arts as
to the domain of the development and linguistic definition of the
cinema,

This situation was repeated after 1945, when artistic research
resumed a freedom of intervention exten-'ing beyond the conventional
frame, Unlike the commercial cinema, this cinema of poets and
artists was forceful and free in its expression (Jean Cocteau and
Maya Deren). It Is from this movement that came the Underground
cinema, a phenomenon characteristic of the cultures in which the
cinema has experienced the greatest industrial expansion, The ex-
perimental cinema continually explores the possibilities of the new
medium in an effort to free the cinematographic image from the
yoke of the narrative sequence., The artists working in this field
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insist on a strong definition of the visual image, seek to extend the
cinema beyond the screen itself and examine the structures which
control the cinematographic image and its expression, This form
of cinema rejects all spectacular effects and {s more concerned
with evoking an active perception of the possible interaction between
the moving images, The virtuality of the cinematographic image
also provides the opportunity for analysing movement and body di-
vested of excessive materfality and presented as traces of a rapidly
moving, {Husory flow,

During the 1960s and 1970s the cinema was used by artists on
a vast international scale, This trend was followed by artists who
sought to pinpoint primordial forces in nature as well as those in-
terested in individual behaviour and bodily attitudes (Bruce Nauman,
Vito Acconci, Fred Morris, Keith Sonnier, Richard Serra, John
Baldessari, Bas Jan Ader, Jan Dibbets, Marcel Broodthaers), (6)

The films made by these artists reject the process of einoma-
tographic narration; they offer a serfes of tinages presented in an
open continuum, a temporal dimension which, during those same
years, was to be explored by a new televisual instrument and oc-
casionally by the same artists, It should be noted that these films
are never documentary:! their aim is to crecate an image in natural
relationship with the specific characteristics of contemporary artis-
tic language, They are artistic productions firreed from unitary and
direct manual production constraints,

3. Experimental cinema and video

In 1966, the Fluxus movement prodveced a cinematographic pro-
gramme, known as the Fluxfilm Program, with short films by Eric
Andersen, Chieko Shiomi, John Cavanaugh, George Brecht, John
Cale, Albert Fine, Robert Watts, Pieter Vanderbeck, Wolf Vostell,
George Landow and Yoko Ono., \ith no sound track, in black and
white and in colour, the programme, which runs for 93 minutes, is
noteworthy for the extreme violence of the images - at once banal
and over-stated - which, in keeping with the theories of the move-
ment seek to disrupt the conventions of everyday communication and
to block or deflect the immobilizing flow of conventional vision, As
Dominique Noguez observed, this violence typifies the experimental
cinema of the mid-1960s in Europe and the United States, (7) The
techniques used by the experimental cinema to create this effect are

6. Vittorio Fagone, "Art et Cinéma, oeuvres historiques, docu-
ments et matériel actuels", in Catalogo della Blennale di
Venezia, 1978, p,241-243,

7. Dominique Noguez, Eloge du cinéma experimental, Paris, 1979,
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of two kinds: a series of commonplace fimages are juxtaposed in
sequence but without a parrative line; and they are distorted in
time by being speeded up or slowed down until the very threshold of
percoption of movement is reached, The distortion and extreme
raplidity of these images, as well as their juxtaposition within an
artificial time-scale, produces a striking new visual effect on the
spectator, The lack of narrative line 18 counterbalanced in the work
of some artists by the use of elliptical shots, moving through a
series of i{solated flagh-backs (phantasies), thus enabling them to
portray successfully the impulse of a highly aroused subjectivity.

Again, within the experimental cinema it was the artists who
turned their attention to the possibility of composing and structuring
images, The first experiments with video took into account the ex-
periences of the experimental cinema and, in the mid-1960s, the
diversity of languages peculiar to the two media led to a serious
confrontation between cinema and video.

The fundamental difference between cinema and video, even at
experimental level, lies in their respective treatment of the time
factor. Video can and does represent real time which, in Léger's
projects and Andy Warhol's research, emerges as a self-
contradictory element, Hermine Freed has rightly observed(8)
that the question of time is crucial to the importance and meaning
of video art and that it reflects the change over the last twenty years
in our sense of time (and place), This change is so far-reaching
that, today, visual sensation is inseparable from its temporal com-
ponent, For Hermine Freed, who has carried out a detailed study
of the concepts of time, memory and simultaneity in video, "It is
not surprising that the content of a great deal of vldeo art is time,
Early video tended to be an exploration of those aspects of time
which are unique to video-instantaneity resulting from the ability to
play back a tape immediately without processing; time delay; the
simultaneous use of several cameras or several monitors allowing
the possibility of recording or playing back several images in the
same place, or several images frow different places all occurring
at the same time, The possibilities are endless and the methodol-
ogies vary enormously, "(9) According to Hermine Freed, video
has a greater attraction for the artist precisely because of the spon-
taneity and simultaneity it makes possible,

The dimension to which Freed refers is a complex structure of
composition and awareness of visual processes, The research of

8, Hermine Freed, In Time, Of Time, Arts Magazine, New York,
June 1975,

9. InIra Schneider and Beryl Korot, Video art, Harcourt Brace
Jovanovich, New York, 1976, p. 211,
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artists working in the cinema, the extension of time, for instance,
in the rigorously structured filmwork of Michael Snow - can be link-
ed to this heightened awareness characteristic of the modern
artist, (10) The complexity of the equipment designed by Plerre
Abbeloos for the shooting of De La Réglon Centrale (1970-1971),
which enabled Snow to portray the grandiose solitude of novel land-
gcape through a series of repeated and varied {tineraries, reveals
a new approach to the association of the visual and the temporal,
On completion of the film, the same equipment was used to advan-
tage in a video installation to solicit direct spectator participation
(De La) - a symbolic interchange of equipment, techniques and re-
sults between the experimental cinema and video.

A further difference between the cinema and video involves the
fleld of projection, The confined bidimensional nature of the cinema
is overcome by increasing the number of screens in use simulta-
neously (Carole Schneemann and Snow), by contrasting simultaneous-
ly the physical representation and the virtuality of the cinemato-
graphic image (Valie Export, Birgit and Wilhelm Hefn), by dividing
the screen into several areas in which images are regrouped in a
seriea of combinations, matching or contrasting {(Keith Sonnier),
and finally by analysing the very mechanisms of the basic projection
process (Antony McCall), ’

Cinema and television screcns differ considerably, Consider
the conditions in which a film is shown, as compared with those
under which a television programme is viewed, the complete dark-
ness of the cinema as compared with the semi-obscruity of television
and the respective dimensions of the screens, The cinema screen
is rectangular, whereas the television screen has no angles, The
larger dimensions of the former allow wide-angled vision of high
optical resolution and panoramic views of great complexity, The
electronic screen his not yet achieved an optical definition to com-
pare with that of the cinema, still less an equivalent chromatic
quality. The felevision set resembles a domestic appliance in terms
of its size and function, Films are generally shown in public cine-
mas or theatres outside the home. Television is often viewed by an
audience of one, a rare occurrence in the cinema, These factors
are confirmed objectively by the kind of shots usej most of the time
by the cinema and by television, Television favours close-ups,
contact with the person speaking from the screen; it focuses on
detail and prefers a continuous, unabridged treatment of time, The
cinema is based on images, action, the rapidly significant contrac-
tion of time,

10, Regional Cornwell, Snow Seen, The Films and Photographs of
Michael Snow, BMA Books, Toronto 1980, p. 122,
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These features of the cinema and television screen are also
significant at experimental level, The televised image reflects a
faithful image of the physical world; action and movement are me-
ticulously observed and simply stated, A mirror may reflect dis-
torted images, a factor which brings into play a logic of distortion
and deformation which stems directly from the futurist theories of
the experimental cinema already mentioned, Another difference
between cinema and video concerns the element of direct subjectivi-
ty to which many artiats resort in the process of narration, Evi-
dence of cinematographic subjectivity, self-confessed and exagger-
ated i{n the work of many artists can be seen (in the New American
Cinema, for example), in the cruel, banal images, in the choice of
specific, non-essential, symbolic incidents, Through their subjec-
tive narration, artists working in video endeavour to get around
reality, to give unrecal colours to the images and to force them
towards disintegration by only occasionally contracting observed
and experienced time to the point of exhaustion,

The last difference between the cinema and experimental video
involves visual presentation, In recent years, video has been char-
acterized by a specific visual presentation of the videographic image,
as a result of the possibilities which electronics now afford for using
computers to analyse and recompose the image,

Finally, it should be noted that it is possible to transfer any
cinematographic work to video and vice versa, The co-existence
of both processes - and artists such as Paolo Giolo have devoted
many years to exploring the frontier between the languages and re-
sources of the two media - in no way affects the specificity of the
research undertaken in the fields of video and the experimental cine-
ma, On every occasion, in both domains, there is a redefinition of
the status of the cinematographic and televised image, with a rigor-
ous appraisal of the conventional use of these images and a real
extension of their possibilities in terms of expression and communi-
cation,

This analysis of the relationship between the experimental cine-
ma and video would be incomplete without taking into consideration,
apart from the predominance of the time element already mentioned,
the importan~tz ot sound in video. When an artist working experi-
mentally in video decides to cut the sound, he does so to extol
silence, as an entity of sound, devoid of the spoken word,

4, Video research and television

It is essential to remember that VT is not TV; videotape is not
television though it is processed through the same system, The
teleportation of audio-visual information is not a central issue in the
production of synaesthetic videotypes; rather, the unique properties
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of VTR arc explored purely for their graphic potential, An impor-
tant distinction must also be made between synaesthetic videotapes
and videographic cinema; the video artist has no intention of trans-
forming his work into film", (11) Gene Youngblood clearly outlined
in this way the video artist's field of action as compared with con-
ventional telovision and also stressed one difference, now shown to
be particularly significant, between those who use the camera to
produce a film and those artists who turn to video with a view to ex-
ploring its possibilities and visual qualities, In this context, there
would seem to be a wide gap between television as a means of mass
communication and video experimentation or video art, a wider gap
than that between video and the experimental cinema, However, if
one accepts the distinction drawn by René Berger between mega-,
meso- and micro-television(12) by comparing audience changes with
the different forms of messages and also with the various distribu-
tion possibilities, experimental video work by artists can testify to
the active and creative processes of micro-television, Moreover,
artistic video experimentation cannot be completely dissociated from
a circuit of users gpecific to any instrument of communication, Dia-
metrically opposed in terms of their possible applications, the new-
style conventional video of the mass media and experimental video,
which explores the internal capabilities of video, exert a reciprocal
influence on each other, and a beneficial dialectic has been estab-
lished between them, Nam June Paik and Dan Graham, two of the
leading exponents of experimental video, have often used television
messages, changing their images to create a series of visual dis-
torttons (Paik) or a successlon of de-structuring lapses in time
(Graham). In mass-media television, there is a tendency, noted by
numerous communications experts, to form models of communica-
tion which are loosely defined and readily accessible, In this sense,
the everyday world as portrayed by television hag been compared
with Plato's cave in which the prisoners can only recognize the
shadows of reality and not reality itself, (13)

Furthermore, television is trying to increase slowly its poten-
tial in images: station identifications, special news flashes, adver-
tising spots are now often based on the videographic research which
characterized the experimental work of video artists in the late
1960s and early 1970s. Mass media television now has recourse to

11, Gene Youngblood, Expanded Cinema, Studio Vista, London 1970,
p. 281,

12, René Berger, la Télé-fission. _Alerte 3 la télévision,
Casterman, Brussels 1976,

13, Jean Cazeneuve, L'uomo telespettatore. Armando, Rome 1976,
p. 103-104,
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computer experimentation, multiple vision techniques and Chroma-
Key. The basic difference between television and video lles in those
elements of the ritual process of world-wide communication which
are continually filtered and contradicted by a different form of crea-
tive communication, those aspects of the sound and time of the con-
ventlonal televised tmage which are altered, distorted and intensified
to form a new profile,

It should also be noted that, in addition to the profound differ-
ences between the televis{on screen, a light source, and the cinema
screcn, a {leld of projection, experimental video has made it pos-
aible to combine several fmages in the same space, at the same
point, thereby {nvolving the spectator in a previously unknown
apatio-temporal dimension, It is in this respect that experimental
video most differs from mass media televisfon, At this level, the
perceptual structures established by mass media television are ex-
panded to form a critical approach which redefines the language of
televisual communication,

In this age of mass media television, which influences not only
the visual arts but all forms of communication from literature to the
theatre, video has one very specific feature, A different and very
particulay network has emerged where experimental video has found
its niche and its public, a network consisting of galeries, museums
and videotheques, places where there is an interested and motivated
public for experimental video, One question remains unanswered
despite several attempts in this direction: can the highly specific
productions of the electronic media reach the mass public of tele-
vision viewers? Admittedly, only a few artists mafntain that ex-
perimental video and television are radically different, It is
probable that, if exposed to the mass communication media, ex-
perimental videa might retain its powers of redefinition, might
stimulate the pale screen of television and put an end to stereotypes,
The future development of experimental video might conceivably lie
in the field of mass communication, especially in countries where
cable television makes it possible to identify consumer and demand,

5. Visualarts and video

The cultural history of the second half of the twentieth century has
been marked by the advent of television and its rapid diffusion
throughout the world, The transition from the age of Gutenberg to
the electronic era has brought far-reaching changes in social and
individual behaviour and laid new emphasis on the role of the image,
which has again become a primary instrument of communication.
In this context, the relationship between the visual arts and television
is a somewhat paradoxical one,

The relationship between television and the diffusion of the
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heritage of images belonging to the history of civilization is a com-
plex matter; there are difficulties of linguistic transmission, a ten-
dency towards a difference in intensity (witness the grandiloquence
with which {mages from the historic and artistic field are presentod
and commonted),(l4)Douglas Davis went so far as to speak ofa real
incompatibility, a state of war, between televised communication
and the visualarts, (16) 1, myself, have often called attention to
the inadequacy of the mass media television's interventions in the
field of the visual arts;television generally shows no interest in the
creative participation of artists, who are thought to be incapable of
appealing to the mass public of televisfon viewers and thus, para-
doxically, as incompatible with this media,

In terms of the arts, the rolationship between the visual arts
and television can be divided into weak and strong relations, The
weak ones are those which relate to the possibilities of transferring
images created in a different context to the mass media channels
because of the objective Mmits of the definition of the televised
image, the theatricality with which all arts programmes are pre-
gented and which often runs counter to the specific request for the
showing of the visual work of art and the temporality implied, The
strong relations are those which are based less on the concept of
television asa means of mass communication thanas a video medium,

Since the mid-1960s there has been a dematerialization of artis-
tic processes, There were two reasons underlying this phenomenon:
the rchabilitation of the artist's role as innovator of new aesthetic
and social attitudes, and the creation of a new universe which chal-
lenges the everyday universe while assuming its very appearance
in a series of novel rclationships and interpretations of meaning,
Also of importance is the change in the social environment of the
artist's intervention, i, e, the conviction that art is not exempt from
the process of critical development required by post-industrial so-
ciety. The mass movements of students and radical European
culture in 1968 found an exact equivalent in numerous artistic ex-
periments which attempted to open up a social environment for
artistic activity, Frank Popper observes that "the accent is no
longer on the object but on the dramatic confrontation arising from
the state of perception experienced by the spectator himself", The
change concerns the context, the environment of the work of art.

In the new definition, according to Popper, this environment is

14, Emilio Garroni, Il linguaggio audiovisivo per la divulgazione
del patrimonio artistico. XXXII Premio Italia, Sfenna, 1480.

15. Douglas Davis, "Television and Art: The Circle and the
Triangle" in Le arti visuali e il ruolo della televisione, op. cit.
p. 20,
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characterized in three different ways: "first of all, it has been
concefived with quite different criteria in mind - mainly as a 'socfal'
gpace or environment in which the many different aspects of the life
of a modern community can take place, Secondly, such an
‘environment! s 'real' {n the sense that its 'artistic' space or the
artistic /aesthetic environment which is created is unambiguously
three dimengional and non-illusory, And thirdly it can be consider-
ed more 'human' since it can be penetrated by one or more people
in such a manner that a free polyscnsorial activity and exchange
can be developed in it", (16)

In this artistic environment, the artist gives free rein to his
creativity, He determines itineraries and behavioural patterns,
points of view capable of recleasing energies directed towards the
creative act in the sense of a free aesthetic production, A happen-
ing, a performance, corporal art, places, are all the expression of
a new artistic climate in the world of art,

It was in the late 1960s that experimental art went farthest be-
yond the conventional frontiers of art and that, in the processes of
conceptualization and reflexionon the artistic "act" (conceptual art),
it also achieved a maximum of concentration - an atmosphere of
considerable freedom which commits artists to define a new world
of meaningful images,

Video research faithfully reflected these tendencies by record-
ing, in the temporal dimension specific to the medium, the varying
aspects of this development, It must qualify as forming a strong
tie between the visual arts and video, It was during this period, in
a climate favourable to the dematerialization of works of art and to
the rejection of their fetishistic accumulation and exchange within
the market networks, that video art came into being, not only as an
expression of the adaptation of art to the new possibilities afforded
by visual technologies - as had happened in the case of photography
and the cinema - but also as a means for producing original images
governed by an inner plastic code,

6. Video art

The term "video art" has often been described as vague and ambi-
guous., It refers in fact to the original production of works created
specially for video: the recording, often in real time, of acts, per-
formances and events; the juxtaposition within the same space of
several video structures, video sculptures and environments; the
cross-media combination of heterogeneous material - transparencies,

16, Frank Popper, Art-Action and Participation, Stidio Vista,
London 1975, p. 9-10.
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films, plastic images, and objects (Installations); and the multi-
media amalgamation of televised productions with other techniques
and art forms (theatre, dance, etc,). It has often been suggested
that the term 'video art' should be applied exclusively to videograph-
fc work, but in practice its meaning has already been extended to
cover a less specific and more complex arca, Today ''video art"
embracesall utilizations of the medium in the context of artistic pro-
duction, Within the framework of video art, recordings of perform-
ances are not documentaries, but recognizable, living outlines of
actions carried out in time, The creation of new images, in many
cases through the use of synthesizers and with no external reference,
represents the other intensely creative aspect of video art, However,
the most recent works in this art involve contact with other media
in addition to the spatial arrangement of the different sources of
televised {mages which was the original inspiration of video research.
Let us now examine cach of these different aspects.

7. Videographic production

The video image takes many different forms: the biographical image,
the exploration in continuous time of visual details; the juxtaposi-
tion of expanding geometric forms; differently angled distortions of
a meaningful image; temporal narration and analysis, Each of the
examples given, corresponding to specific videcogrammes, is pro-
foundly marked by the personal intervention of the artist,

Recoudings

Mention has already been made of the importance attached, during
the late 1960s and early 1970s, to the search for dematerialized
forms of art, to research into the visual and social perception of
the environment, to the identification of primordial energies, forces
and forms in natural space, and to the body as the producer and
vehicle of language, Video recordings have fixed on tape a living
image of this situation, one of the most innovative and productive in
modern art, an image which, it must be repeated, is not only doc-
umentary but a part of the creative moment implying as it does a
visual and temporal extension of the phenomenon observed, It is no
coincidence that, in many cases, the artist himself directs and signs
the video recording of his work,

Video sculptures and environments

As we know Marshall McLuhan stressed the polysensory quality of
the video image and its tactility, These characteristics are high-

lighted in video sculptures, complex productions in which the video
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{mage is led through several monitors and a complex visual struc-
turation that reacts to the immediate surroundings, In video envi-
ronments the spectator is invited to move as though along a path to
be explored, Ambient relationships are oxplored with finesse, in
the sense that the artist offers a serles of comparisons between
different points of view and images and displaces the spectator's
conventional field of vision, compelling him to seek out different
routes and constantly to compare shifting moments of vision, The
works of Nam June Paik and Ira Schneider inevitably spring to mind
in this context,

Video installations

Video installations involve the apectator's participation and also the
use of different media, Films, glides,soundtracks and objects are
used in conjunction with each other, creating a complex and poly-
morphic plastic image; the interplay between the separation and
juxtaposition of images from different media produces a series of
positive divergences, Video installations currently represent one
of the most productive developments in video art, even if they are
often in the form of fragile structures.

Performances

The televised image of mass communication and that of video which
made its mark in the early 1970s, has profoundly influenced the
world of visual arts, the theatre and lterature, Video has succeed-
ed in asserting itself in the most typical field of the contemporary
art world, that of the performance, where the dividing line between
the 'fine arts' and the performing arts is blurred. A common prac-
tice among performing artists today is to turn attention to the tele-
vision screen, which acts as a mirror, a signal of recognition and
an element of the optical scale for every feature or movement and,
above all, as a time machine, The new theatre in the United States
and Italy also resorts to the televised image to produce a multi-
media effect which makes the stage more complex, more sophisti-
cated and more recognizable. From the televised image of mass
communication are derived the stage lighting, the stereotyped acting,
and the fragmented and brilliant aspect of the vision offered, The
televised image also has its place on the stage as a point of refer-
ence, counterpoint, reflection or escape. This multimedia dimen-
sion ia probably the o1e that demonstrates most effectively the in-
fluence of television on the contemporary image and, by virtue of
its flexibility, it succeeds in transcending it by moving more. quick-
ly along the same routes,
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8, The development of video research

In the years between the late 1960s and the 19803 exchanges of ex-
perience between Europe and America {n the field of video research
developed at a speed unequalled in any of the other traditional art
forms, The ease with which video productions can be disseminated
made possible the rapid exchange of these experiences, beginning
with those of Paik and Vostell, already mentioned, and made them
known to German, British, American, Canadian, Japanese and
Itallan artists, {17) The golden age of video arl was the early 1970s,
At that time, the works of video artists managed to find their way
into the mass media channels in the form of experimental broadcasts,
while the producers of lightweight video recording equipment en-
couraged research by the artists, who were themselves well dis-
posed towards the new media as a result of the special climate then
prevailing in art circles, as already noted,

Towards the mid-1970s, when the first videotheques and the
first video art departments {n museums were opened, therc was a
sudden drop in the production of video art work, which was abandon-
ed even by those artists who had achieved notable results in this
field of research.

A tentative explanation for the sudden misfortune and rapid
decline of video art may be advanced. The technical and aesthetic
manipulation of a new instrument of visual communication appealed
to the new avant-garde artist of the 1960s, In the avant-garde philo-
sophy the artist must innovate and this is something, apparently
that video enables him to do. It represents a brand new tool of in-
exhaustable (and as yet inexhausted) potential, It is easy to see that
the image modifications are truly innovatory, well adapted to the
specificity of the new media, The technical quality of some early
video experiments now appears defective, The technical virtuosity
seems naive and superfluous, the subjectivity obvious and deceptive,
However, such an appraisal must not overlook the undiscerning re-
ception given to the new works (the ten cAyc(18) meetings organ-
ized by Jorge Glusberg in Europe, South America, Japanand the
United States always clajmed to be open) because of the immense
possibilities of experimentation afforded by the new medium, The
enormous output, however, was not matched by an adequate system
of diffusion and distribution, Art galeries showed little interest in
the diffusion of video art (Gerry Schuin, Castelli, Sonnabend,
Cardazzo were about all), although they rightly showed more interest

17. In this context cf. the bibliography (Chs pter 1V, Section B) at
the end of this work,
18, CAYC, Centro de arte y Comunicacién (Buenos Aires),
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in its production, The new video art was exhibited in only a limited
network of outlets, in the specialized departments of certain well-
known muscums of modern art, a very small number of institutions
devoted to the diffusion of video and a fow artists' cooperatives and
groups which are much more prevalent and active in the United
States, International meetings and major exhibitions brought a very
special dimension to the dissemination of video art by presenting to
the public a vast quantity of video material not casily absorbed even
by the most attentive and motivated spectator, However, such meet-
ings arec still essential today for comparing the different experi-
ments being undertaken, But they need regulating in order to avoid
the presentation of already familiar work and a mass of videotapes
and productions lacking technical even more than aesthetic homo-
geneity,

Towards the 1980s, the climate in which video research was
undertaken changed in many respects, In a detailed analysis of
fifteen years of video research in the United States, Barbara London
writes: "In the late 19708, video activity (in the United States) de-
clined slightly, This was only partly due to the recession; some
artists were frustrated showing their work repeatedly to the same
local closed audience, while others became discouraged when their
video tapes or their larger installation pieces did not sell, After
working with portable equipment, some artists wanted to produce
technically better images, but could not afford the best cameras and
most sophisticated editing facilities, In order to maintain greater
control over their imagery, a number of artists stopped working with
video, Peter Campus, for example, is currently working in photo-
graphy, Joan Jonas i{s concentrating on performance, and Beryl
Korot is developing a linear, temporal kind of painting that is inte-
grated with weaving, "(1

It should be noted that Campus, Jonas and Korot produced some
of the most interesting work in experimental video to emerge in the
early 19703, Anne-Marie Duguet observed a similar decline in
European video art{20), even though the relative vitality, at least
compared with other Western countries, of the video research cur-
rently underway in France and Switzerland, cannot be overlooked.

The prevailing climate of artistic research is central to an ap-
praisal of the present-day situation, The myth of the eternally inno-
vatory avant-garde has become an anachronism, The degree of
(technical) innovation of a work of art has ceased to be a basic cri-
terion, The prevailing climate is not a favourable one for artistic

19, Barbara London, "Independent Video' in Artforum, New York,
September 1980, p.39-40.

20. Anne-Marie Duguet, Vidéo, Ia mémoire au poing, Paris,
Hachette, p.24-217.
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experimentation; it is a cold climate, The use of televisual media
fails to arouse the enthusiasm of critics avid for novelty nor does it
appeal to the fashionable galleries, The artist engaged in video re-
search does so either because he is stimulated more directly and
compellingly by an inner drive or out of curiosity, The quality of
the video work of artists has, of course, improved as a result of
technological advances and the refinement of individual techniques,

9, Future prospects

Is it possible at this juncture to predict the future development of
video research? The network of institutes, museum departments,
artists' cooperatives and specialized bodies interested in this me-
dium, is growing strongers, While the main emphasis today is on
organizing and putting in order the material already produced rather
than encouraging new works, the network exists and remains fairly
stable,

The work of the last twenty years must not be lost, The mate-
rial involved is fragile, precarious even in some cases, but it is
invaluable testimony to the whole artistic climate of fifteen years of
international art, the starting point of research which, despite the
present chilly climate, seems to have put down solid roots, There
are two parallel movements in current video research, One i8 cen-
tred on a more detailed analysis of the image, in its temporal di-
mension, in contrast to the sound, following the most original lines
in video research, The other uses electronic technology with great
flexibility in order to grasp directly everyday reality in its minutest,
most fleeting and secret details, This movement is also of long
standing, dating back to the first half-inch black and white video
tapes filmed in 1968 in the streets and universities,

What has radically changed is the prevailing climate and the op-
portunity which experimental video now has of finding a public, In
the text already quoted(21), Douglas Davis maintains that, beyond
Marshall McLuhan's usually rather optimistic predictions, the mass
television public, thirty years after the "planetary" extension of
such television, deserves reappraising, It is incorrect to think of
it as a completely passive public, incapable of demands or reactions,
particularly in the case of the generations which, having grown up
in a television culture, should have been the most strongly
conditioned, The new cable transmission techniques and above all
the advent of the video-disc undoubtedly open up new prospects for
the dissemination of video art and video research in general, NMNore

21. Douglas -Davis, "Televisionand Art: the Circle and the
Triangle", in Le arti visuali e il ruolo della televisione,
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specifically, two possible developments may be envisaged for the
near future outside the context of the art world and its publie, The
firat is based on the assumption that the video disc, by virtue of its
improved technical manageability and its lower cost, will find a
much wider market than the video cassette, thereby bringing video
production within the range of the individual and giving it a domes-
tic dimension more approaching that of other discs and books, and,
more importantly, facilitating control of the artist's copyright, now
the victim of widespread piracy,

The second development touches upon the fundamental element
of the relationship between video and television, When video artists
and their more attentive commentators said they had nothing more
in common with mass media telovision (I have already quoted
Youngblood's dogmatic declarations on this subject), they were guilty
of a pridewhich the advances of video and telovision may well prove
unfounded, The widospread and diffuse television culture makes it
possible now to appreciate the important attempts at redefinition
embarked upon by the first video researchers, It also makes pos-
gible the introduction into the mass communication channels of the
in-depth studies made by video artists, the expansions of the imagi-
nary based on complex technological apparatus, The last few years
probably represent only the preparatory stage of a new phase of
communication through images, the first beginning of the develop-
ment of a visual language open to specifications and diffusion of
equal force,

Two more factors are worth noting when considering the future
prospects of video art, Firstly, the gap between the physical and
optical quality of the chemical, photographic and cinematographic
image and that of the electronic, televisual image will gradually
narrow, which means that the use of the television camera for cine-
matographic production is bound to expand, improve and produce
significant and original results in aesthetic terms, (22

The second factor concerns the communicating power of the
televisual image which, like that of the visual image, could influence
our world of expression, When Marshall McLuhan stressed that the
great changes brought about by new technology are at first, in fact,
only minor changes, since they tend to reproduce in the new tech-
nique the conditions prevailing earlier, he was perhaps describing

22, On this subject cf, the Records of the Congress held at the Uni-
versity of Turin from 24 to 26 May 1981, "Il nuovo mondo dell!
immagine elettronica' (papers presented by G, Aristarco,

G. Dorfles, V, Fagone, C, Maltese) in course of publication,
Not only video research but also the classic experiments of
J. L, Godard and M, Antonioni are discussed at length,
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what has so far happened in the case of telovision,

As video roaearch has shown more than once, the televisual
machine not only reproduces images at a distance, but also estab-
lishes an ordering in time of the images of reality which rapidly
move towards a new artificial density in which image, tinie and
sound are evenly balanced and which occurs in the compass of a
continuous interflow between the centre and the poeriphery - the
compass of modern communication,
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Chapter 11
VIDEO IN THE MODERN WORLD

René Berger

I, TELEVISION: FROM ONE FORM TO MANY

The market and technology in this field have changed so rapidly that
a distinction must be made, if only as a precaution, between:

(1) Macrotelevision or mass-televigion, apt to be known as of -
ficial or national television in Europe,(” and free or commercial
television in the United States(2) (terms which demonstrate the ex-
tent to which terminology is dependent upon its politico-economic
contoxt), This form of television uses radiowaves for its dissemi-
nation, (3

(2) Megatolevision, or satellite telovision, which is already in
use for certain specific purposes but which, because by definftfon it
oversteps the boundaries of national sovereignty, has encountered
political opposition, Here two options are possibles either direct
public access to the satellite by means of special equipment, or in-
direct access via cable hook-up to a national retransmitter, (4)

(3) Mesotelevision, or local/regional television, also called
community television, carried via cable (CATV - Community Antenna
Television - in the United States), (5)

(4) Microtelevision, or individual or group television, which
uses portable video equipment as its instrument,

This differentiation reveals not only quantitative and technical
differences but more importantly, and less apparent, the different
structures used in communication and in social relations. The rapid
development of the media over the past decade must be taken into
account as well, Therefore, the following remarks do not aim to
delimit the scope of a field which is constantly changing; theyare
only intended to establish what we might call "trend models”,

Macrotelevision

Regardless of the type of authority under which it falls, or the ends
to which it is put - be they profit, culture or propaganda - it may be
said that on the whole macrotelevision is essentially characterized
by its desire to reach at all costs the largest possible number of
viewers and by its use of all possible mmeans to attain this objective.
Multitudes of individual receivers are linked to a powerful
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transmitter, and the programme, emanating from a central point
and unidirectional, is ruled by a strict hierarchy, The power of the
politico-economic authorities increases in proportion to audience
size,

Owing to its macrostructure and its dependency on the authori-
ties, macrotelevision tends to operate according to formulae design-
ed to ensure efficlent rogulation in the form of as homogenous a
product as possible, The classic aims of information, education
and entertainment are pursued within a set of limits defined both
within the programme schedule and even the "genre' (news pro-
grammes, dramas, variety shows, games, etc,), Thus news pro-
grammes, which might be thought to be governed by the unpredicta-
bility of news, in fact conform to a ritual which balances news
reporting in an imperceptible yet masterly way; soensational news
stories first, followed by the more soothing items, such as exhibi-
tions, cultural events, sports and racing results, Hence, too, the
lturgical style tody of televised debates everywhere; and the TV
hostesses with their dual role of comforting mother and older sister,
Roles are assigned and are rarely deviated from, Thus the system
operates according to a homeostatic model: variations from within
or without must not threaten the maintenance of this balance, Con-
trol is maintained through audience surveys which, all-poworful in
the United States, are considered only relatively so in Europe or at
least according to official statements, "New programme" research
is usually left to a resecarch department whose suggestions are sys-
tematically ignored; programme content, in whatever category
(informatfon, education, community or cultural affairs) is only ac-
cepted if it fits into the pre-cstablished framowork, Similarly, the
education category, whether termed higher or continuing education,
tends to become synonymous with teaching, on the lnes of institu-
tionalized courses; continuing education i8 confused with instruction,
encyclopaedic knowledge being preferred to the trafning of the criti-
cal faculties, At best, a few privileged directors are allowed -
within limits - to play the role of franc-tireurs in order to assuage
the conscience of the system, whose standards, however flexible,
are not to be infringed,

Mesotelevision

This form of television is not widespread enough, especiall{ in
Europe, to be analysed in a complete and relevant manner, 6) Never-
theless, based on Canadian, American and European experience, it
can be said that a new "trend model" has appeared, creating an
entirely new type of social relations,

One of the more decisive changes, as yet not fully understood,
is the fact that the roles institutionalized in macrotelevision are
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subject to permutations, Instead of the strict division between trans-
mitter on the one hand and receiver on the other, the citizen can be
alternately in front of the screen, at the microphone, or behind the
camera, Permutations of this kind have a definite effect, as they
can progressively destroy the concept of roles and the logic under-
lying them, and cause radical structural changes, These changes
ostabligh a relationship between new partners whom I will call
"{nteractors', Therein, the division of labour institutionalized by
macrotelevision is invalidated, as {3 the distinction between profes-
slonals and amateurs, although in this case there is an obstacle in
the form of the {nveterate public bias in favour of the former, Meso-
television is unique in that no one works for it in a professional
status, Producers, directors, journalists and film editors are no
longer considered specialists, and the rhetoric, drama and sceno-
graphy characteristic of macrotelevision are challenged,

But things do not happen quite so easily, Experience has shown
that the vast amount of creativity available to mesotelovision, in-
stead of being apparent to those involved, scems to them at first a
handicap, Thus, these interactors first basc their behaviour on the
meacorotelevision model, as if it were a matter of competing with pro-
fessionals, For their part, viewers are just as wrong in demand-
ing - accustomed as they are to macrotelevision - that local pro-
gramming resemble what they consider to be "real" television, An
appropriate parallel would be that of photography and film making,
which both began by imitating painting, New techniques always take
their inspiration from their predecessors, which serve as models,

It {s only with experience that the specific potential of the new tech-
nique affirms itsclf to become, after the fact, a new form which in
its turn bocomes a recognized genre,

But the public must also learn, however gropingly and hesitant-
ly, especially as too often those persons reputed to be the most alert
prove themselves to be strangely reactionary, downplaying innova-
tive experiments or branding them as "awkward" without realizing
that this very awkwardness is itself a promise of fruitful experi-
mentation, Therefore, if a certain amateurism, or at least what is
generally perceived as such, is inherent in mesotelevision, we would
probably gain by examining this particular facet of the experience,
instead of criticising it in the name of a concept of professionalism
inherited from macrotelevision,

Therefore mesotelevision, still in its infancy, should not be ex-
pected to throw off its imitative tendencies and immediately define
its own inventive modes, of which only a few have been explored thus
far, However, the most rewarding community experiments - espe-
clally those featuring live broadcasts - have already revealed that
the classic triad of information, education and entertainment(7
change, as do the concepts of "schedule", "programmes", and
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"gonre" associated with them, which lose their value as categories
at the same time as the division between professionalism and ama-
teurism disappears, Mesotelevision reveals that variety shows,
news, dramas, sports and cultural programmes, are only classi-
fied as such on the basis of a set of production conditions inherent

in the macrotelevision structure, which itsolf derives from a parti-
cular form of socio-cultural and political organization, Televised
debates, for instance, which are as privileged a 'genre' as any,
since they bring together the most eminent authorities on all subjects
and from which we could expact truth to spring (is it not reputed to
apring from the "meeting of minds'?), have in fact proved to ve
governed by rules as strict as those of any game: opinion must be
evenly divided, with equal numbers "for" and "against', Tho host
is not a referce but a programme-keeper who must at all costs pre-
vent any oxcessive sharpness or digressions which might abort the
debate and upset its precisely scheduled duration, He must also
ensure that the programme ls sufficiently "entertaining" to guarantee
viewer satisfaction, whatever the topic examined and regardless of
ite outcome, This is not the case with mesotelevision, Ordinary
citizens, who generally know each other, sometimes very well, feel
no need to make stars of themselves or to force an often scanty
oratory talent, It is the weight of their conviction that counts,
which leads them, instead of attempting to win the debate through
reasoning or effocts, to seck support by creating an image of per-
sonal commitment, the decisive factor for the community, Without
seeming to, and by {ts very "awkwardness", the debate "genre" be-
comes a discussion, A new type of creativity appears, no longer
obliged to compete with macrotelevision models, which tend to stand
in its way. Rhetoric gives way to exchange,

Microtelevision

Basically, microtelevision, thanks to its lightweight and relatively
inexpensive equipment, makes it possible for almost anyone to pro-
duce and edit his own programme, Its fundamental interest, there-
fore, is not just that it gives a new meaning to the ideas of education,
democratization, lifelong training and even information, but that it
encourages creativity itself, so that culture ceases to be something
passively received and becomes a form of action in which one par-
ticipates, which one creates, The relationship is no longer that of
transmitter to receiver, or even that of "interactors", but what I
would call "inter-operators”, Insofar as reality, even if regarded
as sacred, does not exist independently of the communication pro-
cess, but through collective techniques which involve specific social,
economic and political conditions that are never sacred, to say the
least, but social, (8) it becomes clear that video, by virtue of the
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fact that it Is accessible to all, breaks with pre-established patterns
and {8 capable of creating complotely now structures, ‘This possi-
bility of dissociation and {nnovation {8 such a new phenomenon that
it has been overlooked by Japanese, American and European manu-
facturers, who continue to base their advertising campaigns solely
on the reproduction qualities of the medium, when in fact they have
marketed the most revolutionary {nstrument of all, Video in hand,
the camera operator is in a position to decolonize established com-
munications systoms, challenge the establishment at {ts very core,
and resolve the confusion existing between the natural and social
orders, Nor is it just a question of insurrection; in the broadest
scense, video allows one to challenge the most subconscious mental
mechanisms in order to liberate creativity,

Unlike the homogeneized space of macrotelevision and the multi-
directional space of mesotelevision, it is difficult at the present
time to speak of a space unique to microtelovision, At beast we might
gpeak of an ever-inercasing number of cells which, unlike television
channels or static cinemas, are most often moblile and even include
the videobus; a cell on wheels, Thus microtelevision differs from
the homeostatic oporation of macrotelevision, or oven the cybernetic
operation of meaotelevision, and more closely resembles the opera-
tion of open systems whose interactions cannot be dissociated from
those of the environment. {9) Thus, video reveals itself to be one of
the best tools for producing '"néguentrophy", as described by
Schrédinger and Brillouin, (10) or even the inventivenocss we attri-
bute to children, Just as mesotelevision has brought back the com-
munications biotope, videco would seem to have rediscovered the
road to creativity and above all to provide the medium for express-
ing it,

Unfortunately, things are far froin having happened in this way,
As we will see, video was very quickly put to serve more profitable
interests than those of creativity, Nevertheless, there are artists
("Indians" I would call them) who have not lost their faith in the me-
dia, Before examining their situation, I would like to clear up a
point which tends to add confusion to all issues,

Communication and dissemination: a matter of scale

Mass media, as the term would indicate:, are considered to be a
means of communication, Iowever, experience has shown that
macrotelevision, which is broadcast unidirectionally from a power-
ful transmitter to a multitude of consumer-receivers, is less an
agent of communication than an instrument of dissemination, not to
say disse..lination apparatus, Information sent out via the antenna
is directed not so much to consumers as to target receivers who
suffer the impact of the messages rather than choosing the content.
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It is thus a gross misconception to call television a means of mass
communication, Ballistic information {s more concerned with hitting
its target than with establishing communication, which impHes ex-
change,

This point takes onspecial significance as the mass media have
made us discover a hitherto unnoticed limit and, through their very
extonsion, have brought it into full daylight, Technological progress,
however prodigious it may be, has {fn no way changed the fact that
we are and remain, in the words of Leroi-Gourhan, "lving
fossils", (11) Nothing has changed since our accession to human
status, Is the "'global village' foreseen by McLuhan just an {llusion?
For electronics to take on a human quality, they must 1respond to
the limited conditions of our state, for which meso- and micro-
television could furnish the yardstick, Not that macrotelevision is
disproportionate but that, without our knowledge or with our com-
plicity, it may have allenated us by extending our horizons beysnd
their normatl ifmits, This i{s a hypothesis which has yet to be tested,
but which may allow us to understand better why the progress of
macrotelevision does not seem to have extended our consciousness,
as we might have expected and hoped, but on the contrary has pro-
duced a glut of information whose cancerous effects are now quite
clear, Although appearing late on the scene, meso and microtele-
vision could provide the means for returning to that stage which
inacrotelevision went through prematurely and which megatelevision
is unfortunately preparing to abolish, This is a challenge to the
Nation-State as it comes up against the new communication struc-
tures: hence, the resistance, the stonewalling, the prompt repres-
sion, In any case the active distrust,

While macrotelevision (and the approaching megatelevision to
an even greater extent) is directed towards the "stat{stical being"
that man has become in mass soclety, paradoxically associating the
most advanced abstractions and the most intimate impulses, meso-
television aims at restructuring human relations at the community
level (reglon or city), within the boundaries of that limited area in
whiclh we move daily, surrounded by those we can still call "our
own'\,

Microtelevision, for its part, alms at rediscovering in us
the primary driving force that has existed ever since man first be-
gan to think and make tools since creativity is nothing more than
fmagination at work with the aid of a controlled technique, It allows
us, or can allow us, in the electronic age, to restructure human
relations at the level of the community which consists of individuals
united in a group, the primary social nucleus,

Meso- and iicrotelevisions show upwhat our technological so-
clety seeks to hide or suppress: namely that the media expand,
the less real communication there actually is, replaced as it is by
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disgemination, Communication s ahove all a matter of scale, and
certain limits cannot be overstepped with Impunity,

This affords me the opportunity to pay tribute to those video
artists I have,with good reason, referred to as "Indians", for it is
thoy who blazed the trail before being placed in "reserve' (or on
"reservations"),

II. VIDEO ART, THE UNKNOWN

It must be said that video art is not easy to get to know, Yet the
video artist works with videotape which, by definition, enjoys the
privilege of universality, Nothing can top the electronic image for
speed - provided that reception standards are compatible, which is
not always the case, These standards remain inconveniently ethno-
centric, with the Japanese, Americans and Europeans jealously
guarding their respective shares of the market, Rumours of an
agreement between the major producers in these countries have
recently been denied, Provided, too, that the tape can be shown
(something so obvious that we tend to forget its importance), which
fmplies the pngsession of equipment which, though much less expon-
sive today than in the past, is still far from being within the reach
of all, Provided also that the equipment is operating satisfactorily,
which almost always requires - for programmes of any importance -
the presence of technicians or even engineers, Provided, finally,
that video productions have access to (and this is far from being the
case) premises and equipment specfally designed for their presenta-
tion, How would painting and sculpture have evolved if they had not
found in museums, palaces and salons the organized places where
the public and private image of art could take shape?

Video art, outside of a few museums, cultural institutions, uni-
versities, occasional exhibitions and galleries, exists almost exclu-
aively in the homes and studios of artists who make their own tapes
and have the equipment to show them, In contradiction to the hasty
and hence specious analogy with television, it is not easy to sce
video art; even though the videotape is shown on the television
screen, it has no direct connection with television, The latter or-
ganizes the programme, the broadcast and the reception. Video
art, notwithstanding a few spectacular breakthroughs (Nam June
Paik), is still in the troubadour era, which means in the Middle Ages,

Paradoxically, the latest electronics technology - at least in
terms of the artistic usage to which it is put - requires the artist
to move or, in parallel and complementary fashion, requires the
amateur to travel, (12)

There is another, no less paradoxical, difficulty. How do we
come to know modern art? Through exhibitions. But it must be
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admitted that much of our information comes not so much from
direct contact with the originals themselves as from reproduc-
tions, often chanced upon, In reviews, press, articles, maga-
zines, or even rumour or hearsay; second, or third-hand
knowledge which we need not go into here, On the other hand, it is
important to recall that the reproduction of a painting gives one an
idea of the original work, as does the reproduction of a sculpture,
despite the lack of a third dimensfon, Thus, to a certain extent, an
isomorphic relationship, or at least a credible resemblance, exists
between the plastic work of art and its printed reproduction,

The characteristic of video, however, is its shift in emphasis
from space to time as the privileged dimension, Hence its incom-
patibility with typographical reproduction, In dealing with video,
printed materialslike books, magazines and newspapers are there-
fore obliged to select images and freeze them, in other words to
treat them in a manner which runs counter to their kinetic nature,(13)

My purpose in speaking of these problems, however summarily,
is because unless we take them into account we get a wrong picture
of video art, on the basis of which some people consider themselves
qualified to be both critics and experts, As in-all things, what is
important is experience, I do not think it is too much to say that
there are probably only a few hundred people in the world today who
have sufficient experience to guaranteec the necessary relevance of
their views, Knowledge of the subject remains partial in all cases,
including mine, This is in part due to the fact that the conditions of
the art market make it rather difficult to obtain,

Art and the system

Unlike the plastic arts, which benefit from organized networks whose
main agents are the art dealers, galleries, collectors, museums,
critics, art festivals, auctions ete,, in other words all those who
ensure the circulation of art works, there are few outlets for art
videotap2s, Although some galleries, such as Castelli and Sonna-
bend in New York, have taken an interest in this field (but only oc-
casionally), as have Anna Kanapa and, notably, Howard Wise, who
has attempted to set up a permanent rental service; and although
some museums have already installed videocassette machines (the
Everson Museum in Syracuse, USA, was the first), it is to be won-
dered whether in fact this preparatory phase will be followed by a
second, which would require the creation of an organized distribution
network,

Why does the market, which could be the driving force behind
video art, seem so hesitant? Works of art - or at least some - may
appreciate in value enormously, Originals, as well as limited edi-
tion prints, are goods with a market value based on their ''rarity",
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Whereas a videotape which, by definition, may be reproduced in-
definitely and may even be pirated, defies the concepts of both rarity
and ownership, (14) With financial interest lacking, it is hardly sur-
prising that the video art market is having trouble getting off the
ground; in fact, the question is whether it ever will, Certainly,
the major art festivals, following an initial infatuation with video
art, quickly returned to "marketable products' such as paintings,
sculpture and prints, Moreover, reticent as the art market may
seem, the art press is no less so, Without going so far as to say
that lucrative interests govern information, it is noticeable that in-
formation tends to concentrate on art that sells and to ignore that
which does not, Information concerning video art therefore is still
sporadic and only really surfaces at international video festivals,

One unexpected consequence must be mentioned in passing:
video, unintentionally, shows up the ambiguity of the plastic arts
in their dual role of objects of aesthetic value and merchandise!(15)
We thus find unsuapected convergences between video art, body art,
ccological art, social art, etc,, all of which operate, if not outside
the market, then at least on the fringes,

There {8 yet another point which deserves thinking about, Wheth-
er we like it or not, and even when we buy solely for visual pleasure,
most amateurs, including those who disclaim any idea of future ap-
preciation, cannot help but think of paintings, sculptures, seri.
graphs and lithographs in terms of their place on the wall or in the
living room. In short, at the risk of raising eycbrows, I would say
that our typleal attitude is to regard a work of art as above allan
ornament, Witness the number of collector's homes open to the
public,

Video art differs in this respect not in degree, but in nature,
Walls, living rooms or gardens no longer enter into the question,
The videotape is seen on a television sereen and "exists" only for
the duration of its projection. Despite the word "art", video art
does not entirely correspond to what {s normally understood by this
term, It thus follows that we do not and cannot get to know it in the
same way and through the same means, Contemporary art has not,
over the years, entirely escaped economic considerations, Without
going so far as to say that it {s tled to the market, it secms clear
that aesthetic value and commercial value often go hand in hand,
This ambiguous relationship has become commonplace today.

It is difficult to study video art without "'artifying" it by pattern-
ing it after our customary behaviour and practices, To try to meet
this challenge, let us first briefly review the history of video art:
who first thought of using a videotape recorder as a creative instru-
ment? In what circumstances? For what reasons? For whom?
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On the threshold of video art

From a purely provisional vlowpoint(w), we should first mention
the role played from 1950 on by WGBH Television in Boston, with
its resolutely experimental orientation.

In 1964, WGBH broadcast the series "Jazz Images", which was
the first programme to seek to break with the traditional portrayal
of a band - whether in documentary or poetic form - in order to in-
vent abstract imagery appropriate to the mus{c, One year later, in
1965, Nam June Paik, the Korean-born artist, used the first povt-
able VTR to record scenes from his taxicab, and showed them in a
Greenwich Village coffeehouse: '"Café & Go Go, 152 Bleecker,
October 4 and 11, 1965 .., Five years, old dream of me, The com-
bination of Electronic Teclevision and Video tapes recorder is
realized, "(17

The tone of this note indicates that the event {8 the culmination,
as well ag the beginning, of a long search, which is {llustrated by
the now famous statement of the same artist: 'As collage techniques
replaced oil painting, the cathode ray tube will replace the canvas",

Nam June Paik's work was exhibited that same year at the
Bonino Gallery in New York, In 1367, the Rockefeller Foundation
granted WGBH-TV in Boston a subsidy of $275,000 to encourage
artistic creation in television, which lead pioneers such as Fred
Barzyk to produce, with artists like Paik, Tambellini, Piene,
Padlock, Seawright, Kaprow, Stan Vanderbeek and Douglas Davis,
the series entitled The Medium is the Mediuin, broadcast in 1969,
That same year, the first video art exhibition was organized in New
York, by the Howard Wise Gallery under the title TV ag a Creative
Medfum, (18) with the participation of Serge Boutourline, Frank
Gillette and Ira Schneider, Nam June Paik and Charlotte Moorman,
Earl Reiback, Paul Ryan, John Secery, Eric Siegel, Thomas Tadlock,
Aldo Tambellini, and Joe Weintraub,

’aul Ryan, introducing his videotape "Everyman's Mocbius
Strip", put forward a striking analogy: "A moebius strip is a one-
sided surface made by taking a long rectangle of paper, giving it a
half-twist and joining its ends, Any two points on the strip can be
connected by starting at one point and tracing a line to the other with-
out crossing over the boundary or lifting a pencil, The ovtside is the
inside. The inside is the outside, Here the power of Video Tape
Recorder (VTR) is used to take in our own outside, When you see
yourself on tape, you see the image you are presenting to the world,
When you see yourself on tape, you are seeing your real self, your
"ingide', "

In 1968, Sony marketed a portable VTR deck, called Portapak
in the United States, which was to become the instrument of all pio-
neer video artists, Beginning with its first issue in 1970, the
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magazine Radical Software, edited by Beryl Korot, Ira Schnelder,
Frank Gillette, Juan Downey and others, featured critical, philoso-
phical and technical articles by those artists which represent the
most remarkable reflexions on this subject., In 1970, too, Gene
Youngblood published Expanded Cineima and Nam June Paik invented
the video synthesizer, Douglas Davis, for his part, devoted his at-
tention and enthusiasm to the development of this phenomenon in a
series of articles, while Michael Shamberg made known his thoughts
on the subject and his experience {n a work entitled Guerilla
Television, published in 1971,

The West Coast was equally active and productive in this area,
In 1967, KQED-TV in San Francisco started the first video workshop
and launched an experimental programme under the joint direction
of Brice Howard and Paul Kaufman, From this came "Music with
Balls'" by Terry Riley, "Sorcery' by Loren Sears, "West Pole" by
Robert Zagone, as well as the breath-taking and unexpected "Homage
to Descartes" by the poetess Joanne Kyger, James Newman, for
his part, aware of the importance of television, reorganized his art
gallery fn December, 1968, In conjunction with KQED-TV in San
I'rancisco, he launched "Open Gallery", a series of televised pro-
grammes featuring artists such as Robert Frank, Ken Dewey,
Walter de Maria, Yvonne Rainer, Anne Halprin, Julian Beck and
The Living Theater, Robert Nelson, Frank Zappa, Ewin Schlossberg,
Terry Riley and Philip Makanna, The success of the series when
broadcast in 1968 owed much to the work of producer-director John
Coney, (19)

Some of America's most active galleries began to feature video
art: Bykert, lLeo Castelli, Fishbach, Bonino, Gibson, Sonnabend,
Ronmald Feldman Fine Avts, and Howard Wise, The Kitchen was to
play a decisive role in New York; a place for meetings and experi-
mentation, it Is one of the only places where one can watch video-
tapes almost everyday, (20) In 1971, the Finch College Museum of
Art, in New York, at the instigation of its dynamic director,
Mrs, John Varian, held onc of the first video festivals to take place
in a muscum, Thus the new video art form continued to emerge with
the participation of Les l.evine, Vito Acconci, Dan Graham, Dennis
Oppenheim, Steve Reich, Eric Sicgel, Peter Campus, Robert
\Whitman, Michael Netter, Tsail \Wen-Ying, Constantine Manos,
Jackle Cassen, Russel Connor, James Seawright, Stephen Beck,
Richard Feleiano, David Dowe, Keith Sonnier, Bruce Nauman,
ctc.(21)

Video art caught on very quickly in Canada, In fact, it has per-
haps developed the most in this country, especially in connection
with cable television, which is not my topic here, [ will imit myself
to the project which is generally considered to be the most original,
and which, under the name videograph, offers videograms, "made
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by citizens for citizens", Jounded in 1971 on the initiative of Roger
Forget, the videograph, which receives fairly heavy funding from
the Canadian Natfonal I'ilm Office, had produced some 140 projects
by March 1973, having turned down over 300 others, At 1604, rue
St, Dénis in Montreal, the vidcotheatre scats 100 and features a
cirele of suspended multi-sereens, Each new videotape is intro-
duced by its author, and the discussions held each evening allow
participants not only to exchange critical points of view, but to
create a new type of relationship, as anyone can become a producer,
The videograph is designed neither to create "artists" nor to launch
artistic careers; it {s a community and political service, However,
the distinction is not all that casy to make, It seems more and more
difficult to classify videotapes in any of our existing categories,
Videotapes produced in the context of the videograph, for instance,
cannot be classified as civic, social or political purely because
they pursuc one of these objectives - just as video art tapes aroe not
purely aesthetic simply because they are made by artists,

Despite all attempts video art has a paradoxical and disconcert-
ing tondency to escape any strict historical definition, This is no
doubt due to the fact that the electronic medium entails changes, not
only in relation to dates and contents, but also in terms of the prin-
ciples and methods to be followed, those which we have inherited
from our literary culture having proved inadequate in this respect,
Reasonable as it s to want as precise {nformation as possible on
the subject of video art, we find that it varies, often to a consider-
able degree, according to whether we look for it in the United States,
Camada, Japan or Europe; and this applies to an even greater extent
if we include "pre-video' research, such as that presented in 1963
at the Parnasse Gallery in Cologne by Nam June Paik, Wolf Wostell
and Joseph Beuys, or that of Luciano Giaccari at Studio 971 in
Varese in 1968, (22)

In the absence of a history spanning barecly twenty years, whose
elements are scattered throughout catalogues too numerous to men-
tion, the main difficulty resides in the fact that video art only real-
ly surfaces at international or national events or exhibitions, Thus,
unlike the plastic arts (as I have already pointed out) there is no
permanent "display" of video art in an appropriate setting where the
public could get to kaow it, as it gets to know painting and sculpture,

Video art and its orientations

This problem is encountered once again when we try to establish a
system of classification, (23) Baseg on the familiar categories of
literature, we could attempt to establish a distinction between video
performance, video theatre, video chronicle and video epic (and
why not? Some videotapes, such as those made by the Italian artist
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Barucchello, run for over twelve hours!) We could also speak,more
broadly, of realist video, of lyric video, of tragic and comic video
(as illustrated by Totologies by Michel Jaffrenou), Nor are anal-
yses based on film criticism any more relevant, It is difficult to
align video art with the established practices it has continued to
defy for the twenty-odd years of its existence, So instead of dif-
ferentiating between movements, trends and schools, I will confine
myself to pointing out a few of the directions it has taken and which,
we¢ may be sure are already changing,

"My body, this unkmown'' is the path taken by many artists,
once it was discovered that the electronic camera allowed for im-
mediate reproduction and practically costless and unlimited produc-
tion (erase and start over!), Video is open to everyone and offers
one the possibility to explore any subject, free of cost, for video-
tapes on end, The wondcr of being able to examine at leisure ones
own face, nose, hands, feet, arms, legs, forchead, neck, tongue,
hair ,,. a continent without a visa and without limits! And we can
understand how grimacing, a ridiculous exercise in our eyes, but
so important for children, inspires so many artists eager to bring
us back into the game - and thus our childhood - in the twofold sense
of playing and freedom of movement, Bruce Nauman, Keith Sonnier
and Les Levine, after exploring parts of their bodies move on to the
clementary movements - eating, putting food into one's mouth, chew-
ing, swallowing - and then to such basic activities as walking,
climbing and jumping, which Marcel Mauss once studied from an
ethnographic point of view under the title of body techniques, Paint-
ing ends at the portrait, Video scizes on the movement both from
within and without, Unlike film, which tends to focus on certain
objects and is thus selective, video has the power and the luxury
not to have to choose, but to give itself up "body and soul",

In a second direction - "I, this unknown" - works by Peter
Campus, Gerald Minkoff, Peter Weibel and Gene Otth amonag others,
address the subject of perception, Long ago we were taught to mis-
trust our senses (the famous optical {llusion of the stick that breaks
in the water, for example), For a long time philosophy, and for
much longer mythology, and more recently science, have taught us
to mistrust appearances, It is unfortunate that they have not taught
us to do this in the same way, nor on the basis of the same princi-
ples, and even less for the same purposes, Hence the antagonism
which results in mutual rejection, eaci discipline claiming to hold
the key to the truth; to the point that with each of them - philosophy,
mythology and science - one finds oneself plunged into entirely dif-
ferent realities, Does the stick really break? It cracks, in any case,

Video, for the first time, orat anyrate tosuch anextent, allows
us to see and feel how our senses operate, the images we form, how
we form (and deform) them, and how we put them together, Interface,
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by Campus, {s a case in point, Two images appear on a large glass
panel: one {8 your reflected {mage, the other your video image.
When you move, the two images move in opposite direction, Which
is the truest image? Just as television showed us for the first time
in history men in a state of weightlessness - which is radically dif-
ferent from an explanation of the phenomenon - sovideo reconstructs
the experience in which one is onese¢lf participating,

A third path proposes developing the interface at the environ-
mental level, The natural environment first; thus Gilbert and
George, who as living sculptures remain motionless for minutes on
end, with only very rarc and restrained movements (The Nature of
our Looking). An absurd proposition, if it were not for a significant
reversal for the viewer, Rather than the human figure detaching
from its environment and hence from nature, as is our usual ex-
perience, here it is the environment which detaches itself, or rather,
the terms changing in their turn, it is a branch, a leaf, a bush,
moved by a slight wind, which become the "actors', while Gilbert
and George are gradually conventionalized into a double commemo-
rative medal, to end as petrified as fossil prints,

Apgain at the level of the natural environment: the act of love
which is almost always soiled in the pornographic species, finds its
opposite in the videotape made by Ies Levine (I have never seen
another like it): a couple, through the video recorder, discover
their own caresses, movements and murmurs, without breaking
their intimacy, or turning the act into an exhibition, Only video
seems able to respect the special nature of lovemaking, the other
media invariably reproducing desire and, in reproducing it, com-
mercializing and distorting it. Iorsaking the "product", spurning
the idea of merchandise and discouraging the voyer, video in this
case combines eroticism and modesty,

In this same "loving" vein - I use this term carefully - are in-
cluded such other experiments as Frank and Laura Cavestani's
work with Indians, which we might at firat be tempted to call ethno-
graphic studies were it not that video allows them to avoid both the
aims and dissertations of ethnography in order to take the approach
of the "other-and-I" (I use hyphens intentionally), Show, see,
observe, deduce, and infer, presuppose a distinction between object
and subject. Linguist terms sanctify this division., What happens
when ethnocentrism, even in the name of science, has discreticnary
powers and gives common currency to such concepts as "primitive",
"savage' and "civilized"?

Along the sume lines, Shirley Clarke, with the aid of one or
more portable monitors, creates a veritable affective environment,
establishing a relationship with the monitor she holds in her armsa
like a child, we might be tempted to say. Is the machine, as the
object of human tenderness, the portent of electronic maternity?
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We are all familiar with the joke that Europeans condescendingly
tell of American children and their three parents: fathor, mother
and telovision set, And yet it 18 true that we have entered a new
age, the age of the media_ (300 million television sets, more than
one to one and a half billlon viewers, representing a third of the
population of the world) and that we must tame these media as our
ancestors tamed wild animals, In fact, with the advent of commu-
nity television, for instance, it is no longer absurd to speak of do-
mestic media,

Douglas Davis and Ira Schneider have participated in this under-
taking in their own way, Ina work completed in 1975, Schneider
built a video environment in the shape of a map of Manhattan - hence
the title Manhattan is an Island - comprising twenty-five monitors
on which 8ix videotapes show scenes taken from various places in
New York, from the excursion boat circling the island, from a heli-
copter flying over the city, and so on, It is in no way a model, a
game, and least of all a gadget, As I "watched" (is this verb still
appropriate? ) Manhattan is an Island, I was struck by the presence
in the middl2 of these images and sounds of several young people
who, squatting, kneeling or lying down, chatted calmly as {f the
megalopolis, paradoxically reduced by video to the dimensions of
its inhabitants, had regained a human, and mnost importantly, wel-
coming dimension, No mock-up, this, but simultaneity, as if the
gesture, having too long been adulterated, commercialized and cor-
rupted, sought to purify itself through the video screen in order to
become once again fraternal, the alliance which it was originally,

Along these lines, which we could perhaps call "The world and
us', ¥rank Gillette, a contributor to Radical Software has developed
a philosophical and poetical ecological rescarch which also combines
cybernetics and long personal meditation, (24) At his exhibition at
the Everson Museum in Syracuse (1973), a series of environments
entitled Subterranean Field, Terraquae, Gestation/Growth, for
example, forced us to participate in the life of plants and animals,
and even the live birth of hundreds of baby chickens, This piece
challenges our observation and diametrically opposed to the docu-
mentary, undertakes to crecate a sympathetic biotope,

The directions I have indicated here should be considered as
ftineraries taken rather than categories, Canlbe more specific?
The task is particularly difficult because video touches on all pos-
sible uses which the artist, in the absence of established aesthetic
criteria, may choose to make of VCR for purposes of which he alone
is aware (I will return to this subject later). Nevertheless, it might
be useful to draw a few distinctions of an instrumental nature,

The videotape that the artist creates and which is intended to be
shown either on a monitor or a television screen, 1 call monovideo,
It is the most widespread form of production up to the present,
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However great the diversity of the subject matter, the situation in-
volved in monovideo is relatively simple: on one side the videotape
projected onto a screen, on the other side, the viewers, The rela-
tionship is thus bipolar, as in the theatre, cinema, or in front of
the television, Here I only speak of the topography of the situation,
not taking the value or diversity of the contents into considera-
tion, (25)

The advantage of monovideo les in the fact that the cassette is
casy to send and that if the receiver has the technical equipment
necessary, the tape can be viewed on the spot, Thus, many mu-
seuins today have video booths for video viewing, There are either
set programmes (specific days, hours, artists, tapes) or, in the
case of a few of these Institutions, the viewer can select the work
he would like to see, inserts the cassette into the recorder himself
and turns it on and off as he pleascs,

Monovideo lends itself to the creation of video libraries which,
materially at least, are obviously very much like the traditional
library: cassettes are arranged on shelves, and a catalogue or card
index is available for public consultation, All things considered,
the behaviour of the video librarfan and that of the reader /viewer s
similar, This situation, as we have scen during the last two dec-
ades, has been especially conducive to the organization of video
festivals, which have increcased in number throughout the United
States, Europe and Japan, With adequatc technical equipment - and
technicians on hand, in case of technical failure or difficulties -
the contributions of the guest artists can be presented to the public
as at an exhibition of paintings,

I have already referred, in speaking of video's early years, to
the need almost immediately felt by artists to broaden their experi-
ence, These more or less complex video environments draw upon
a spatial relationship which modifies the viewers' behaviour, Break-
ing with the bipolar relationship of monovideo, multivideo, as I call
it, oifers a multipolarity which involves audience participation, This
is not #« multi-screen spectacle, but an arrangement in which the
intervals themselves are called upon to contribute, as demonstrated
by artists as different as Steina and Woody Vasulka, Muntadas, Ixzs
Levine, Peter Campus, Gerald Minkoff, Gene Otth and others, not
to mention the time-lapse environments of Frank Gilletie and Dan
Graham,

Used in this manner, video acquires a power of embodiment
which reorganizes our perception of space and time and marks a
further step in the break with macrotelevision, with its purely en-
tertainment-oriented function,

Video environments,how~ver, have a serious drawback in that
they require a great deal of expensive equipment, Unlike monovideo,
which relies on cassettes casily sent anywhere at low cost,
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environments pose trangportation problems and must be set up anew
at cach presentation site, They are therefore almost only found at
institutions which have technical and financial means at their dispo-
sal, and this tends to restrict their distribution,

As for installations, another form of multivideo, these utilize
not only a group of screens, but different media, objects even, and
occasionally the direct participation of the artist, An example of
this which comes to mind is the piece by Veronique Méri, presented
in Geneva in 1981 in the context of Video Mix-Media, Two television
gsets face cach other on the floor, In the thirty centimetres betweon
them there i3 a houseplant, a pointsettia {0 be exact, whose flowers
spread lke leaves, except that they are red, On the two screens
the double face of the artist winks, turns, or moves aside, A guillo-
tine basket? But the head is alive, as if, having rolled to the ground,
almost knocking into the plant, it comes back to life, not real life
but the ghost-like existence given it by the video image, And sudden-
ly, intuitively, it seems that the electronic iconography in which we
like to see the very image of reality is perhaps only an ectoplasmic
emanation emitted at cye-level by a ceaseless, endless screen, The
fact that the television set can come down from its stand on to the
floor and, instead of buing isolated in the middle of the living room,
mix with plants or other objects, challenges our very concepts of
the world and our bodlies,

At the crossroads of topics

When examining a painting in a museum, I place myself in a typical
situation which consists (to reduce it to a few characteristics only)
either in identifying the painting, or evaluating its contribution to
art, or situating it in an historical context, or simply admiring it,
However, in order to examine, study and analyse the work, one must
choose an appropriate 'place" neither too near nor too far away,
This "place' also involves a time element: the length of time needed
to examine the work, The situation of the ''painting spectator" is
determined by spatio-temporal conditions and cultural rules which
permit and establish appropriate behaviour, This could be {llustrated,
to remain in the area of painting, by the social ceremony of varnish-
ing day at an art exhibition, when crowds of people invade the gal-
lery or museum, eating, drinking and talking (often all three at once)
without bothering to look at the paintings, wherecas it would be con-
sidered scandalous to turn up the following day, drinks and snacks
in hand, Contexts assign roles according to the conditions and pur-
poses which make up the typical situations and relationships of our
social practices,

Taking a broader view, we might say that all social behaviour,
steraming as it does from communication, i,e, involving interactions
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between people and techniques, is based on topics which, through
repetition, become the norm,

It is precisely this "normality" that all video artists, almost
without exception, attack, cither as in the early works of Nam June
Paik, Wolf Vostell and Jean Otth, by intentionally deforming tele-
vision images or establishing absurd connexions between the tele-
vigion set and other objects, (26) or by introducing, through mono-
or multivideo, atopical relationships which “"pervert" (in the etymo-
logical sense) the normal functioning of the media, This is the first
effect of video art, which I call the dislocation effect, Nothing is
stranger than comparing a television programie with a videotape,
Willingly or not, it is difficult to avoid a feeling of strangeness, Why
does video function so differently? In fact, as video experiments
multiply, it is surprising to realise that all videotapes depart from
standard television material, This observation is even more sur-
prising when one considers the number of similarities existing be-
tween the two, Video uses the same apparatus as TV, a set which
is turncd on and off, the manual operations are the same and the
electronic signals are {dentical, Videotapes project on the screen
what we are accustomed to seeing on television: images organized
in sequences, in black and white or colour, accompanied by sounds,
speoch or noises, In other words, there is nothing technical to dis-
tinguish video from TV; yet despite the technical similarities, we
could not have a stronger impression of being confronted with two
fundamentally different phenomena,

This is because in television the various genres, subjects,
achedules, programmes are regarded as "natural"; more openly,
the hostesses, presenters, journalists; more secretly, the admin-
istrative, politicaland technical departments - in short, all that
constitutes in the broad sense the organization of the TV discourse,
which is the result of the "topic' established between the producer
on the one hand and the receiver-audience on the other, This cor-
respondence might appear to be a happy cofncidence
(pre-established? ) of interests if it did not stem simply from a pro-
gressive agsimilation of the medium's logie by the audience,

As long as a medium prevails, its hegemony makes it the pri-
vileged model of communication, This has been confirmed for over
five centuries by linguistic communication, which has made the book
the leading authority (as it still is in the classroom), This has also
been confirmed for almost fifty years L.y audiovisual communication,
which has made television the privileged moderator of our everyday
lives, In fact, any medium is an arbitrary and complex production
which appears less so owing to our familiarity with its operation
(witness the use we make of television today).

We can therefore better understand why video artists are so
intent on effecting a caesura with television to restore the issue of
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communication to the production level, which is its proper place,

In attacking the nature of the image, as they often do, these artists
disclose one of the strictest imperatives of television and the basis
of its very topict realiam, Alltelevision pictures must be clear
and sharp; their credibility depends on their reliability, Fuzziness
and approximation are tolerated only exceptionally, when production
conditions are hazardous, as in wartime, for instance, Inall other
cases it ig television's duty to create a feeling of "'you are there'’
the power of the medium is dependent on its capacity to compete with
our powers of perception, Can one imagine an impressionist or
cubist style news programme? Viewers would immediately com-
plain or think there had been a breakdown, Realism requires that
the image identify with the reality (in linguistic terminology: the
sign as the referent), Yet this coincidence is always an illusion,
for the simple reason that an image is never real, This is reveal-
ed 'y many video artists when they attack the self-assigned author-
ity of the screen, which is always only the expression of an image
that, if not manipulated, is at least processed, Thus genres are
challenged - news broadcasts, variety and sports programmes,
dramas, etc, - in other words, the dramaturgy and rhetoric of the
most powerful media in existence today, In this video criticism
there is a considerable blend of frony and humour, but beyond the
satire it shows that television, which tends to take itself as the nat-
ural order of things, is an order founded on technology and the so-
cial relationships which govern it, By emphasizing subjectivity -
sometimes to an exasperating extent - video artists show us that the
authority Invested in television is a matter of power, In so doing,
thev refuse to permit any media to be "the voice of France" as
George Pompldou termed French television; the beginning and end
of all communication is the person engaged in it as its subject, Out-
gide the field of polemics, although it occasionally indulges in it,
video criticism sheds light on one of our basic problems: the indivi-
dual is not lost in the mass to which the mass media tend to reduce
individuals, The {ndividual's voice, just as his identity, must remain
inalienable; the effect of mass reality should not be mistaken for
reality,

In addition to the dislocation effect which I have briefly des-
cribed above, video, as used by video artists, tends to relocate;
that is, it aims at showing us places or networks of places which,
regardless of their apparent bizarreness, fit in with our own pro-
foundest experiences, The latter, whether they be on the consclous
or subconscious level, are not immediately communicable, but
medijately communicable, Every medium is therefore the place and
the means by which the field of our shared experience and interper-
sonal relationships is established. Psychoanalysis has revealed
much of the subconseious, and has brought its innermost workings
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to light, However, analysis (as the term would indicate, and as
Freud insisted time and time again) proceeds in a rational manner
through the organization of rational discourse, That is to say that
the discourse, whatever its object may be, applies to it the logic of
the concepts on which it is based, As linguists have pointed out, the
structure of a language affects the thinking it expresses; it moulds
it to its own forms, This is true cven for philosophy itself, which
is dependent upon the mode of linguistic expression in which it is
expressed,

When a video artist like Naumann devotes a videotape to the
painstaking examination of his face and grimaces, we could draw a
seemingly outlandish analogy by saying that he 1s only visualizing
what Descartes conceptualized when he decided to pretend that all
things entering his mind were no more real than the illusions of his
dreams, In proceeding in this manner, Descrates did not use dis-
course to increase or verify his knowledge, but to discover, within
the concepts of which it is composed, the confirmation of his own
thinking substance, The conviction of "I think therefore I exist' is
based on the very process of communication - in this case concep-
tual - that Descrates uses to formulate his experience,

Similarly, a video artist like Naumann (and this is only one ex-
ample) does not use mobile images and sounds in order to say some-
thing about his state of health, his aesthetic appearance or his mood
(as when one looks in the mirror or when shooting a film), The
images he records are lese informative or scenic than they are
heuristic: they constitute the artist's process of communication -
in this case audiovisual - through which he discovers his identity
during the experience he visualizes on the video screen, Just as
with Descartes concepts and discourse ceased to be mere auxiliaries
designed to establish or preserve conceptual knowledge, so for
Naumann mobile images and sounds cease to be mere auxiliaries
designed to establish or preserve visual knowledge, Just as the con-
cept for Descartes was no longer used only to serve a purpose, but
became the experience of his thinking activity, so Naumann's mobile
images formulate the possibility of an audiovisual identity which dis-
closes itself in the very course of projecting the videotape, However
slender a chance it might offer, video could well become, as the
mass media close in on us, a new form of "electronic cogito", At
the crossroads of the topics sanctified by our social practices, par-
ticularly those relating to communication, video feeds a doubt which,
like that of Descrates, has the virtue of posing a question,

Similarly, at the opposite end of the spectrum, video allows us
to plumb the depths of the subconscious, Some may object that this
is the subject of psychoanalysis and that I'reud's entire work, as
well as that of all those who followed the master's path with varying
degrees of fidelity, has tracked down even its most secret

50



mechanisms, However, whatever is involved - {mpulse, uncons-
scious acts, Freudian slips, plays on words, dreams, everything
inshort that constitutes the obscurest side of our being - the analysis
is always conducted in the light ¢ rational discourse, It scems to
me that monovideo, and multivideo even more, often delvc as deep
into the subject, but do so using a radically different approach, In
lieu of analysis through rational discourse based on concepts, video
proposes configurations of images, sounds, objects and movements
which appeal to our emotions more than our intellect, It is as if
the artist, through his work (and the expression "artist's work"
could be equated with "dream work") visualizes that which analysis
limits itself to conceptualizing, Installations, environments and
video sculptures take on the appearance - with the help of the third
dimension - of models of our subconscious, while analysis remains
ona linear level, The audiovisual {s not merely an extension of
linguistic communication: it introduces an entirely new space, But
while the audiovisual almost everywhere, because of television, has
taken on the image and force of a superego, video art has the capa-
city to explore, among other things, the ego and the id, which is a
stumbling block for most topics, particularly those of the media,

Such a task is particularly difficult because video art is not
widespread and receives only limited attention from the public and
critics, so that the artists run the risk of losing themselves in an
ideolect unintelligible to the others, One has only to watch visitors
at a national or International video art exhibition to notice that very
few watch tapes from start to finish, and that most devote only a
Hmited period of time to each picce, or just wander from screen to
screen, Inthe best of cases, through chance circumstances or the
obstinancy of an organizer, (27) video art attains the status of a
diafect, by which I mean the medium of expression common to cer-
tain groups, But nowhere has it succeeded in affirming itself ag a
comimon, widely used language on a par with painting and sculpture,
This situation, can, of course, be interpreted as a weakness; but I
am convinced that it can also represent a strength in that, in face
of the hegemony of the mass media, it remains, however precarious-
ly and at times inadequately, the source of that "untamed thinking"
which Is our guarantee of freedom,
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I, THE COMING MARKET: NEW PRODUCTS
(NEW FORMS OF COMMUNICATION?)

All things considercd, and at the risk of playing the prophet with all
the suspicion attaching to the term, I will say that the same thing
is happening and will go on happening, with video as happened with
the automobile, Who would have dreamed that the automobile, now
barely one hundred years old, would so transform our traditional
cnvironment as to make it unrecognizable? Yet it is a fact that a
product as simple as the automobile, a temporary mobile residence
on wheels, has imposed a new physiognomy on ou: cities in order to
meet the demands of traffic and has convulsed our countrysides by
replacing the old roads and paths with a straightjacket of motorways;
in short, nothing in our styles of living, working or thinking has not
been affected by it, Video is very possibly in the process of doing
for communication what the automobile has done in the field of trans-
portation and means of locomotion (for better or worse s not to
question), Whether in public or private transportation, the auto-
mobile has added individual technolocomotion to our original two
legs, Simlilarly, at the communication level video has added to the
public communication of TV a private means of communication
which, while not replacing the postal or telephone systems, is in
the process of fundaientally changing our communication relation-
ships, In the case of the automobile these changes only came about
once the mass market as we know it today had been organized,

The organization of the video market is still in its early days,
but all signs point in a similar direction, Publicity, one of the more
significant signs, is a case in point, Publicity forges that alliance
between producers and distributors, on the one hand, and consumers
on the other, which testifies to the existence and vitality of a market,
Today,there {s no newspaper, magazine, advertising spot or pro-
spectus which does not give a place of honour to the new communica-
tions equipment, video.

In the abundant publicity we can discern the outlines of the
"magnetic field" of the new product, whose strong points - the sell-
ing points - are roughly nine: (1) the specific characteristics of
video, (2) its many uses, (3) its performance, (4) reliability,
(5) feasibility, (6) economy, (7) adaptability to future needs,

(8) price, and (9) the promise of "Videoland" (as one speaks of
Disneyland).

I do not have time here to elaborate on each of these points,
only a few of which require further explanation in our particular
context, It is understandable, for instance, that manufacturers
should emphasize the fact that their equipment is becoming increas-
ingly compact and lighter in weight; that it i{s easy to operate ('a
child can use it" is a popular theme); that it can record for hours
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on end and be programmed at will (each new feature is heralded as
a victory); and that technological progress ensures its efficlent,
economical performance, which means competitive prices that bring
these products within the reach of all. Of most interest from the
point of view of our study s the emphasis placed on the specificity
of video. Video not only adds a new communications machine to
those already existing, but introduces a new type of communication -
perhaps even, as I will show later, a new type of communication
environment, Like the other audiovisual media, it breaks away
from the demands of writing and books and moves outside the realm
of linguistic communication by developing images, sound and move-
ment, Unlike the fixed photographic image, it captures movement,
as indeed the film had already done; but its magnetic recording,
doing away with the need for film development and allowing for un-
Hmited erasing and rerecording, glves video a considerable econom-
ic ndvantage, Moreover, the situation has so evolved that new uses
are being prepared for the electronic image, some sporadically in
course of development, still at the planning stage, It is therefore
not surprising that manufacturers should emphasize something of
what this evolution portends: "Enter the videoworld of Sony(28) and
discover the sixth sense'', announces the firm of the same name
with solemn assurance, Without a doubt it {s "videoland" and
"yidenworld" which are beginning to appear on the horizon, (29)

Having said this, what are the main uses of the video now on
the market or about to be marketed?

(1) The possibility of recording in parallel: while watching one
programme, another one, shown at the same time, may be recorded
for future viewing on videotape (a solution to family arguments),
The VCR canalso be programmed a day or several days, or even
weeks, in advance to record a programme which is to be shown dur-
ing one's absence, With this feature, much touted by the manufac-
turers, video is considered an instrument which allows one to a
certain extent to escape the disadvantages and limitations of tele-
vision. There are also a few clever features in their own right:
freeze-frame, speed up and slow-motion controls, "A la carte"
television, as it is called: everyone makes up the menu they want,
We must remember, however, that each item on the "menu" is
created, prepared and served up by TV alone!

(2) Secondly, the video market has led to the production of
audiovisual casgettes - like music cagsettes - whose field of appli-
cation is virtually limitless, In principle, videocassettes could
(will? ) form the equivalent of current day libraries; in principle
too they can become the depositories and the vehicles of human
knowledge, instruments made even more extraordinary by the addi-
tion of the visual to the conceptual dimension, Providing, of course,
that there are publishers to produce them, distributors to distribute
them and customers to buy them,
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What does the videotape market look like today? Four major
trends - of varying importance - predominate in video catalogues,

The first includes cassettes offering films (i, e,, adventure,
burlesque, comedy, musicals, drama, classics, horror, crime
thrillers, science fiction, westerns, etc,), which are categories 1
have taken from Sony's latest catalogue, Sonyscope, This selection
is in keeping with the desire of many people (a desire which, when
lacking, is created or encouraged by the manufacturer /publisher)
to have "films at home" instead of having to go out to the cinema,

The second, and not the least important trend, comprises the
burgeoning production of '"X-rated' cassettes (in other words, porno-
graphy), (31} Libertine or licentious literature has existed through-
out the ages; pornography, a more recent phenomenon, owes much
to progress in colour reproduction, With cassettes, however, it has
made a real breakthrough, The market for it is all the greater in
that the contents, however repetitive and stereotyped, correspond
in all countries to the same repetitive and steoreotyped drives, and
need no translation, (32)

The third trend covers an eclectic selection of cassettes rang-
ing from sports to variety programmes and concerts, which can be
grouped under the general heading of entertainment,

A fourth trend is made up of "how-to' cassettes (how to learn
to sail, play golf, cook, etc,), (33)

Judging from the carly days of the mass video market which,
it will be recalled, is barely five years old, it is clear that video-
cassette recorder usage remains linked to that of television, even
if it claims to be liberated to a certain extent from its constraints;
and that the cassettes marketed are mainly mass-consumption cul-
tural products, as can be seen from a brief glance at catalogues
distributed by the publishers. As for video art, I can find no men-
tion of it in these catalogues, which well shows its marginal status,
More surprising is the absence of the plastic arts, which would be
thought to have an important role in video. This is again proof
that the producers, with their market imperatives, care little for
the specific possibilities of the medium; they only produce what is
likely to sell on a large scale, This may only be a temporary
phenomenon, but as things stand it has to be recognized that
"electronic' culture is subject to the law of the market place,

(3) Electronic games, The popularity of these continues to
grow, The market has therefore already introduced, in addition to
those sold separately in the trade, casseite video games which can
be inserted directly into a videocassette deck, Thus "the Atari
Cassette Library today comprises thirty-seven games programmes:
games of skill (e, g, Space Invaders), of strategy (chess), sports
(football, Pelé), of chance (casino) and educational (basic maths),

A total of over 1,500 different gammes which will provide hours and
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hours of exciting entertainment, efthor alone, or with family and
friends, This collection grows cach month with the addition of new
games programmes ,,,", The use of the videocasselte recorder for
games (which I do not have time to analyse here), varies considera
bly from the traditional games of which Plaget, among others,
demonstrated the ifmportance in his essays entitled Genetic
Epistemology. The replacement of manual activities, which acti-
vate the child's body as well as his mind, by purely entertainment-
oriented activities, which relate only to the sense of sight - itself
reduced to binary logic - is bound to have considerable influence on
the child's development,

More broadly it is video in the classroom (or video instead of
the clagsroom? ) that is being challenged, (34)

{4) Personal Television, as {t is called in a Nordmende adver-
tisement (The Vision of the Iuture): " .., it is more than home
televisfon! More than the mere recording, playing back or slowing
down of the offerings of official channels or prerecorded cassettes!

"Pergonal television meansg going out and making your own TV!
"Todosgo, don't take just any videorecorder - take the two-unit Nord-
mende 350, Strap the recorder over your shoulder (it weighs under 12
pounds), grab the Nordmende C225 video camera, and you're off!

"At home that evening, simply hook up the recorder, turn it on,
and you have truly personal television, (Preferably on Nordmende's
unique stereophonic colour television), The 350 model {s then seen
to be a perfectly "normal" home videocassette recorder ,,,

"Only with many more possibilities ,.."

This use of the VCR, still embryonic, is in fact an extension of
family photography and "home movies", Now anyone (provided they
possess the necessary equipment (whether Nordmende or another
brand!) can record his children at play, his vacation in the moun-
tains or at the seaside, birthdays, and his wife's charms (which can
always bu erased in the event of divorce, and the cassette left blank
for a future spouse), (38) It matters little that this type of recording
becomes stereotyped fajrly rapidly, as does most home photography,
the important thing being that the sale of equipment and cassettes
should follow a rising curve, Alongside Kodak, Polaroid, Yashica,
Nikon and Cannon, new empires have appeared: Sony, Matsushita
(JvC, VHS), Philips, Thomson and Ampex, The camera has already
become an Individual "medium" in our industrial soctety; video is
now in the process of taking its place,

(5) "Industrial" television (videocommunication for professional
use) enables institutions and communities - universities, businesses,
unions - to produce videograms devoted primarily to information,
training and promotion, Although it may be an in-house service ex-
clusively, its production has been increasing steadily. (36) How to
rationalize the job of a service-station attendant? How to welcome
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a new bank customer? How to react in a dangerous situation? How
to display a product? How to be a floorwalker? The videogram is
much more effective in many situations than a verbal or written ex-
planation, Even dating services use it, since the advertisement

can now be accompanied by a videocassette, which converts the
anonymous concepts of handsome, tall, nice, affectionate, romantie,
rich, ete,, into seductive (?) - or at least credible-images addres-
sed to prospective partners,

This is only a brief overview of video applications, since video
is still in its ecarly days and the organization of the mass market
dates back only a few years, Its development i{s dependent on an
increase in production and sales, While demand was slow at first,
it has become so great that the Japanese have scheduled production
of some 20 milllon VCRs for 1982, (37) By all indications, this trend
will continue, stimulated by the development of videotex and tele-
matic systems at the personal, community and professional
levels, (38)

Video communication {s tending to become an audiovisual
environment fed by an ever-increasing number and variety of sources
(television, cassettes, satellites, telephone, databanks, computers,
industrial and personal videograms), Another no less significant
indicator is the advent of video clubs, (3 9) on the Hnes of book clubs,
The number of video magazines and reviews, which has been grow-
ing steadily over the past few years, is yet another indication of the
vitality of this phenomenon, Thelr aim is summed up in the strident
slogan of one of them(40) "Video concerns you', Consclous of the
importance of this trend, the manufacturers have not stood idly by,
For the more clafrvoyant of them (and are they not bound to be so,
since the world market {s at stake), the home videocassette record-
er, even equipped with a personal video camera, is only a beachhead,
They are therefore trying to build up around the videocassette rec-
order a whole series of related products, on the lines of hi-fi speak-
er equipment, The video environment is thervefore no metaphor; it
is in process of hecoming both a technical reality and a fact of civil-
fzation, The Thomson-Brandt Group, among others, has observed
this, and "to celebrate worthily the inevitable marriage of video and
sound ,,. offers the first system designed for the home audiovisual
environment", In addition to the monitor and electronic selector,
the system features 'an outlet configuration allowing for the hookup
of two videocassette recorders and a camera, as well as a video-
disc player and a personal computer', This firm looks boldly into
the future in saying: "The audio-amplifier-projector allows all
existing hi-fi system equipment and future innovations(41) to be
interconnected, but it can also take all sound channels from the
television-video part of the system, Thomson-Brandt has envisaged
the video system in the broadest and most evolutive sense of the
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word by anticipating our future "audiovisual happiness" (satellite,
cable, videotexts, ete, ), "

Without going further into this rapidly developing situation, it
is fair to predict or at least imagine, that just as the automoblile
revolutionized our environment, so audiovisual systems are in the
process of revolutionizing communication, (42) Video mediation is
preparing to conquer all flelds and all publics, It should be exam-
ined with a view both to clarifying the type of relationship it creates
and establishing the place of video art which, with all its originality,
is a part of this evolution but is not restricted to the dictates of the
market,

IV, A NEVW REIATIONSHIP - VIDEO MEDIATION

For thousands of ycara, communication has mainly been effected
through linguistic and iconic messages, In the former, linguistic
symbols serve as intermediaries, in the latter images orr more broad-
ly, representations, To be transmitted, linguistic ahd/or iconic
symbols need to be reproduced, represented orally, in writing,
painting, sculpture, or by any other means of reproduction, How-
ever, reproduction requires a space, which provides the support in
appropriate material form, forms to fill the space, rules to order
it, and finally a certain stability; in other words, representation is
impossible without a certain fixity of the message, which alone en-
sures the length of life - whether long or short is of little impor-
tance - which it needs to aerve ils message-relaying purpose, These
structural elements which make communication possible have taken
on a myriad of forms throughout history; tomhs, palaces, cathe-
drals, paintings, frescoes, statues, utensils and tools; in short,
the world of images has been traditionally characterized by an in-
finite variety of forms, techniques, materials, dimensions and
functions,

With the new audiovisual media, particularly television and
video, a fundamental change has taken place, The key operation is
no longer representation, but transimission, The viewer, instead
of reactivating stabilized forms, is drawn into the movement of the
image-messages, The screen, by definition, excludes all represen-
tation and even all possibility of representation, as it only functions
if one image gives way to the next, (43) Based for thousands of years
on the polymorphous spatialization of images, iconic communication
tends increasingly to make the video screen the omega of all com-
munication, This radically new mediation, which today extends
throughout the world and to which we are all subject without even
noticing it, affects the very basis of our behaviour(44) by producing
effects which video artists are perhaps the first to have perceived.

From before recorded history to the dawn of the twentieth
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century, man called upon incandescence to produce the light he
needed, whether it was in the form of a wood fire, torches, candles,
or the white heat of a filament enclosed in a vacuum-tight bulb, The
electronic {mage, however, comes from fluorescence, in which free
electrons generate luminous photons, Unlike incandescence, in
which light is linked with heat, fluorescence allows matter to be
energized without generating heat, Hence the term ''cold light"
given to it by the German scientist Wiedemann in 1888, An image

{s thus produced by the impact of electrons on the luminescent
powder on a screen, This endows video with characteristics not
possessed by the other medifa, even the cinema: ",,, the cinematic
image is created by transforming variations in the intensity of light
at the level of the object perceived (the object-scene filmed by the
optical camera) into chemical variations at the level of the film-
support, which relays through a projector these chemical variations
in the form of an image on the screen, The production of a TV
image involves more complex relays: light variations are trans-
formed - or 'analysed' - into electronic variations at the level of
the picture-taking tubes (electronic cameras); these produce electro-
magnetic variations at the level of the recording heads (videotape
recorders) and the magnetic tape which has received and recorded
these variations sends them back in a symmetrically opposite pro-
cess in the form of electronic variations and then the light variations
which constitute the TV image, (45)

The electronic signal comes from invisible rays which are sud-
denly made visible by a flow of electrons; the empty screen is at
once filled with a moving flow of images, which from non-existence
come into existence instantaneously, This is a radically new exper-
fence, for hitherto we have always percejved images, even in photo-
graphy and films, in outline or printed forim, Today, these images
appear with no indication of their source and with no apparent means
of retaining them, combining immediacy and fugitiveness, (46

Without going into details, we must remember that, unlike the
optic nerve, which has hundreds of thousands of tracts, the video
screen has only a single one, This means that there {s never more
than one point on the screen, which may seem as unlikely as it is in-
comprehensible, In fact, the electronic image is created through
rapid scanning and the phenomenon of retinal persistance. Unlike
architecture, painting, sculpture or the other media (print, photo-
graphy, film), in which there is always something of a material
nature that we can perceive to a certain extent in the first degree,
the electronic image is created by the paradoxical course of a single
point of light which is perceived in the second degree, It is an imag-
inary image constructed from the "frozen" path of a bodyless point;
hence its ghost-like character, without past or futvve, Arriving
without any perceivable vehicle (electrons escape perception through
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their size, number and speed), for the electronic image everything
is possible; its capacity for metamorphosis is infinite, (47) As in
the act of creation in the Book of Geneslis, the screen creates forms,
beings and figures out of electronic chaos, apparitions having nei-
ther physical Hfe nor remains, Fingers stretched toward the screen
will touch, feel and encounter nothing but the crackling of static
electricity, A book, on the other hand, an abstract medium if ever
there was one, leaves its presence and the actual weight of its pages
in the hands of the reader, even when he interrupts his reading, (48)

Video mediation is thus much more than a means of communi-
cation, In the form of the audiovisual environment for which it is
being prepared, and which Thomson-Brandt assures us will guaran-
tee our future "audiovisual happiness', it tends to become the most
popular, and even exclusive, form of mediation, It is as if the
Screen, instecad of bringing us together in a cosmogony, as masks
and idols once did, sets {tself up as the purveyor of our every need:
information, entertainment, education, games, as well as the most
domestic of activities (one can already shop for groceries via video,
without money changing hands: accounts are debited or credited
(automatically), Video mediatfon has moved from the sectoral to
the universal and permanent, Our behaviour is being affected, and
will be increasingly affected by it in the future, Plaget's epistemol-
ogy was based on the idea that our actions precede our thought pat-
terns and that the progressive interlorization of these actions resanlts
in the system of operations which we ultimately use - an {rreversible
system, unstructured at the outset, having a reversible balance as
man grows from childhaod to maturity,

Video mediation, through its holistic extensions, has tended
increasingly to produce a referential {llusfon, Every language and
every medium is characterized by the fact that there is always a gap
between the sign and the reality it designates, Thus, the word ox
is not the ox itself, but refers us back to the animal known by this
name, On the other hand, the video image as it appears on televi-
sion, especially in live broadcasts, does not merely designate an
event, but gives the viewer the feeling, the sensation even, of "being
there", of participating directly in the event, To a certain extent,
video mediation does not reproduce cvents in the same way as the
other media; it creates the very presence of reality, which in fact
it produces, Hence, the feeling of "illusion-reality" which is its
typical feature and makes it so omnipotent.(4 9) This is probably
the first time in history that a phenomenon of this sort has occurred
on such a large scale, The danger is all the greater because the
the "ghost-like" fascination of the electronic image is open to every
use, every treatment (50) and every manipulation,

Where is the "audiovisual happiness" looming on the horizon of
the new technology going to take us? A recent Unesco study gives
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us one answer where television is concerned, (51) Its most striking
conclusion is that: '"There are unwritten laws which make for a
structural similarity between broadeast schedules', This means
that, regardless of tle size of the country or its political regime,
there is an international programming probability which can be ob-
served in the form of common genres (news broadcasts, sporting
events, dramas, news magazines, etc,), in similar scheduling and
in the design and treatment of programmes, {52

The unearthing of these implicit vules reveals two things: it
first demonstrates that they stem from the transmitters, not from
the viewers, and that they are therefore the work of the production
apparatus; and, outside the field of television itself, it shows the
way the video market is going. Very probably it will adopt unwrit-~
ten rules of its own which will make both audlovisual equipment and
products look alike(53) and, much like the driving code for motor-
i{sts, will increasingly impose their regulations, including sanctions,
on the circulation of imaye-messages, The soclal energy of the
media in closed circuit!

And Video Art?

After what I have just sald, it is to be wondered whether there can
still be a question of video art, or even whether I was wrong to glve
it such importance at the beginning of this study,

Video art is in fact in a doubly precarious position: first, it
uscs electronic technology which, as we know, the market aims to
monopolize; and second, video art, as we have seen, is not just a
simple addition to painting or sculpture, which in fact it challenges
on several points,

Until recently, art seemed to be both the favoured expression
of a civilization and, for us, the favoured means by which we could
learn about that civilization, Palaces, tombs, sculpture, paintings,
triumphal arches, churchs, cathedrals, stained glass windows were
all "monuments" (as etymology attests) which preserved the collec-
tive memory by assigning it an identity of its own, Today, the elec-
tronic image, of which television remains the main purveyor, tends
to replace this "monumental" memory,

This is no mere substitution; the very nature of our memory
is in process of changing, So long as memory was backed by stable
materials (even the pages of a book), it proceeded by a slow process
of sedimentation during which it retained those elements necessary
to establish and maintain a certain unity: hence the gods, and later
the kings, princes, and military leaders, whose majesty or glory
gave meaning to the community, But who today pays any attention
to the statues scattered throughout our cities, the heritage of only
a recent past, which the motorist passes without seeing or merely
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takes advantage of an empty space around them to park his car,
Gone are the days when horoes' features were cast n bronze, carv-
ed in stone, or painted, Long-term memory deteriorates when, as
is the case today, durable materials are no longer used, The new
memory - should we call it "short-term' memory, present memory
(the very terms are contradictory - is the one generated by the
audiovisual media, and "the news'' has become its supreme form,
The video screen must be "up-to-date", or nothing at all; hence

its voraciousness, But all media are based on 8igns, and it i{s no
mere word-play to add that they are accustomed to separating the
"signal" (worthy of the dignity of being signified) from that which is
not (undignified and insignificant becoming synonymous here), ac-
cording to its own logic, we might add,

The place and role sought by video artists in the new, yet al-
ready worldwide, phenomenon of electronic image production is
easy to guess, As we have seen, in accepting the challenge of the
mass media they attack the code of those media as well as of the
market, Moreover, they explore what the mass medla consider
ingignificant, of no value, and which they ignore, dismiss or neglect,
Video artists thus live an interstitial adventure conducted through
established filters, aware that it ia in the "inter-regions" that will
cmerge ur appear - not truth - but the unveiling of meaning; where-
as the code knowing no meaning, merely ordains, In so doing, video
artists adopt the fruitful scientific approach taken by Norbert
Wiener, father of cybernectics, when he wrote ",., the most fruitful
areas for the growth of the sciences were those which had been neg-
lected as a no-man's-land between the various established fields,
(,..) It is these boundary reglons of science whichoffer the richest
opportunities to the qualified investigiator, (54)

Is this reason enough to devote one's interest to such marginal
an activity as that of the videco artisia? It is as if democracy peri-
odically felt the need to invent its own Socrates to rid itself of the
assurance of the sophists, whether man or media, (55

There is always the hope, however remote, that if communica-
tion changes hands it may not only change its language, but its objec-
tives as well, This seems to be happening in video art today, It is
foi this reason that I attach so much importance to the artists who,
let me repeat one last time, are not content to add yet another means
of expression to the arts, but who are moving fearlessly into the
electronic environment, despite the manufacturers' claim that they
alone can ensure our "audiovisual happiness', Researchers, fight-
ers too, and guides in any case, these artists remind us that happi-
ness, while it can be helped by technology, is first and foremost
the affair of men and that meaning, all too often constricted or mis-
used by the powers that be, can only be revealed by respecting dif-
ferences, Which is precisely the purpose served by art and artists,
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NOTES

In the Eastern European countries, television is a service pro-
vided by the State, In Western countries, it professes to be a
public service, but the monopoly system, with which only Italy
has broken, makes it clear that the authorities are not yet ready
to loosen the reins, however relaxed their actual grip may be,

It may thus be sald that the monopoly principle operates in vari-
ous ways throughout Western Europe,

Briefly it may be noted that, although in the United States there
is no monopoly, all broadcasting licences are issued by the I'ed-
eral Communications Commission (FCC),

Although radio waves remain the main method of transmission
for the time being, cable use is continuing to develop and, with
the advent of fiber optics, will most probably become predoin-
inant, This technological development offers the advantages of
improving picture reception, increasing the number of channels
available to the viewer, and controlling broadcasting - which re-
presents a definite advantage for the authorities,

At the last Consumer Electronics Show (CES), which is reserved
for the entertainment clectronics trade, several dozen manufac-
turers displayed satellite television reception equipment, This
equipment is becoming increasingly less expensive,and an ontire
system can cost as little as $500, According to Vidéo Actualité
No, 18 (April- May 1982): "Already inaugurated, or about to be
inaugurated, are the '"Penthouse" (12/81) and "Eros" (1/62)
channels broadcasting, as their titles might imply, adult pro-
grammes; family programmes (HTN 1/82), women's pro-
grammes ("'Daytime" spring '82), and jazz with "Black Music
Service" (8 /82) and ""Nashville Service"). At the risk of gen-
eralizing, this development can only be regarded as revealing,
For an overview of the satellite TV {ssue, see Science et Vie,
No, 776, May, 1982,

Extensive documentation is available on this subject, which may
seem paradoxical given the relatively limited number of cable
installations so far authorized in Europe, On the other hand,
the United States and Canada have been experimenting heavily in
this field, and their systems are highly diversified. (See Foot-
note 6),

I do not refer to those cable systems, which are content to relay
the national programmes with the occasional addition of other
programmes, By mesotelevision I am speaking of cable televi-
slon at the community level, which only too rarely rejects the
"ready-made' or "ready-to-watch" programme,

The order to these terms may be inverted, especially as the
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13.
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effects of an anaesthetizing ideology make us forget that macro-
television in fact involves not a trilogy but a tetralogy, its ad-
vertising mission being as important as the others, if not more
30'

"Proclamations from the magisterfum, even if they be dogma
in the strictest sense of the word, are in need of reinterpreta-
tion", Cardinal Doepfner, Archbishop of Munich, stated at the
1969 symposium at Coire attended by some 115 bishops, "And
even if, with the aid of the Holy Spirit, they contain a truth
which transcends time, in other words, a truth which is objec-
tively valid for all time, they formulate it in temporal language,
They are always proclamations subject to historical conditions,
imprigsoned in concepts conditioned bya glvenperiod of timeor a
given system and resulting from certain concrete situations or
a gpecific event, This is why they always express the truth in-
adequately, from a given standpoint, in plecemeal faghion, tak-
ing into account certain aspects and with a specific audience in
view, Thus, to understand them, one must be well acquainted
with those conditions’, (Le Monde, 9 July 1969),

Ludwig Bertalanfy, Théorie Générale des systdmes physiques,
biologie, psychologie, sociologie, philosophie, Paris, Dunod,
1973, pp.38-39,

Grwin Schrddinger, Qu'est-ce que Ia vie? (translation by Léon
Keffler), Paris, Club Frangals du Livre, 1949, "Sciences"
series No, 3, Léon Brillouin, Vie, matidre et observation,
Paris, Albin Michel, 1959,

André Leroi-Gourhan, L'Homme et la matidre and Milleu et
technique, Paris, Albin Michel, Coll. "'Sciences d'Aujourd‘hui",
1971,

Thus I made a "video pilgrimage" to the United States, Canada
and Japan as well as to some European countries (only a few of
which have video artists), to China (where there are none), to
Africa (where I did not meet any either), and to South America,
where at least two countries - Brazil and Argentina - have a
few video artists, In other words, not only did I travel, but I
was forced to travel, although information at this stage of my
explorations remains incomplete,

This is the same "strangeness" we note in all illustrated film
magazines, although in this case it is tempered a great deal by
our familarity with this art form, On the other hand, isolated
images of video art not only furnish us no clue as to its nature,
but by artificially equating it with painting, often give it - the
ultimate absurdity - the appearance of a bastardized version of
Monet, Rodin or Picasso,

See René Berger Avt(s) et Pouvoir(s). (Unpublished),

This concept of property deserves to be discussed here, The
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plastic arts - painting, sculpture and engraving - are unique in
that they are dependent on a material support, Unlike other
arts, such as theatre, ballet, concerts or poetry, which take
place over time, they are by nature like chattels which can be
bought and sold, These articles must, however, be of such a
s8ize and weight as to be casily transportable, The black mar-
ket in stolen art is proof of this, As far as I know, operas and
ballets have never been stolen In the material sense of the word,
Similarly, insofar as the plastic arts are concerned, it is im-
possible to steal a cathedral or church; on the other hand,
there is a thriving market in stolen paintings and sculptures,
The theft of art work defines the scope of the art market and
the concept of property,

A history of video art has yet to be written, Information re-
maing scattered in different locations, and 1s most often found
in video art festival catalogues, However, inthe special issue
of Cahiers du Cinéma entitled '"Video Art Explorations', Hors
Série - 10, Dominique Belloir offers an extremely interesting
typology based on the technical possibilities of the medium,
Scec also: Anne-DMarie Duguet, Video, la Mémoire au Poing,
Paris, Hachette (Coll, L'Exchappée Belle), 1981,

Nam June Paik, Videology, exhibition catalogue, Syracuse,
Howard Wise subquently closed his gallery to devote his encrgy
entirely to organizing the distribution of videotapes,

Cf, San Francisco, KQED-TV, Gene Youngblood, p., 281,

I attended the first women's video festival there in 1972,

An historical overview of video art in the United States is pro-
vided by Barbara London in "Independent Video: the I'frst Fif-
teen Years" in Art Forum, vol. XIX, No. 1, September, 1980,
pp. 38 to 41,

In this connection, I am tempted to mention the course that I
presented at the University of Lausanne in 1969, entitled
Esthétique et Mags Media, at which were presented such inno-
vative works as those of René Bauermelister, Gerald Minkoff,
Jean Otth, Fred Forest and others, Cf, A, Willener,

G. Milliard, A, Ganty, Vidéo et société visuclle, Paris, Tema,
1972, It was Guy Milliard, an assistant at the Lausanne In-
stitute of Soclology, who showed us the first examples of the
sociological applications of video,

Cf. Dominique Belloir, Cahiers du Cinéma, ''Video Art
Explorations', Hors série - 10, op, cit,

Frank Gillette, Video: Process and Meta Process, Syracuse
N.Y,, Everson Museum of Art, 1973, exhibition catalogue,
Cf. Frank Gillette, Between Paradigms, The Mood and its
Purpose, New York, Gordon and Breach, 1973, an "Interface"
book,
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The connection with'established"art forms suchas the theatro,
cinema or television is generally facilitated by the existence of
explicit or implicit "genres", save in the area of purely experi-
mental art, Video relates more specifically to the latter,

Wolf Vostell: "When I assoclate a sickle or a pile of shoes with
a television set, 1 am not complying with a formalist principle
in order to create a moving plastic object taking up space, but
am secking a psychological truth which is dependent on the fact
that the sickle or plle of shoes only take on their real signifi-
cance to the extent that they are situated in the context of a
television programme, The result is the creation both of a
plastic reality (a sculpture-event) and a psychological revela-
tion closely tied to the programme being televised", Quoted

by Dominique Belloir in "Video Art Explorations' Cahlers du
Cinema, Hors série - 10, p, 27,

Such as Jorge Glusberg, director of the Centro de Arte y Com-
municacién (CAYC) in Buenos Aires, who for ten years has been
organizing video exhibits regularly in the United States and
Europe, as well as Japan,

My underlining, ‘

With the genius characteristic of some Japanese businessmen,
the president of Sony, speaking of the Walkman, which was
practically ignored by Sony's competitors at the time but whose
subsequent rapid worldwide success i8 known to &11, said;

"Our competitors are wrong to think that we market new pro-
ducts, What Sony is interested in is the creation of new pat-
terns of behaviour," (I quote or paraphrase this from memory,
which in no way detracts from the "divinatory" character of

the statement, which is applicable to video as well), Technol-
ogy is only a production process if it is confined to the market-
ing of products; it becomes a factor of civilization (I reserve
my judgement on this point for the moment) when, as Mr, Alko
Morita says, it addresses our behaviour patterns, and thus our
imagination, It is the very problem of the new culture emerg-
ing from technology which is raised in essence here,

One example among hundreds: "JVC, champion of the video
world" is the title, The text reads as follows: ''Mundial 82,
Behind the technical prowess of the world's greatest soccer
stars, it's an important game for JVC video cameras and video-
cassette recorders as well, JVC, the official Mundial audio
and video equipment supplier, inventor of the VHS standard
(accounting for over 80% of all sales in France), is right up
there with the champions, In order not miss a single play,
even if you've not at home, you need a JVC videocassette rec-
order, With our special "programming feature", it will record
the game for you, All of them, And you'll be able to
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relive the ''goal of the century' as often as you like, Or study
it by speeding up, slowing down or stopping the picture, All

of this at the touch of a finger, or by remote control, JVC
equipment, from the basic model to the tri-standard Pal, Secam
and NTSC international model, are disconcertingly easy to use,
A child can casily programme the latest front-loading JVC7600S
model for a two-week recording period, And behind JVC tech-
nology, JVC selection and JVC dynamics, lies JVC maintenance:
over 700 JVC video specialists in France alone, Long live video
entertainment! From the Mundial to Moliére: that's tele-
liberation!"

To glve the reader an idea of one of the more distinguished (!)
advertisements of this sort, I quote; "THE STARS, The three
most extraordinary X-rated video cassgettes, Barbara Streisand
and Jayne Mansfield in HOLLYWOOD SPECIAL, PUBLIC
TRANSPORTATION and 2 plus 2, with Miss France 1980",
Under the suggestive photo is marked: '"'mail order: 320 francs
apiece' and the address, which I do not feel obliged to repeat
here,

There are many publishers specializing in the production of
X-rated cassettes, Other firms, such as Sony, whose catalogues
are more varied, endeavour to distinguish between "eroticism"
and "X-rated films", (Does this distinction exist outside of
these catalogue headings?)

In this broadly cultural arca are to be noted the laudible efforts
of some publishers, such as Vidéo Encyclopédies, whose video
magazine Globe aims, with its ethnological and other serious
documentaries, to provide a high-quality encyclopedia, On the
other hand, how should we classify tapes llke that of the
Princess of Wales, allas Lady Di? For a few pounds, a video-
cassette offers the English view a "slice of the life' of the
fiancée and then the wife, An hour of pictures, interviews, dis-
creet emotion and even a few tears, and comments by her
friends and even suppliers. The next cagsette will be devoted
to the baby", (Cf, 24 heures 15-16 May 1982),

This problem will undoubtedly be the subject of extensive studies,
studies, which have only just begun, I will limit myself to one
example here; a fictional scenario appearing in Video
International M2899-11 September 82, whose tone is apparent

in these few lines: ",., Rémi walks over to his television and
video set, which are sitting on his desk, He selects a cassette,
This morning's programme is to be "French History: the
Hundred Years War' featuring his favorite actors Mickey,
Donald, Goofy and Pluto who set out on a crusade and are pur-
sued by the mean Wolf Brothers ,,.".

"Your son is well-behaved for the first time in his life: it's his




36,

31,

38,

first communion,

Your baby glecfully pokes his chubby fingers into your husband's

eyes,

Your enemy {8 being buried,

So many unforgettable moments that you would like to keep for-

ever, There's only one solution: the video camera,

You manage to stay on your windsurf board for two minutes,

Your picnic is a huge success,

You give your grandfather a pair of roller skates for his seven-

tieth birthday,

So that your friends will believe you, and to remember Grand-

pa's face as he opens the package, there's only one solution;

Your portable video equipment,

Finally, If Nostradamus was wrong and you're celebrating your

twentieth wedding anniversary, there's only one solution:

video games,"

Cf. VIDEOTECH, vol,1 "Caméras et dérivés,"

“In 1969 alone, ITVA International Industrial Television Asso-

ciation) members produced 75,000 industrial videograms which

represented 25,000 continuous viewing hours, or more thaa all

broadcast television in the United States!" (Charles A, Siberaler,

Médias éléctroniquen),

An estimated 10% of all households in Japan and 5% in the United

States already owned VCRs in 1981, In France there were only

half a milllon of these machines {the Secam standard and 33.33%

VAT constitute sericus handicaps),

Two French examples from among the hundred-odd experiments

being carried out throughout the world: “Today, 2,200 indivi-

duals equipped with terminals share the 157 services offered by

Télétel 3 V (from the names of the three communes involved in

the experiment: Vélizy, Versailles, Villacoublay), The press,

publishing, radio, TV, business and administrative and public

organizations each offer roughly twenty different services

(practical information, programmes, prices, ordering services,

a guide to legal rights and procedures)," Le Monde, 27 April

1982, "1a Nouvelle Communication I. - Trois visages du vidéo-

tex", by Richard Clavaud,

In Nantes, "Télem has four thousand pages of information clas-

gsified under nine headings, which range from municipal pro-

ceedings to senlor citizens! services, and include social serv-

ices, education, transportation, postal and telephone services,

housging, leisure time activities and culture, As a start, four-

teen terminals have been installed in various public places

throughout the city; this number will soon be increased to thirty,

Citizens of Nantes have free access to these terminals",
"Parallel to interactive videotex, France has developed a
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videotext system broadcast on micro-waves, Broadcasting
authorities prefer to use the term "teletext" (not to be confused
with Teletex, which is a transmission system using the tele-
phone to transmit pages recorded on a word processor), Tele-
text and videotext are both considered to be part of what is called
'videography", The French teletext system has been christen-
ed ANTIOPE (acquisition numérique de télévisualisation d'images
organisées en pages d'éeriture)' (Le Monde, 27 April 1982, p, 13,
"les magazines ANTIOPE"),

"Enter the Sony world of prerecorded cassettes' urges the Sony
Video Club, which already has close to 100 outlets in France,
The Video Charm Club, on the other hand, proclaims itself -
unafraid of the bad pun - the first "videocassex club" and offers
a magazine, Vidéo Privé, in addition to its catalogues,
VIDEOREVUE, a Swiss magazine scheduled for publication in
1982: ... at a time when everything, or virtually everything,
happens on the screen, video has become a modern necessity, '
The toxt of this advertisement should surely put the "cultural"
community on the alert!

Cf, Radio Je Vois Tout, 6 mai 1982,

My underlining,

"The Festival of Sound and High Fidelity became this year (Paris,
1982) the Audio and Video Imuage Festival', Le Monde commen-
ted on this as follows: '"The sound festival is dead: long live
the peritelevision festival, To open anarticle like this is sure-
ly to be told by the organizers that I am exaggerating, They are
probably right, But perhaps it is only running the risk of being
right too soon,

"In any case,a characteristic feature of the advertising is
that this year's Festival has not been given a number, Last
year, the Palais des Congres welcomed the twenty-third Inter-
national Festival of High Fidelity Sound., This year it wel-
comes, from 7 to 14 March, the International Audio and Video
Image Festival, The eye has entered the kingdom of the car in
force, an entry accepted with poor grace by the latter, French
television's Channel 1 (TF1) has taken the spot traditionally re-
served for Radio France, This evolution was no doubt inevit-
able", Le Monde Dimanche, 7 March 1982,

The still-frame feature is a convenience which in no way
changes the nature of the pheromenon, Moreover, all images,
whatever their source and whatever form they take, become
"standardized' into electronic images to fit the screen,

To quote Videorevue publicity; ",.. at a time when everything,
or virtually everything, happens on the screen, video has be-
come a modern-day necessity'. Americans, who spend an
average of five to six hours in front of their screens each day,
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have for long been aware of this, Indeed, today, most people
cull their world news and entertainment from electronic images,
Neil Armstrong's landing on the moon, which was seen live by
almost one billlon viewers, is perhaps the first "monument" of
this new reality, which is echoed by the "divinatory" advertis-
ing for the 1982 World Cup: "Our goal is to bring all World
Cup goals into your home," Video Magazine has already taken
over from the news programmes: for example, '1981,
[’ANNEE CHOC" the first video news review, in fifty-six
minutes covered the main stories of that eventful year, month
after month, combining short sequences of world news with
brief human interest features, Among the 120 events covered
wore the lB1-Asnam ecarthquake, the attempted assassination of
John-Paul IT and Reagan, the IRA suicides, the release of the
American hostages, Borg at Roland Garros, cte,

Roger Dadoun, le plus-que-parfait du cindma et I'imparfait de
la t4lévision, in Revue I'ARC No, 50, Aix-en-Provence, Guten-
berg, pp, 32-40,

Unlike the other media, and what is traditionally called art ,
videograms and TV broadcasts only exist when viewed on the
screen; materially, the tape or cassette furnishes no idea of the
image, perception is indissociable from the technical operation,
Computers are already being uged to generate images which
have nothing to do with reality, This activity has been further
developed through synthesizers, and will find even more appli-
cations with the advent of the digital fmage,

At most, one could compare video with the cinema, whose
images have no more physical presence on the sereen than do
video images, But the cinema and the video "situatlons" are
quite different, The former implics an occasional decision
which involves leaving the house, while the latter is a part of
our doinestic scene and a familifar element in our daily lives,

1t has often been observed that American children, by constant-
ly watching television, are becoming increasingly unable to
distinguish between information and fiction, even accepting
commercials as reality,

For example it was impossible to distinguish during the moon
landing broadcasts, between what was actually happening and
the explanatory sequences which were indicated as such by the
word "simulation" printed on the screen,

51, Three weeks of television, Unesco (Cultural co-operation

52,

series), Paris, 1982, p.47. A team of resecarchers studied
the television programmes broadcast during a three-week peri-
od in seven developed countries as varied as Belgium, Bulgaria,
Canada, France, Hungary, Italy, and Japan,

I stated this myself in LA TEILEFISSION: Alerte a la Télévision,

69



53,

54,

55,

70

Parig, Casterman, 1976, The Unesco study confirms my state-
ment, (Cf, Roland Cayrol, Le Monde, 13 May 1982),

Ag already demonstrated by the prerecorded videocassette mar-
ket and what 18 known of the programmes being prepared for
television satellites,

Norbert Wiener, Cybernetics, or Control and Communication

in the Animal and the Machine, Paris,Hermann, 1958, pp,8-9,
This aspect has been studied at the political level in particular
by Anne-Maric Duguet in Vidéo, la Mémoirc au Poing, Paris,
Hachette, 1981, 1I'Echappée Belle series, Therein, the author
describes a number of experiences, so there is no need for me
to do so here, It is surprising, however, that this work ends
with an "unconditional" condemnation of video, which it accuses
of having lot itself be taken over by the "petite bourgeoisie”,
This is an easy pessimism, no doubt confirmed by what we have
scen of the market, but I still refuse to give in to it (a profes-
sion of faith?), 1 might add that although Socrates was condemn-
ed, Plato's Dialogues live on,




Chapter 111

TRAINING OF THE VIDEO ARTIST -
EXPERIENCE IN THE UNITED STATES

Anglola Churchill

Angiola Churchill, professor of art and art education, is chair-
person of the Department of Art and Art Education at New York
University and a founder of the International Center for Advanced
Studies in Art, Her programme in Venice cach summer has been
a catalyst for new movements in art, most notably video art, She
would especially like to thank Carol Ehler and Mary Kenney for
their help in the preparation of this paper,

Video Art

"Now video art is at the stage that photography was at {n the 1930s
and the 40s," Nam June Paik, perhaps the best-known of the video
artists, recently told a reporter for the New York Times Magazine,
explaining the cultural climate for his exhibition at the Whitney Mu-
seum of American Art in New York City, "At that time (photo-
graphy) was recognized as an art form by many, but high art col-
lectors had not been found, So photographers worked in the com-
merical area, Many video artists are also working in the commer-
cial area now, but I think that could change {n the future, "(1

Paik's observation serves not only to {dentify the uncertain
status of video art in the 1980s but also to provide us with a general
working definition of video art - quite simply any form of video that
is not made for commercial broadcast,

That we are In the midst of a revolution in the dissemination of
information has become a commonplace of social and economic
analysis, That we are in the midst of a revolution in the dissemina-
tion of information as it fnvolves and informs art has not yet entire-
ly impinged on our cultural corsciousness,

Thus, although video art has been champloned by major Euro-
pean and American museums and galleries, its position as an art
form remains ambiguously unclear. This lack of focus may be at-
tributed to an absence of "masterpleces' and the critical canon such
a designation reprecsents or it may simply be a part of the general
resistance to accepting any of the technological media as art forms,
viz, the century-and-a-half struggle of photography for recognition,
recognition that has come reluctantly in the past decade,
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Video i8 indeed recognized as a major medium of exploration
and expression - perhaps in advance of any real accomplishment,
The real analogy, then, is not necessarily with the critical accep-
tance of photography or its place in the art ma: ket but rather with
the emergence of a whole new aree of notation such as the adoption
of perspectival drawing, at the beginning of the Renaissance, replete
withi .11 its technical, scientific and philosophical assumptions,

Teaching video art is far from relaying a tradition - but instead
the development of possibilities within a new medium: Video art is
not art made for video but video used as a material or form for the
creation of art,

I. VIDEO AS A GENRE

The purpose of this paper is to explore the emergence of video as a
visual arts genrc; how it scems to operate in much the same way as
the dream in approaching our shared unconscious; what the current
context of video is and how that context i8 shaping video; and what
makes the video artist,

The major topic is the role of video art in education, most not-
ably art education; what film, television and video studies contribute
to the university curriculum; how we see the education of the video
artist; the proposed Master's in Video Art at New York University;
how video art can be understood and taught; the aesthetic criteria
involved in video, the climate for video as an intellectual and artis-
tic discipline; how teaching video art teaches the audience; the new
importance of "self" in video art and the future of video in education,

The tension between video-as-art and television thus far has
been largely a question of content. The video artist has felt free to
explore the technical and aesthetic properties of the new medium
while commercial television has felt the constraints of not only win-
ning an audience but also satisfying the needs of commercial spon-
sors, Until fairly recently, the disparity between the two forms
might have been one of seriousness - art-for-art's sake versus
entertainment,

However, with the advent of cultural cable, this apparent differ-
ence has almost disappeared., Cultural cable has taken over many of
the stylistic effects of video art to broaden the range and impact of
its images., (The immediate analogy perhaps would be the appro-
priation of the Expressionist vocabulary by The Cabinet of
Dr. Caligari with all its reverberations within post-World War 1
German and later cinema., )

The consequences of this wedding of style and medium is parti-
cularly evident in the spots made for cable by the major recording
companies in visual versions of their favorite song lists. The idea
is not a new one since it stretches back to the advent of sound and
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includes shorts made for "juke boxes' in the forties and fifties, A
shrewd combination of advertising, video art and conventional tele-
vision, these spots are willing to exploit every aspect of the video
message for a young, modish highly affluent audience,

The concomitant commercialization and aestheticization of the
media has been characteristic of middle class society since the in-
vention of the printing press, Certainly the paradigm for films,
and probably for television (since both seem to be well-suited to the
narrative form) has been the transformation of the novel, Begun as
a pseudo-diary or series of letters, the novel was expanded and en-
riched to reflect every aspect of the human experience from poetry
to philosophy while the carliest forms - romance and adventure -
persist as the most popular varfants of the genre,

Video as a Dream

‘The work which transforms the latent dream into
the manifest one i{s called the dream-work, The
work which proceeds in the opposite direction which
endeavours to arrive at the latent dream from the
manifest one, is our work of interpretation, This
work of interpretation secks to undo the dream-work,'

Sigmund Freud
Introductory Lectures on Psychoanalysis

The content of television has appeared to be far less important than
its form, Action - the violence of sport or war - has seemed better
suited to the small screen than other more subtle visual explorations,

Peter Wood points out that television resembles a dream more
than any other medium, (2) Television and dreams are essentially
vigsual, symbolic and involve a high degree of wish fulfilment - fan-
tasies, hallucinations, nightmares, Yet both involve an extraordinary
amount of trivial and ephemeral material, charged content that is
quickly repressed and highly topical materials drawn from recent
experience,

Wood sees television as the collective dream life of our culture -
linked to a larger consciousness, a "collective subconscious" that
includes both the creators and the viewers. "A T, V. society pur-
posefully and unconsciously creates its own video world and then
reacts to it,'" This dream life is made real through dramatfzation
that is often telegraphed to the viewer with little or no prior exposi-
tion and contains a multitude of highly ambiguous verbal and visual
symbols that latently point to a world that is more surreal than real -
our unconscious world of drives, needs and desires,

The actual content, the narrative line, is of little or no real
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significance in such an analysis, Of real importance, according to
Wood's interpretation, is the latent content - the disguising of a
culture's needs and wishes in an acceptable television format, By
using a conventional plot formula, we can plant these sharcd mani-
festations in our collective dreamlife, and like a dream we feel re-
assured and even comforted when we awaken,

What is interesting about Wood's speculations is that they take
us into an area of the imagination that is beyond art - the water
stains that fagcinated da Vinei, the metamorphosis of the clouds that
occupled Shakespeare or the phenomenology of fire that has obsess-
ed mankind through the ages, What intrigues us then with television
is not any traditional imagery but television's amorphous analogies
with the subconscious or the dream, Wood's criteria move us away
from questions of worth in discussing video art and open out on the
larger issues of television in our society,

Video in context

Video art began in the sixties then, not so much as a reaction
against television but as a part of the reaction of artists against the
making of objects, The ready availability of video made it possible
for them to work in a form that could not be bought or sold in the
conventional sense and freed them from the irrationalities of the art
market,

Because of the variety of new forms that emerged in the sixtles,
we must also note the ability of video to synthesize these forims
whether by performaince or other mechanically reproducible forms
such as film or photography, The virtues of vidco were its rclative-
ly small cost and its ability to be repeated again and again, AMore-
over, at 1« moment when there was great debate among artists over
documentation and abstraction, video could be abstract or realistic
in its imagery,

Certainly, much of the early video work was environmental,
Small, closed-circuit environments were set up that allowed anyone
who entered the environment to explore its potential, Perhaps,
some criticism of the conventional television format was implied
but the larger significance of this phase seemed to underline the
essentially democratic propensities of the medium rather than con-
front the limits of its programming,

A remark by Andy Warhol, made in the late sixties, and often
misquoted and misinterpreted, characterized the goals of many of
these early vidco artiste; '"In the future", Warhol said, "each of us
will be a star on TV for fifteen minutes", Warhol, who had plunged
into movlies after his initial success as a pop painter, was under-
lining the extraordinary pogsibilities of video to transmit the image
of each of us to an audience that was made up of, unlike the art

4



audience, not hundreds or thousands but literally millions,

Video became a prop for the avant garde on all fronts, The
popularity of video has been foreshadowed by its use in the large-
scale spectacles staged at the 37th Street Armory by E A T under
the direction of Dr, Billy Kluwer and Robert Rauschenberg, when
fmages of dancers were projected, simultancously, onto mammoth
screens suspended from the Armory ceiling, After those events,
the use of video became ubiquitous, A small number of galleries
and museums hired curators and began to form small collections of
tapes,

In 1969, Howard Wise put together the first major video exhibi-
tion in his 57th Street gallery, "Television as a Creative Medium"
allored artists who were only peripherally aware of the possibilities
of the medium to see what other artists were doing, As part of the
general interest in the relationship between science and art, Wise
had put on a series of technologically based exhibitions and eventual-
ly left the commercial art world to become a distributor of artists'
video tapes,

One artist emerged from this milleu whose career deserves to
be treated in some detail since the experiences {t embodies are in-
deed, in large measure, the curriculum for the creation of a video
artist,

The Making of a Video Artist

Nam June Paik, the Korean artist who now works in New York, ini-
tiated "video art" in 1962 when, after a year of experimenting with

a complement of 13 TV sets in a Cologne loft, he put together the
firat video show at the Galerie Parnass in Wuppertal, Germany,
using the doctored sets to splutter and spew a series of unprecedent-
ed tmages, (3

A refugee with his parents from the Korean War, Paik saw, at
twenty, his first television set in a Tokyo department store in 1952,
A student of Arnold Schénberg's work, Paik had immersed himself
in Western music in Seoul and later in Tokyo. In 1956, he began to
work with Karlheinz Stockhausen and his electronic music lab in
Cologne, There, he met John Cage, the American composer, who
told him electronic music was finished and that the future lay in
performance,

"I saw the limits of electronic music', Paik said, "and I wanted
to expand electronic music to include electronic visions',

His subsequent musical performances were often absurd, inten-
ded to shock. Cage wrote that Paik's "work, conversation, perform-
ances, daily doings, never cease by turn to amaze, delight, and even
terrify me'', :

Cage's imprimatur allowed him to push his experiments even
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further after his arrival in New York in 1964, These performances
were a melange of technology, including Paik's Robot K-456, and
nudity, largely in the person of Charlotte Moorman, a young cellist
who agreed with Paik's plan to bring sex to music,

Paik's exhibition this spring at the Whitney - one of the first
American muscumns to feature videco - was in a sense anti-climatic,
Paik has seldom finished any of his video pieces - instead revising
them at whim, His influence has been due more to surprise than
any innovation he has introduced, since he seems persistently un-
willing to stick with any one idea,

As an outsider, Paik has perceived a whole new attitude under-
lying Western civilization, His insights are equal parts of Zenand
technology. Flipping on the seventeen sets suspended from his ceil-
ing, Patik safd in his inscrutable Korean-English accent, "Ceiling,

I think, is the last undeveloped interior space in Manhattan',

Such aphorisms, often improbable, seldom unsilly, at times
profound, have given him the reputation of a sort of media guru,
What {s difficult is the degree to which his work is about the medium,
criticism rather than creation, To identify his position, he recent-
ly drew a diagram for a reporterioexplain why he felt videoart was
half in the art world and half out, Paik outlined two overlapping
circles in peneil, marking one "ART" and the other"INFORMATION",
I’oint"ing to their common area, he told the writer, "I think ITam
here',

As Paik so graphically indicated, the dilemma for the video
artist is not the choice between art and video but the larger problem
of the seeming opposition between art and information, Inasmuch
as the video artist may perceive this problem as central to his or
her work, the problem extends much beyond the usual boundaries of
the artist and the artist's work. As we shall sce, the split between
art and information makes it difficult to reconcile the presence of
video art not just in the larger world of communications but n the
smaller and more limited world of the university as well,

1I, VIDEO ART AND EDUCATION

Does video indeed belong in the art curriculum or should it be left
to the school of communications or journalism? Is Nam June Paik
an artist or a medfa maverick whose work should serve as a foot -
note to network exccutives Roone Alredge or Grant Tinker?

These questions, difficult as they may be to answer, are cen-
tral to any discussion of video art and its new role in art education.
Television, because of its social baggage, has not yet been square-
ly faced by the public schools of higher education. Because it is a
mass media, we have seemed reluctant to analyse or interpret fit,
much less discuss its past or aesthetic underpinnings, e have not
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yet developed a systematic approach to television, even of the sort
we devised for literature or film, both of which were tardily and un-
comfortably fitted into our curricula, For the sake of humanistic
studies, literature did have its author and film, although a team ef-
fort, eventually acquired an author,

Is there a video artigt or is television yet another form of mass
manufacture, a product of a particular version of the assembly line?
Video art implies the radical notion that an individual artist is indeed
at work and all the theories, history, and analysis that we have built
up about the visual arts in the past five centuries might effectively
and profitably be applied to this new medium and those who work in
it,

Those of us who teach courses in the history, criticism, and
production of video art are astonished by the amount of knowledge
and sophisticated judgment that our students bring to the studio and
clagsroom, Theyare far more willing to handle the touchy subject
of television, than we are, What they are waiting for is a deep and
abiding analysis that is possible only when an adequate vocabulary
and history are established, Behind the camera, they are deeply
involved in the why of what they are doing as well as the how,

For this rcason, video art is becoining a subject of humanistic
study on every level - from the public school classroom where it is
probably the most ready and accessible of the visual arts to the most
advanced study by the critic and artist,

What I am most concerned with then, is not the teaching of a
new approach to television - although video art is certainly that -
but the consequences these courses will have on all levels in the use
and appreciation of televisi~n, Studio art, particularly video art,
is not taught without reference to the rest of the curriculum, how
teachers are trained, and finally how individuals will use that new
knowledge, The intellectual, moral and political responsibility is
enormous not just because we are helping to formulate a new form
but a new form that for the first time in the history of the visual
arts has a potential audience of millions,

The crisis, then, for educators is not just the introduction of
a new medium, but a whole new approach to the dissemination of
information in which the information becomes its own communication,
Television already threatens the old knowledge banks - the museum,
the library and the university, In the past, knowledge was fragmen-
ted, the sacred precinct of experts and authorities, Those experts
decided how that information would be dispensed and who would re-
ceive it, Institutions grew up around this process - centralizing the
experts and the information they hoarded, The computer emerged
as the last, most advanced version of this process - stilla library
of sorts, Cable and narrowcasting have irrevocably revolutionized
this process, Potentially, all data can be accessible to everyone,
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Because television is a visual medium, for the first time, in-
formation will be available to the illiterate, even to those who are
economically deprived or do not speak a dominant language., Even
more pervasively than McLuhan predicted, the verbal or written
word i8 bel» replaced by the visual image,

What I would like to argue is that we concentrate large portions
of our resources into training individuals who are critically and
historically alert to both the limits and accomplishments of tele-
vision, Some of those we train will become artists, others critics
and teachers, but the vast majority will make up the audience, Who
can say that such a discerning audience will not have its important
and lasting effect, We have already witnessed the worldwide bene-
fits of increasing literacy, Surely, such visual literacy will have
its equal if not surpassing benefits,

Filin Television and Video Studies in the United States

In 1980, in the United States, there were an estimated 7, 618 courses
offered in film, television or media, (4) This figure included 3, 991
film courses, 2,532 tclevision courses and 1,125 other media
courses, In film, 2, 770 courses were offered for undergraduates,
335 for graduates and 886 for both undergraduates and graduates,

In television, there were 2,018 undergraduate courses, 178 grad-
uate courses and 336 courses open to both graduates and undergrad-
uvates, Inthe area of interdisciplinary media courses, there were
774 undergraduate courses, 205 graduate courses and 176 courses
open to both levels,

At the institutions surveyed, there were 3, 126 faculty members
teaching in the area of film, television and media, Of these teach-
ers, 2,034 are full-time faculty members while 1,092 teach courses
in film or television on a part-time basis,

Again, in 1980, 16 schools offered doctoral level work in film,
76 offered programmes at Master's level, and 227 offered bachelor's
degrees, Twenty-eight schools offered associate degrees in film,

In television, 12 schools offered Ph, D, degrees,71 granted Master's
degrees, 252 bachelor's degrees and 60 associate's degrees,

In addition, many schools in the United States granted degrees
in related or interdisciplinary areas such as media, mass commu-
nication, education technology, etc,, which involved the study of
film and television, Among the schools surveyed, indicating that
they offered related degrees, 17 awarded doctorates, 38 Master's,
81 bachelor's and 33 associate's degrees, 209 of the schools sur-
veyed offered film and for television courses but no degrees in either
of these areas, Students were able to major in a related area and
minor in film or television,

Thus, in 1980, 44, 183 students were pursuing degrees in film
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or television or in a closely related area, Television students ac-
counted for 23,356 of these, film majors, 12,526 and students ma-
joring in related flelds, 8,301, Approximately, 200,000 students
as non-majors were taking courses cach semester,

Relatively few of these courses were offered by art departments
and virtually none were offering video art courses as such, None
offered degrees in video art, New York University's video art
courses were unique but the proliferation of general film and video
courses within the university at large was not, At New York Uni-
veraity, film-as-art courses are offered, but both the Institute for
Interactive Telecommunications and the Department of Communica-
tions do not involve themselves with cultural programming, Video
art, now a staple of Soho galleries and alternative spaces, is taught
only by the Department of Art and Art Education, But even then,
what video art means and intends needs to be more carefully defined,

Educating the Video Artist

I am the chairperson of an extraordinarily heterodox department in
one of the largest private universities in the world, Our emphasis
is on art education in all its aspects and we have made our studio
courses the core curriculum for all the areas in which we now work,

We have found that emphasis on practical work produces far
greater autonomy in our students than any other method, The ver-
sions of this technique we use may now take on exceedingly subtle
variations in regard to video: for research in folk art and other
living traditions, we may duplicate the process of a craftsman to
understand a particular artifact or use video or photography to rec-
ord our research, Or we may (in the musewn field) learn to "forge"
or copy techniques or styles to understand better conservation and
preservation, again using video or photographic documentation, In
art therapy, we may record on video the work of a child or a group
sesslon, Students who are learning to develop audiences for gal-
leries or museums may put together video advertising spots, This
is part of what we call "video literacy”, We want our students to
have it but it is not video art,

In our art education courses, we emphasize the use of visual
resources outside the classroom to develop greater awareness among
children of the world around them, Video has proved to be a pri-
mary tool in revealing to them all aspects of the environment, We
were the first to offer a visual information systems course to those
who are involved in all ureas of visual arts management, Video-
tapes and discs were obvious tools for such information management,
\We have sponsored workshops demonstrating how video and other
visual media can be used to interpret the programmes of museums
and other institutions, e have worked to get the ideas of artists
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and other members of the international art world on tape, Recently,
our students put together a series of fifteen prograinmes for public
access television to show the impact of the visual world on the urban
environment, The Invisible City focused on how the city is a colla-
borative work of art in which we all participate, Vidco program-
ming plays an important part in our curriculum but again it is not
video art,

We offer a range of experimental courses that impinge on pro-
jects that various artists have undertaken in Soho and Tribeca - our
"eampus", In one of our environmental design seminars, the semi-
nar looked at video as architecture, Video has been an important
adjunct to the various meetings and symposia Jorge Glusberg has
put together for our Interpational Center for Advanced Studies in
Art, Anna Canepa, one of the first internationa!l dealers in video
uses a wide range of videotapes in her survey of video art, Video
is an important component of our modern art seminars, Analysis
and criticism of video Is central to our teaching but once again, not
video art,

Video art as video art became a specific part of our offerings
two years ago when it was first taught as one of the courses in our
Venice programme, Venice has always seemed privileged among
our programmes because for the student it so successfully brings
together past and present, with all the freedom of a suminer school,
Our Venice programme is limited in enrolment, The courses offer-
ed range back and forth over the entire history of art and studio
concentrations, including glasswork. The emphasis of the Biennale
on new art made Venice a fine setting for young artists wanting to
work in video, The more relaxed atmosphere and the fact that we
were virtually alvays in school, made it possible to give far more
individual care and direction to each of the student-artists, More-
over, because of the dircection of the programme, they understood
the overlap in what they were doing in painting and sculpture,

However, another dimension of Venice proved to be equally
significant - the city itself, Venice is an extraordinary orchestra-
tion of light, and through the use of video, the students began to
recognize and depend upon this studio-city not just as a source of
inspiration but as the content of their work, They saw, as the Vene-
tians have, from the beginning, the suggestive power of the "city-
as-performance’, Nothing stops in Venice. Even moments of
silence are filled with the play of light,

These "sketches" of video were brought back to New York to be
refined and edited, The acceptance of the programme and the work
that came out of it, resulted in the careful evolution of a video art
programme that could be offered in Manhattan, The programme was
designed to be a "terminal" one in the sense that the M,A, degree
represented a full mastery of the technique and that a Ph, D, was not
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offered, Here then is a description of this degree with details of
cach of the proposed courses:

M, A, in Video Art

The following programme has been structured for a atudent with a
typical B, F, A, or for an advanced student who has already acquired
some professional experience, Particular attention is paid to pre-
requisite undergraduate studio work and courses in art history and
criticism, A portfolio for videotape viewing is required, The curri-
culum plan is divided into four arecas: Background courses; core
courses in video art; tool courses using video art skills and tech-
niques; and electives and internships to enrich the video art studio
concentration,

Background Courses:

Modern Art Seminar

History of Photography

Movievision

Survey of Cultural Broadcasting

Documentary Photography and Film

Survey of Contemporary Photography and ldeas

Core Courses:

Art Video I

Art Video 11

Advanced Art Video
History of Video as Art

Tool Courses:

Documentation of the Visual Arts

Visual Arts Programming and Broadcasting
The Artist's Career

Information Systems

Visual Arts Markets

Electives and Internships
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Background courses were created to provide students with a
thorough-going background in the history and issues of modern art
and the role of video art in it and the mass dissemination of culture
through broadcasting,

Modern Art Seminar deals with newly emerging issues in the
visualarts, This seminar allows video artists the opportunity to
see the conflicts in their area in terms of similar conflicts in paint-
ing and sculpture,

History of Photography explores the aesthetic and the scientific
ideas that shaped photography in terms of the work of major artists,
Students are encouraged to work with early techniques and "copy"
the fmages of the figures discussed, as well as produce a eritical
paper,

Movievision approaches the history of ‘ilm exclusively from
the standpoint of the visual concern of the director, art director
and cameraman, The visual trademarks of the major studios and
eras are covered in depth,

Survey of Cultural Broadecasting traces the spread of ideas
since the invention of the printing press to the popularization of high
culture by television, This survey discusses the question of "high"
and "low" culture and the role of television in popularizing the arts.
Examples are shown from Omnibus, Playhoure 90, and the Firestone
Hour, ete,, and the point-of-view, and broadecasting techniques are
analysed,

Documentary Photography and Film discusses the celationship
between soclal ideas and the use of photography and film to prove
or establish certain facts from the manipulated Civii War photo-
graphs of Matthew Brady to doctored Viet Nam news footage, The
history of graphiec documentation is carefully covered, highlighting
the contributions of Muybridge, Darwin, Benedict and Strand and
their unique contributions,

Survey of Contemporary Photography and Ideas deals with the -
great wealth of new techniques and thinking as photography has be-
come more widely accepted as an art form, This and the other
courses in film and photography indicate one major aspect of the
background and development of video art,

Core courses centre on the actual specialization of video art, The
studio courses can be repeated and emphasize increasing levels of
skill and sophistication in video art,

Art Video I introduces the most primary skills in the use of
video - how the camera works and how the image is received on the
T. V. set, problems in making live recordings and the use of editing
to produce coherent video statements,

Art Video II provides skills in the use of synthesizers, genera-
tors and computers in creating abstract images, The differences
between film and video art are emphasized,
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Advanced Art Video allows the student to work on specific pro-
jects with the guidance of the instructor, Studio eritiques are given
by artists, curators and dealers, Finiched tapes are aired on pub-
lic access television and presented in the university galleries,

History of Video as Art revolves around critical theories that
have emerged with the widespread use of video art, This course is
usually taught by a video critic or contemporary art historian,

Tool courses have been developed to provide specific support and
information for our graduate students who are seeking professional
careers In the visual arts,

Documentation of the Visual Arts introduces the various tech-
niques that are used to record the arts, from slides and transparen-
cies to video-discs, The student acquires rudimentary skills and
professional standards,

Visual Arts Programming for Broadcasting with its workshop
format is open to both studio and non-studio majors and offers train-
ing in both broadcasting and narrowcasting, The purpose of the
course is to provide visual arts students with enough experience to
plan effective and informative programmes, especially for public
service and public access television, Video art graduate students
offten serve as producers and directors for the programmes gen-
erated in this course, (This course may also be repeated),

The Artist's Career provides prototypes for the various stages
of development in the artist's work life along with information about
legal questions, tax laws, health hazards, and housing problems,

Information Systems and the Arts demonstrates how various
forms of the new technology can be used to widen and deepen the
public's awareness of art from word processors to highly complex
interactive systems that both inventory and interpret museum col-
lections,

Visual Arts Markets presents marketing statistics and techniques
for the visual artist, showing how publicity, promotion, and adver-
tising can be used to capture the art market, The focus is on the
artist as a small businessman/woman and the entreprencurial skills
needed for the future.

Internships. We place great store on internships, Four internships
are required for video graduate students - internships that are geared
to strengthen and complement already existing skills, Students may
choose to serve as apprentices for video artists or other visual art-
ists or they may decide to learn about commercial broadcasting or
acting as a representative for video artists, Internships with more
than 300 organizations, individuals and institutions are also available,
Because of its size and the amazing spread of its offerings, New
York University alsq provides an extensive choice of electives that
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are well supplemented by lectures, symposia, and panels, More
than 500 students attended a recent cross-disciplinary seminar on
"Cable and the Future of Culture' that brought together top-level
muscum people, network executives, independent producers, and
visual arts administrators, The next day, another crowd filled Vito
Acconci's lecture on his work with long excerpts from his video-
tapes,

The outline of our proposed courses in video art, a curriculum
parallel to our other Master's programmes in studio art, indicates
the range of our concerns - the intersection in video art, as Pailk
pointed out, of art and information,

111, UNDERSTANDING VIDEO ART

I'or the past thirty years, commercial television has made popular
culture available to audiences around the world - audiences that
most often had not been initiated into the vocabulary of twentieth
century arts, even by the mass distribution of films, In the 1960's
when portable cameras were first put on the market, commenrcial
television was freed from the studio and could move casily into the
gtreet and battlefield, and artists began to produce their own works
using a sensibility that was derived more from the world of galleries
and muscums than the commercial tube, As we have seen, there
was widespread experimentation in all the arts, and technology
seemed to be the banner under which every area of the arts could
move forward, We have been speaking mainly of images but we
must also remember the sounds and other effects generated by syn-
thesizers and computers,

The critical and intellectual basis for video art did not grow out
of cominercial television but rather found its roots in conceptual art,
The language that video artists used, came out of ideas that had
sprang up in Minimalism and emphasized thought and thought-in-
actlon, Four major areas emerged in the carly years of video art -
arcas that defined these fornis of art in terms of content rather than
style, Documentary video grew directly out of the Minimal interest
in documentation, usually photographic, that gave the document the
actual status of the work of art, Documentary video, with tradition-
al film and photography as its antecedents, was characterized by its
emphasis on facts and a clean-cut focus on people, places, and
eventis,

Performance video, on the other hand, took a far more subjec-
tive approach to its sulriect matter - a direct extension of the tech-
niques and aesthetics of the carly sixties "happenings'., These per-
formances were often presented in a conventional narrative form or
were porhaps framed by an autobiographical "I' through which the
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activities of a person or group wore seen, Synthesf{zaod videotapes,
often computer-goenerated, relied almost entirely on offects pro-
ducod electronically, Their tmagory - ranging early on from Op
Art to electronic games - roferred most directly to video-as-
medium,

Porceptual video reoflected the most advanced cybornetic theo-
ries and how thoy rolated to the human nervous system, This form
of video seoms to have concentratod almost entirely on the poraonal
and public environment, investigating tho interaction of the self and
soclety,

These four approaches to video form the basis of our video avt
studio curriculum, All four forma depond on the same hasic tole-
viaion technology: olectrons hombard the tolovislon screen and ap-
pear as a carofully programmed sories of dota spreading across
the acreen in alternato huea to form the tmago, This {8 the funda-
montal brush-stroke of video art as tho eloctron "gun' rapldly fives
dots down tho standardized 625 lines of tho Ameorican screen - a
acanning procoas that takea only ono fifteonth of a socand to complote
two swoopa down tho alternatn lines,

Thoe tochnology of video {a algo very difforent from that of film,
Tho fndividual frame of the film {8 exposcd and the tmage {8 dovolop-
od chomically, Thoroe arve no images vigible on a videotape until thoy
ave playad back on a machine,

The Video Acathetlc

" .. Innovations in technique clearly are symptoms
of aomo kind of ahift In conaclouaness, In that sonso,
tochnical invontion doos function as an early warning
syastom to alert us to the probability that a new kind
of content s forcing, or porimitting, or suppesting,
now processos by which to express it, "

Rosalind Kraugs
"Magleians' Games, Decades of ‘Trangformation”,

But what comes firat, the technology or the consclousness - or does
it matter? Is it poasible that they are inextricably linked and the
riddle i{s unresolvable?

What did the advent of video cassottes and cable portend? Today,
atill only a small percontage of the population own video cassette
recorders, Inthe U,S,A, 30 millon homes have television but only
3 milllon own video cassette recorvders, Twonty-one million homes
are wired for cable TV, Vidco art has the potontial to be marketed
and to have entry to the home but it {8 being pre-cimptod by the explo-
sive growth of now cable networks offering erotic entertainment,

85



"Of all prerecorded video cassettes sold, betweon 21% and 50% are
ox-rated, according to Industry sources, \Whena soparate network
devoted to sexually oriented films has boen offered through a cablo
television system or as a late night addition to a subscription tole-
vislon service, the percentage of subscribers, willing to pay the
oxtra monthly chargo, rojgularly exceeds 50%, and hasg reached as
high as 95%, "(5) There 18 genoral agrecomont in tho industry that
cable telovisfon will eventually bo the largest and most financially
advantageous outlot for sexual entortainment in the American home -
the video dream, an erotic ono?

Tho artiat making video art will have some more competition -
perhaps oven more than he has had from the commoreial TV of pre-
somt years, However, because the queation of public access to cable
telovislon emergod in citles across tho country, loecal franchise
agroomonts requirod cablo ayatems to mako available a cortatn num-
bor of channols at mintmal charge to anyone who requested them,
Thuese channels have provided the video artist with the first real
contact with a gizablo publle,

The video aeathotic, then, will appareontly he closely ahaped by
tho domands of tho nurket, Video history will moroe clogely parnl-
lol the emergence of fllm than teloviaton - early oxporimonts by
Fdigon and Méliés wore not unlike Patk and his confrdres, The film
acsthoetie, unlike tolovision, was not shapoed by popular regponse bhut
by the tasto of tho distributor,

Jupaneso oxports havo found that the offectivenecss of the mass
madia hasg, {n tho last doecado, beon declining vrathor precipitously,
Covtainly, Amorican television has lost somoe of {ts most influential
and affluont vioewers but it 18 unelear whether cable haa captured
thoimn, A Nellyen syatom has not yet heon doviged for cable,

The contont of video, the shape of vidoo, aroe atill basically in-
choate, The vidoo acsthetic must take into account not just the high-
ly exporimontal technieal phagoe that Patk inftiated in 1062 - twonty
years of manipulating the new medium for avant-garde gonls - but
also the newly acquired role of video-ng-entertainment and informa-
tion an cable,

Certatn ae .thetie qualitics seom to hold true in both uses of
video:

Flufdity: Video can treat space and time, ina dynamie, hotevo-
genous way, to Indieate the open organie, unpredicative charactor
of lifo, Once synthesized with sound, space and time offer a total
range of experience,

Time; In video, tho action unfolds in an order which {8 con-
trolled by tho artist and cach part i3 allowed the weight the artist
wants to accord it,

Sound: Human voice, music, real sounds underscore the mood,
The genge of hearing augments that of sight and sound,
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Participation; The fourth dimension of our expoerience added
to video creates the intimate world in which, through viewing, we
become involved as participants,

Thus, the means for making an {imaginative statecment of the
multidimensionality of modern life experience exist in the medium
of video,

Life 18 used to record events and situations without editing to
suggest the actuality of life,

Technical oxplorvations, video's visual vocabulary: Obvlously,
many dovices are possiblo with film, Tho difference is the Inherent
dfference between film and video, Video differs from film because
it 18 tape and can bo used again, The video acsthetic dopends upon
the use of the TV surface - blurred, fuzzy, always breaking up into
its components, The high degree of quality of dotall posaible In film
ia not possiblo in video, A middle shot 18 as far back as onoe can go;
long shots fall apart; closc-ups aro hest, The great floxibility of
video lies In the following apocial offects which may take months of
offort ina film:

= a highly dotalled face digsolves into a blur of phoaphor at the
twist of a dinl,

= inducing tho viower's eoye to dart from here to thore and thus
build relationships and meanings through associations, much
as ina collage,

- pausing for closo inapection

- scanning as In a panoramic viow

- catching trunsitory glimpsos

- racing or spoading up tho film

- alow motion

- geoing an act backwards

- bluarring passages

- 200 ghots

- blow-ups

- tilting for odd angles

- distortions

- usgo of strohoscoplc offects

- photo-montages of super-{mposcd or contingenous images

- kaleldoscoplc effects

- disjointed sequences

- fade in/fade out

- cut {(an abrupt change of image)

- the wipe - pushiug the image off the sereen by another

- double-exposure

- gplit-screen

- lapsed-timo photography

The video artists' materials are light and colour; space, time
and sound, Space and timoe can be altered by editing a seriea of
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shots in sequence, Through editing, a succession of images can be
composed and contrasting and harmonious relationships established
at will,

Video {8 primarily a pictorial rathor than a vorbal medium,

It can, therefore, communicato in a truly visual manner, {na con-
crete non-rational way directly to the human sensibilities, It opor-
ates as In real Ufe in five dimonsions simultaneously: vertical,
horizontal, space, time and sound, Because it {8 a medium with
the greatost potential for roproducing lifo, it is appropriate that its
subjoct matter bo reality, But ultimately, since films /tapes ave
taken by individuals, tho work is the resull of each person's percop-
tions and thus fmagination - cholco arbitrates tho real,

Tho works of tho avant-gardo video artiats depart from tradi-
tional narrative methods and bocome {ntense oxpressions of peraon-
al attitudes, psychic states, difforent subjoct matter, abstract ex-
plorations, NMany are wary of an over-emphasis on techniques,
Some let the camera "do {ta own thing" - opening the lens and leav-
{ng {t, Othera hold the camera, carofully solocting {mnges,

The Video Clmate

Until this year, in tho United States, there were not many outlots
for video art either on broadeast or parrowecast channels, But now
another phenomenon has get {n, with cable corporations across the
country allotting up to four chamels per community for public ac-
cons, This will mean that for the first time outalde galleries and
mugeums, there will be a chance for an extendod public to e the
work of n vast range of video artiats, David Ross, one of the most
influentinl of Amorican video art critics, has obgerved that "video
works created with an understanding of the nudience, oftoen scem out
of place in the contoxt of anart gallery - the works hecomo filmie
(in dellvery) and their orlginal intention s perverted, "(6)

Puble nccess channels will do much to clarify this "intontion"
by providing video art with its greatest possible exposure, Clearly,
works made specifically for television, pure oxperimentation, high-
ly subjective porformance and communication, and video environ-
ments will aggumoe extraordinarily different significance when they
have moved from the relative privacy of the art worll to the publie
arena,

Two radically different and clearly opposing points of view have
emerged in video art eriticism, One sees the modium as a fully ap-
propriate ono for artists to work in and cinphasizes the electrontc
and technological nature of video art, Such a marrow focus in terins
of lnnguage and the video event have produced little in the way of
significant writing or critfcism, "With a lack of references, history
or shared objectives’, Stuart Marshall remarked about this
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phenomenon, ", .. it {8 predictable that artists begin from the de-
ceptively benign artist /video equipment confrontation, not only in
an attempt to discover what they can do with the modium but algo to
discover what the medium doea to them, '(7)

Such an approach, we found in our yeavs of teaching video art,
does not work, Naive and aimplistically dangorous, self-involved
video neither recognizos the atrong aesthetic element in visual do-
sign and its lnk to history, nor doos it scok to use tho communica-
ttons function of video, as well, Beyond the "nuts-and-holts" level,
apace and timoe are far moro the matorials of video art than the
mechanistic breakdown into points of light, ote,

This approach to the "how' of video art may also concenla high-
ly tmportant "why"t Sue Hall and John Hopking have asgked the video
artist to conslder the queation "shouldn't democratization of culture,
and in our case tho liboration of communications tochinology forr puh-
Ne accesa, be an intogeal part of our actual art activity?"(8) The
widespread use of public accoss toloviaslon has glvon this quostion
far more reolovance, Yot, what scems most proagsing {n those con-
corng {8 the recopgnition that tho politics of video art have not been
fposed from tho outaide but aro part of the medium itsolf,

The following are some of the questions we are mulling over
with regard to video art: Who owns the tmages? ‘I'o whom does in-
formation bolong? In the communicntions process does the audionce
relate to the artist, the modium or the scoro of the rondeant {, 0,
the cable, channel or other exhibitor? What does video arvt have to
sy about the traditfonn] elte fnart? What s tho mnjor function of
video art as art o1 information? The answers to theae questions
have nlready beon touched upon hero but tholr relevance continues,

Becaude video art {8 an art form in crention, the terms of ita
analysis and its formation are nextricably Hnked, One of the most
powerful images of video nrt rematng Nam June Patk's Video Buddha,
the fmage contemplating itgelf - thousands of years of {ntrospection
subsumod and inforined by technology,

What is the preponderant effeet of the video tmage - the eloce-
tronle function of the equipment or the human interference?

- Avre the tmages abstract or concrete?

- I8 the screen overloaded with images or Is there a mintmum

of Information?

- Ia the timo real or created?

- What shapes the content - editing or the length of the tape?

- What role does the past play in the tapo?

Hasg it been imposed or edited in, or is it stmply reforred to?

- I8 the tape open or cloged in the sense of the aundience's ac-

cess to {t?
- Are we fnvolved in the process or in the product?
Boyond the immediate questions, there are also the timplied
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questions about tho future's undorstanding and approhension of video
art, Jam June Pailk has suggested that the video art of the future
takes on more the character of music a non-consecutive serioa of
images that can be turned in at random,

Video Art, Video Audience

Video art doos not oxist until it {8 being watched, Teaching video
art must proceed on the premise that the video artist and the video
audience are being created simultancously - ono cannot he educated
without the othor, The various lovels at which video can be taught
and the methods for teaching video art arve the subjects for another
paper, Video art can he used with overy age group and at evory
lovel of sophistication,

Hore are some suggesations for tochniquea that might bo used to
introduce video art outs{do tho usual studio situation, Portapaks
have becomo a wideapread part of publie education, as well as of
museums and galleries, The basic black and white portapak makes
ono technique caaily avallable and multiplo cameras and a apocial
offocts gonorator widan the rango of oxporhmental effocts, Howover,
don't Hmit your oxperfinents to tho technological, Use the camora
and screon directly as oxprossive instrumonts, ‘I'ricky offocts are
caglly obtained but what apons vidoo up {8 tho oxprossion of any por-
gsonal foolings ov attitudes, These oxproassfons may seom awkward
at firat, but their sincerity will cause tho audionce to rocotvo the
mesango that is boing transmittod,

By uging the following veadily recognizod toehniques, tho atudont
video artist can utillze video th now ways as a highly oxpressive avt
formt

- Try somo tricks with porapoectivo; pliy with shadows and
volumes in now juxtapositions; learn nhout the rhotorical
power of angles in sotting up shots,

- Make a totally abatract tape that doos not contain any roc-
ognizahle natural forms,

- Contrast porformances that are contained entirely within the
framing scrcen, DPervhaps {nitial work should be done with a
puppet stago, Fxperimont with Hghting to difforentiate or
combine the performance with the background or get,

- Use the performers as visual cloements rather than actors,

- Photograph related pattorns and orchestrate thom into visual
musie,

« Search out unseon bhut common sights In the environment,
Again, this may be a mattor of angles, look up, look down,

- Try to suggest other senses than glght through images - taste,
touch, smell,

- Assomblo a visual autohfography to be told In tmages rathor
than words,
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- Visualize a favorite song or poem,

- Suggest a whole experience, such as sorrow or happiness,
with a fow objocts,

- Project the spatial component of tdeas and feolings,

- Study a placo or bullding with the camera to understand its
changlng atmosphere, the omotions suggested by light and
shadow,

- Create visual collages that relate oithor abatractly or con-
crotely,

- Orchostrate a plece of musle with visual images, Then,
change thoe "meaning' of tho plece with a whole now sot of
fmages,

- Uso the gonerator to produco a tape of abstract {images that
are related to subjects in naturo auch as tho chango of sea-
sona,

- Uso the hody as a landscape and photograph lt carefully,
rovealing the totality only at the end,

- Triek tho eye with detatls that are taken out ol‘ context,
ofther greatly magniflod or greatly voducod,

Tho concopts that thogoe projocts repredsent are fafrly sophisti-

cated ones bhut tho leasons thoy teach will, with practice, polnt toa
koon undevatanding of tho possibilitios of video as art,

The Solf ag Video Art

The performancoe asgpoet of video avt has opened up an aren that has
great relovanco to art edueation in gonoral, Tho presontation of the
solf hag played an integral vole in all modoernist art, This thome
with ita many splondid variations, its many levels of comploxity and
meaning, {4 accessible to all ages, Although the techniques diffor,
the ingights and experiences from such projoects will carry over into
evary area of art,

One of our first oxperviments in this area was a modora art
sominar, '"Yo, Self Portraits and Autoblographiea, that explored
the ugo of tho self In the avt of this contury from Pleasso (whose
solf-portraft Yo carned 5,3 millon dollars, the highest suin cver
pald for a twontleth century painting) to Vito Acconcel (whose art has
beon almost totally self- nlmorlwd) Introductory lectures covored
the varlous aapecets of the depletion of self, and seminar participants
made presentations on the uge of autoblography in the work of vari-
ous artists,

Thefr sominar project was to produce a self-portrait on video-
tape to be viewed In the lagt seaslons, The approach to theso auto-
blographies was fairly well divided between documeontaries, per-
formancea, and abstract statements, The atudents participating
rangod from pafnters and sculptors to liboral arts majors, The
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relative case of the vidco technique allowed them to experiment with
great flexibility,

A similar approach underlies the core curriculum for Advanced
Video Workshops designed by International Arts Network, New York,
and {8 reprintod hore in externo, This format can be expanded or
simplified and the twenty or so video artistas working with the Net-
work feel free to improvise, change or add, according to their needs,
The International Arts Network, partially funded by the Rockefeller
Foundation, was begun in 1976 because of the lack of video art
courses, per 86, Douglas Davis, video artist and cultural journalist,
18 the group's artistio director, "Our emphasis {s on softwarec",
said Jane Bell, "What we're looking for is the idea rather than the
technology", (9

1V, ADVANCED VIDEO WORKSHOP

Concept

Tho vidoo camora s a poneil, Though it has {ts own Inhoront virtuos
and vicos, as dooa tho tiny scroon upon which {t s seon, tho camora
can boe used by any one of us for any rcason, aosthetic or porsonal,
Tho TV screon s indeod a blank shoet of paper, to continue the mota-
phor, We invito cach artist, cach studont (young, old, trained in
studlo art, art history, flilm, engincoring, philosophy, experienced
in video or not) to make it his own, Weo do not share the completoly
undevstandable conviction that "video" {8 a hermetic art with its own
unique language and mystical implications, It is rathor an {nvolved,
ongaged art - Involved in the development of contemporary art and
ongaged, finally, in the immediate needs of whoover {8 using or
watching it, Kvory known form of art can find oxpresaion in video -
concoeptual, porformance, narration, even pattorn painting, Video
ig a tool, a mecans to an ond, however oxtraordinary,

The workshops ave not obseased with technology or technique,
Thoy are obsessed instead with ideas, Ve insist on reading and re-
searvch as well as oxorcises with the camera, Weo try - in tho carly
muotings - to acquaint the students with somo of video's peculiar
characteristics, much as a master printer would delineate the dif-
ferences between lithography, etching and silkscreening, We also
try to show videotapes that {1lustrate these charactoristics, produced
efthor by well-known artists or by students proviously enrolled in the
workshops, But gradually the emphasis begins to shift toward exer-
cisas porformed by the student himself fneraclf, We try to discover
what the student's objectives are, as opposed to the medium's,

In the last few weeks, the workshop {8 totally involved in thinking
about and preparing for the broadcast or cablecast, The student {8
askcd to "draft" his final tape for this work, both on paper and via
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the camera, When the visiting artist and the class jointly agree on
the shape and nature of this "last" work, the workshop ceases to
exist, Each student works on his own - for soveral weeks or a
month, The broadcast 18 produced and directed by the studonts
themsolves, The visiting artist roturns for the broadcast itaelf and
a post-modern session in which the students (hopefully) reach con-
clusions about the meaning of hroadcasting and the relationship of
their work to that meaning, (10

Syllabus

Tho most practical way of oxplaining how Workshops have been con-
ducted by Douglas Davis in the past 18 to show you an actual syllabus
proparod for the rocont highly condonsod one-month "short symester"
at SUNY Purchase, Tho visiting artist {8 by no means ordered to
follow this schedule, We oxpect and hope that cach teachor will
bring his or her own uniquo emmphasia to the teaching of each work-
shop, But it 18 highly advisable to inaist that somo basic iasues he
covered in cach workshop, such ast Time, lived and taped ,,, the
difforonce betweon tho privato, or home porcoption of a broadeast
videotape as opposed to the public, gallery perception,,. the pre-
sontation of the self heforo the cunera, as oppasod to the unself
preforred by the networks ,,, Douglas Davis announcod himself wil-
ling and ready to discuss these decislons with any visiting artist at
any timeo,

Advancod Video Workshop Schedule
(specific dates subject to later change)

Classos Proparation

Jan, 8 Introduction

Jan. 12 The Message Is The The Unseceing Eyo
Modium Brecht on Radio (1832)
Bnzonshorger, '"The Politics of
Liberation" in The New Telovision

Jan, 16 The Private Space "F{lmgoing /Videogoing" In Art
Begin to talk about culture, Vito Acconct in The New
scores [proposals Television

Jan, 19 Face the Camera/live
in the Screen, Studlo
exercises
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Jan, 22 Play first student tapes FIRST TAPES DUE (indoor-out -
The Publlec Spacet In-  door, 3 min,each), Ingrid Wiegand,
stallation and Gallory  "Video-space' in Now Artiats
Assign sccond tape and  Video, ed, Battcock, Selected
proposal artista checked in contents of Vi-

deo Art, ed, Schnelder and Korvot,

Jan,26 Time, Live and Taped ['roposal for second tape or tape
Discuss tapes andfor ftself, Reading to be assigned on
proposals 1/22

Jan, 29 Optional class: Open Socond tape duo
for tapo viewlng only or Optlont Rosalind Krauss, "The
Self /Unaelf Aosthetics of Navelssism" in Now

Jan,31  Discusa individual Proposals for broadeast due
broadeast proposals and
stractwre of enthre pro-
grivimmo

February
A Joint clags visit to tho studlo where final production of some
tapes will take place, inorder to underatand what tochnleal
possibilitics (from split serceons to live porformance) are open
to usg,
Final work completeod on the hroadeast tape or performance by
Maveh 1, (Feb, 16 (n the case of those who want to work with
the rented Sony 1610 color cameri at Purchase; that's when {t
goes away, ke Cinderelln),

March
The Broadeast takes place (probably on Manhattan CATV)

EXERCISIE ON JAN, 19, Stand before the camera with o large plexi-
glags gereen betweon you and one monitor heside the camera, an-
other buslde the screen, faced toward the vight-hand wall (this latter
may not he available at Purehase), look ut yourself in the monitor
and think about the relatinnship (if any) of this tmage to the mirror
fmage ,,, find the edges of the screen with your fingor ,,, look at
yourself in profile ({f possible without the second monitor) ,,. facing
the camera, try this time to sce (in your mind's eye) someone beyond
the sercen, on the other gide ,,, whisper something intimate to him/
her ,,., make contact with this porson, SOMEHOW,

Your performance can be taped or not, as you prefer, [ hope
we will have some tapes to look at later,
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Suggested Reading 1.4st

Arteulture: lissays on the Post-Modern, by Douglas Davis
(Harper and Row, 1977), Cf. "Filmgolng [Videogoing" and "Post-
Modern Form, "

IMuminations, by Walter Benjamin (Schocken Books, 19G9), Cf,
"I'he Work of Art {n the Agoe of Mechanica) Reproduction',

Noew Artists Video, edited by Grogory Baticock (Dutton, 1978),

TRadlo as an Apparatus of Communication”, by Bertolt Breeht
(1932), Xorox available from Douglas Davis,

Raida_ and Reconstructions, hy Hans Magnus Fnsenshergerp
(luto Press, London, 1976), Cf, "The Induatrinlization of the
Mind", and "Constituents of a Theory of Media',

The Now Televisian, odited by Douglas Davis and Allison
Stimnmons (MIT Press, 1977),

"Video: Aesthotica of Narcissism', by Rosalind Krauss,
Qctober, Vol, 1, No, 1, 1075,

Video Art, cdited by Ira Schneldor and Boryl Kovot (Harcourt,
Brace, 1076), %

V. THE FUTURE O) VIDEO ART EDUCATION

Video art, then, hecomes not just a timely adjunct to studio coursces
already being offeved, but nocore of experiences and {deas that open
out on every nrea of the vigual avts, Beecause of the poasibility of
{nstant playback, studonts are able to analyse and digoat {ssues that
might otherwise have taken years of training and thinking, Video
art {8 an excellent tool for teaching critienl thinking, and bocause {t
touches upon so many arcas in all the arvts, it has something to say
to everyone no matter the level of thelr education,

Iinally, video art veintroduces with great foree the wholo ques-
tion of the role of the individual inart, Poerhaps in no other field of
expression are the cthical and acsthetic {sgues of this contury so
entwined, Video art graphically demonstrates the fmpact tho indivi-
dual viglon can have, But video art also embodles the ongoing con-
flict between soclety and the artist and how much of the artist's
vision can be shared, Because of public nccess television, for the
first time in the history of mankind, the mind, heart and eye of the
artist can have its immediate impact on the total environment, can
have the potential attention of millions of viewors,

Becausge video art {8 not a part of the art market, boecause its
worth cannot be frrationally inflated and it can be duplicated and re-
broadeast at will, it has a radlcally new statas as the product of the

*Copyright 1880 by Intermtional Arts Network,



artist, Moreover, because video art {8 so highly subjective both in
its content and format, the role of the artist has heon profoundly and
{nalterably changed by its presence,

Art education now heging an entively new epoch, Tho video
artist hecomes both a teacher and a visfonary in a culture that has
unexpectedly uncovered a whole new abundance of {maginative riches,
What the vidco artist does with this new powor will have consequen-
ces for the rest of hwman history that we cannot envisage or predict,
The cave paintings are a fragile and tenuous link with the past, The
contonts of all the world's museums are a amall legacy compared to
the promide of vidoo art, Never before have we heen 8o closo to
such an extraordinary and continuing harvest of mankind's expori-
onco,

Fach artist wants his work to contain more information, more
meaning, than ta readlly comprehensible through "looking”, In
video whovoe there may be "real' objects and "real time", the major
as woll as the poripheral information we recelve can be gsubstantial
and yet it ndds up to more than the parts, Reactions are immediate
and emotional but conncctions can hoe timoless,

For all theao reasons, I holleve that the placo of video in ourr
schools and unfversitios {8 not golely in departments of journalism
and communications or as a hybrid of fllm studies, Video art is in
the distingulshed and gencrous tradition that from the hoginning has
chertshed, presgerved and passed on the personal viston,

NOT 1S

1. D,C, Bealson, "Video Art's Gurea"”, The New York Tiimes Mag-
azine, Apeil 25, 1082, p, 62

2, Poter tl, Wood, "l‘olovlﬂion as Dream", in Television as a
Cultural Force, edited by Richard Adler and Douglas Cator
(New York: Pracger, 197G), pp, 17-385,

3.  Vide Dentson, pp. 51-62,

4, This Informatfon is derived from The Amarican Film Institute
Guide to College Courses in Film and Tolevigion, seventh edi-
tion, {Princeton, New Jersey: Peterson's Guides, 1980),

5, 'Tony Schwartz, "Che T, V, Pornography loom", New York
Times Magazine, September 21, 19814,

G, David Ross, "A Provislonal Overview of Artist's Television in
the US", Studio Irternational, May/June, 1976, p.264,

7. Stuart Marshall, "Video Art, The Imaglnary and the Pavole
Vide", Studio International, May/June, 1976, p, 243,

8. Sue talland John Hopking, "TI'he Mcetasoftware of Video',
Studio Internaticnal, May/lune, 1976, p, 264,

[0



9. For further information about activities and offerings of the
International Arts Network write Douglas Davis, 80 Wooster
Streot, New York, New York 10012 (212) 431-.6585,

10, I should add that we always give each student options as to the
form his "final work' will take, The production of a tape for
broadeast, or a live performance for same, {8 preferred, and
highly popular, But we do not objoct to any of the following as
substitutes: performance {tself in a gallery or theatre space
documented by videotape for inclusfon in the broadeast; an
object or installation, dealt with in the same manner; a theo-
retical paper, portions of which might he read on the air or
which could be offered free of charge to viewers who phone or
write the host institutlon; a drawing, print, photograph ("flat
art,"” that {8 related in some way to video),

Sugpested further reading

Books

Antin, David, "Video: Tho Distinctive Features of the Medium",
Video Art, Phlladelphin: Univorsity of Pennaylvania,
Institute of Contemporary Arvt, 1975,

Arnhetlin, Rudolph, Art and Visuanl Percoptiont The Paychology of
tho Creative Fye, Bevkeloy, Calif, 1 University of Callfornin
Press, 1964,

Arnheim, Rudolph, 1Film as Art, Berkeley, Calif, 1 University of
Californin Press, 1967,

Batteock, Gregory, od, Now Artisty Videor A critical Anthology,
New York: B, P, Dutton, 1978,

Bazin, Andre, What 1g Cinema? Vol, 1. RBevkeley, Calif,t Uni-
vereity of California Press, 1967,

Bazin, Andre, What {8 Cinema? Vol, 2, Berkeley, Calif,: Uni-
versity of Calffornia Press, 1971,

Benjamin, Walter, Hluminations, New York: Harcourt Brace
Jovanovich, 1968,

Brecht, George, Chance-Imagery., New York: Something Else
Press, 1966,

Cater, Douglass, and Richard Adler, eds, Televigion as a Cultural
J'orce, New York: Pracger, 1975,

Cavell, Stanley, The World View, New York: Viking Press, 1971,
Connor, Russell, "A is for Art, C s for Cable”, InThe New Tele-
viston: A Public/Private Art, edited by Douglas Davis and
Alllson Simmons, pp, 170-74, Cambridge, Mass,: MIT Press,

1971,
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Connor, Russell, "Video Gets a One", In Video Art: An Anthology,
edited by Tra Schnelder and Boryl Korvot, pp, 164-71, Now Vork:
Harcourt Brace Jovanovich, 1876,

Davis, Douglas, Arvt and the Future, New York, Pracger, 1971,

Davias, Douglas, Aprtculture; Essays on the Post- Modern, New
York: Harper and Row, 1977,

Davis, Douglas, "Video in the Mid-70's: relude to an End/Future",
In Video Art: An Anthology, edited by Tra Schnefder and Beryl
Korot, pp. 196-99, Neow York: Harcourt Brace Jovanovich,
1976,

Davis, Douglas, and Allison Simmons, eds, The Now Television!

A Public /Private Act. Cambridge, Mass,: MIT Press, 1977,

Eisenstein, Sergei, F{lm Form, New York: Harcourt, Brace and
World, 1349,

Hanhardt, John, “Video/Television Space', In Video Art: An
Anthology, cdited by Ira Schnelder and Beryl Korot, pp, 220-24,
New York: Harcourt Brace Jovanovich, 1976,

Institute of Contemporary Art, University of Pennsylvania, Video
Art, Philadelpiia: Institute of Contemporary Art, 1975,

Kurtz, Bruce, "Vicec tn America", In The New Television: A
Public /Private Art, edited by Douglas Davis and Allison
Stmmons, pp. 178-83, Cambridge, Mass,: MIT Preas, 1977,

MacDonald, Dwight, "A Theory of Mass Culture", Mass Culture;
The Popular Arts in America, edited by Bernard Rosenberg
and David Manning White, pp, 59-73, Glencoe, 1l11,: Free Press,
19517,

Paik, Nam June, '"The Video Synthesizer and Beyond", InThe New
Television: A Public/Private Art, edited by Douzlas Davis and
Allison Simmons, pp,38-17, Cambridge, Mass,: MIT Press,
1971,

Price, Jonathan, Video Visions: A Medium Discovers Itself, New
York: New American Library, 1977,

Ross, David, "Interview with Douglas Davis", In Video Art; An
Anthology, edited by Ira Schneider and Beryl Korot, pp, 32-33,
New York: Harcourt Brace Jovanovich, 1976,

Ross, David, '"The Personal Attitude", In Video Art: An Anthology,
edited by Ira Schneider and Beryl Korot, pp, 244-50, New York:
Harcourt Brace Jovanovich, 1976,

Ross, David, "“A Provisional Overview of Artists' Television in the
U.S.", In New Artists Video, edited by Gregory Batteock,
pp. 138-65, New York: E, P, Dutton, 1978,

Ross, David. 'Video and the Future of the Museum', In The New
Television: a Public/Private Art, edited by Douglas Davis and
Allison Simmons, pp, 112-17, Cambridge, Mass,: MIT Press,
1971,
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Wollen, Poter, Sina  and  Meaning in the  Cinema, 3d,  ed,
Bloomington, Ind, ; Indiana Unlvorsity Press, 1972,

Waod, Petor H, "Teolovision as Dream', InTeloviafon aa a Cultur-
al IForco, odited by Douglas  Cater and Richard Adler, pp. 17-35,
New York: Pracgor, 1976,

Articles

Davis, Douglas, "Art and Tochnology-Toward Play", Art in Amori-
ca, January-Iebruary 1968, pp,46-417,
. "The Critic Now'. Avts In Socloty 5 (1968): 357-59,
. "let's Hear It for the Cable”, Newsweck, November 21,
1977, p. 29,
« "Media /Art/Medin", Arts Magazine, September-October
1971, pp. 43-15,
"Pogt - Modorn Form: Storles Real and Imagined/Toward
a Theory", New York Arts Journal (February- Mavch 1978):
9-12,

"PostPost-Art: Whore Do We Go From Hore?" Villago
Volce, June 25, 1979, pp, 37-41,
"Post Post-Art {1 Symbolsimo, Come Home", Village
Voice, August 13, 1979, pp, 40-43,
"Public Art; The Taming of the Vislon", Art in Amorica,
May-June 197, pp, 84-85,
. "Symbollsmo Meets the Faerie Queene"”, Village Voice,
December 17, 1979, pp. 42, 45-47,
. '"Televislon's Avant Garde", Newsweek, Februarvy 9,
1970, pp. 60-63,
Kurtz, Bruce, "Artists' Video at the Crossroads", Art in America,
January /February 1977, pp. 36-40,
Palk, Nam June, and Paul Schimmel, "Abstract Time", Arts
Magazine, December 1974, pp, 52-53,
Ross, David, '"Douglas Davis: Video Against Video", Arts
Magazine, December 1974, pp, G0-62,
Shils, Edward, 'Mass Soclety and Its Culture”, Daedalus 89

(Spring 1960): 288-314,




Chaptor 1V
BIBLIOGRAPHY

(complied by Vittorin Yagone)

The following biblography {8 nocessarily incomplete, but will goive
as a refoerence to the oxtonsive matorial on tho subject of the rela-
tionship botwoen tho visual arts and video which has been published
over the past twenty years,

It comprises three gections: the first (A) includes gencral works
and manuals dealing with the tools of mass communication (tele-
vision in particular) and with video reaearch, The second soction(B)
includes catalogues from oxhibitions and festivals which have taken
place in Furope and the United States; and the thivd section (C),
features ossays on various aspects of the relationship botweon the
visunl arts and television published in the spocialized press, mono-
graphs, and reports on the activities of individual artists, This list
should be considered as a preliminary inventory, which may bo used
for a general census of the vast amount of literature published on
this subjoct,

A, GENERAL WORKS AND MANUALS

ADLER, Richard and BAU, Walter
The Electronic Box, Humanitics and Arts on the Cable, New
York, Praeger Publishers, 1974,

BARILLI, Renato, DORFLES, Gillo, MENNA, Filiberto
Al di 1A della pitiura, Milan, Fratelli Fabbri, 1979,

BATTCOCK, Gregory
New Artists Video, A Critical Anthology, New York,
E, P, Dutton, 1978,

BE LLOIR, Dominique
Video Art Explorations, Cahiers du Cinéma, Hors gérie, 1981,

BENSINGER, Charles
Peterson's Guide to Video Tape Recording, Los Angeles,
Peterson, 1973,

BENSINGER, Charles
The Video Guide, Video Info Publications, Santa Barbara,
California, 19717,
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BENTIHALL, Jomthan
Scienco and Tochnology in Art, New York, Praecgor, 1972,

RERGER, Rend
Ia téléfiaslon, Alorto A Ia téldvision, Paris, Casterman, 1874,

BETTETINI, Glanfranco
Tra cinoma o tolovisione, Matoriall sul rapporto tra due mozzi
di comunicazione di massa, Florenco, Sansoni, 1980,

BIRDWHISTELL,, Ray L.,
Kinesics and Contoxt, Fssays on Hody Motion Communication,
Philadelphia, University of Pennsylvania Press, 1970,

BOGART, leo
The Ago of Television, New York, Frederick Ungar Publishing
Co,, 1956,

CAMERON, Janlco
Electric Fve, Toronto, Canadian Women's Fducational Press,
1972,

CAZENEUVE, Jean
L'uvomo telespettatore, Ia TV coime fenomeno socilaloe,
(L'homme téldspectateur, 1974), Rome, Armando, 1976,

CETANT, Germano
Offmedia, Nuove Tocnicho Artistiche Video, Bari, Decdalo Libri,

1971,

CRISPOLTI, Enrico
Extra Media, Esperienze Attuali di Comunicazione Estetica,
Turin, Studio Forma, 1979,

DAVIS, Douglas
Art and the Future, New York, Praeger, 1973,

DAVIS, Douglas
Artculture, Essays on tho Post-Modern, New York, Icon
Editions Harper and Row, 1978,

DUGUET, Anne-Marie
Vidéo, la mémoire au poing, Paris, Hachette, 1981,

ELLUL, Jacques
la parole humiliée, Paris, Editions du Seuil, 1981,

FAENZA, Roberto
Senza chiedere permesso. Come rivoluzionare l'informazione,
Milan, Feltrinelli, 1973,

FAENZA, Roberto
Tra abbondanza e compromesso, Viaggio nei misteri della
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comunicaziono e della toloyisione di domani, Milan,
Feltrinelll, 1975,

GOLDBERG, Michaol
Tho Accessible Portapack Manual, Vancouver, B,C,, 1976

GORHA M, Maurice
Teolevision modium of the future, ILondon, 19819,

GRIFFIN, Gabriel and SAPORITO, Pierpaolo
Video Tape, Milan, Hoopli, 19080,

JOHNSON, Nicholas
How to Talk Back to Your Telovision Sct, Boston, Little Brown
and Company, 1967,

JULLIAN, Marcel
Ia té4ldvision libre, Paris, Galllmard, 1881,

KIRBY, Michael
The Art of Time, Noew York, Dutton, 1969,

LIPPARD, lLucy R,
Six Years, The Domaterialization of the Art Object, New York,
Praeger Publishers, 1973,

LUGINBOHI,, Sirio and CARDAZZO, Paolo
Videotapes, Arte, tecnica, storia, Padoue, Mastrogiacomo,
1980,

MARSH, Ken
Independent Video, San Francisco, Straight Arrow Books, 1974,

MATTELART, Armand and Michéle
1 Mass Media nella erisi, Rome, Editori Riuniti, 1981,

McLUHAN, Marshall and CARPENTER, E,S,
Explorations in Communication, Boston, Deacon Press, 1960,

McLUHAN, Marshall ’
Understanding Media, The Extensions of Man, Boston,
MeGraw Hill, 1960,

McLUHAN, Marshall, FIORE, Quintin, AGEL, Jerome
The Medium is the Message, An Inventory of Effects, New
York, 1967,

McLUHAN, Marshall
Verbi-Voco-Visual Explorations, New York, Something Else
Press, 1967,

McLUHAN, Marshall, HUTCHON, Kathryn, McLUHAN, Eric
City as Clagsroom, Understanding Language and Media,
Toronto, 1977,
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MoLUHAN, Marvshall
D'ooil & l'oreille, Paris, Denodl Gonthior, 1077,

MOSCATI, Italo
1a trasgrossione televisiva, Romeo, 1977,

MULLER, Grogoire
Tho Now Avant-Garde, Issues for the Art of the Soventies,
New York, Praeger Publishers, 1072,

MURRAY, Michael
The Vidootape Book, New York, Bantam Books, 1974,

"OoPUS", N, 54, November-Decembor 1974
Numéro spéeial, "L'Audiovisuol" (Texts by G, Fihman,
C.Ef{zykman, D, Block, Y, Pavio),

PALAZZCLI, Daniela
Fotografia Cinema Videotape., L'uso artistico di nuovi media,
Milan, Fratelli Fabbri, 1078,

QUINN, James
The IFilm and Telev.sion as an Aspeet of European Culture,
leyde, A, W, Sijthoff, 1968,

ROBINSON, Richard
The Video Primer, Equipment, Production and Concepts,
Now York, Quick Fox, 1978,

SCHNEIDER, Ira and KOROT, Boryl
Video Art, An Anthology, New York and London, Harcourt
Brace Jovanovich, 1976,

SMITH, Ralph Lee
The Wired Nation Cable TV, The Electronic Communications

Highway, New York, Harper and Row, 1972,

THE SPAGHETTI CITY VIDEO MANUAL BY VIDEOFREEX
A Guide to Use, Repair and Maintenance, New York, Pravger
Publishers, 1973,

"STUDIO INTERNATIONA LY, May-June 1976
Numéro spécial, "L'art video" (Texts by J, Debbaut, P, Gale,
R, Goldberg, D, Hall, J, Hopkins et S, Hall, W, Herzogenrath,
R, Kriesche, S, Marshall, H, Reedjik, D. Ross),

TERMINE, Liborio
L'estetica della sfmulazione, Costruzione e analisi del
linguagglo televisivo, Turin, 1976,

THIBAULT - LAULAN, Anne-Marie
L'image dans la société contemporaine, Paris, Denoél, 1971,

104



WEINER, Poter
Making the Modia Rovolution, Now York, MacMillan, 1973,

WILLIAMS, Raymond
Tolevision, Technology and Cultural Form, london, Fontnnt\/
Colling, 19074,

YOUNGBLOOD, Gene
Expanded Cinoma, Teloviglon as a Creative Mcedium, New
York, Dutton E, P,, 1870,

B, FESTIVAIL AND JIiXHIBITION CATALOGUES

AMBROSINI, Claudic
Video Music, Galleria del Cavallino, Venice, 1978,

AMERICANS IN FIORENCE
Furopeans in Florance - Videotapes produced by Arvt /Tapes 22,
{Text by David A, Rossa), The long Beach Mnsoum of Art, Long
Beach, California, 1974,

ART ARTIST AND THE MEDIA
(Texts by Beke, Cardazzo, McCue, Danzker, Fenz, Gale,
Glusherg, Herzogenrath, Putar, Susovski, Allione and Garosi,
Bruszowski, FFischer, Forost, Fox, Galeta, General Idea,
Gherban, Hajag, Jimura, Imai, Klivar, Kriesche, Marroquin,
Matuck, Mazzoleni, Muntadas, Nannucel and Bertocei, Sarmen-
to, Schnelder, Siepman, MclLuhan, Mander, Pirelli)
AVZ, Graz, 1978,

ART NOW M
A Celebration of the American Arts, (Texts by Richard Honshaw,
David Ross, Jaromir Sthephany, Nina Sundell), John F, Kennedy
Center for the Performing Arts, Washington, 1974,

ART TRANSITION
Massachusetts Institute of Technology, Center for Advanced
Visual Studies and University Film Studies, Cambridge, Mas-
sachusetts, 1975,

ART VIDEO CONFRONTATION 74
(Texts by Domirique Belloir, Suzanne Page, Yann Pavie)
Musée d'art moderne de [a ville de Paris, 1974,

ARTEVIDEO MULTIVISION Y FOTOMEDIA
Goya, May 1975,

ARTEVIDEO E MULTIVISION
Rassegna internazionale di videonastri e multivisione, Rotonda
della Besana, Milan, March 1975,
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ARTISTS VIDEOTAPES FROM ELECTRONIC ARTS INTERMIX
Cataloguo,
Flectronic Arts Intormix, Now York, 1976,

ASPECT DE I/ART ACTUEL EN BELGIQUE
Intornationaal Culturcel Contrum, Anvers, 197, .

ASPECTS OF POLISH MODERN ARTS
Galoria Wspolezesna, Warsaw, 1976,

BONORA, I01A
Esgporicnzo di Comunicaziono ¢ Creazione Artisti-a Attraverso
Strumonti Audiovisivi, Ipoteai por un Museo, Galleria d'Avto
Moderna, Ancéno, 1979,

BROCK, RAZON, KARL HEING KRINGS
Audiovisuolle Vorwort, Documenta 5, Kassol, 1872,

CAMPUS, PETER
(Texts by Campus Poter, Jumes Harithas, David Ross)
Fveorson Museum of Art, Syracuse, 1974,

CANADA TRAJECTORIES 73
(Texts by Suzanne Page, Werner Acllen, et al,} Musdéo d'art
moderne de la ville de Paris, 1973,

CANEPA ANNA VIDEO DISTRIBUTION
Catalogue (Texts by Eleanor Antin, Terry Fox, Taka Jimura,
Allan Kaprow, les Ievine, Paul McCarthy, Dennis Oppenheim,
Rogor Weleh), Anna Canepa Video Distribution Ine,, New York,
1976,

CASTELLI - SONNABEND
Videotapes and FFilms, (Vol.I, 1974, vol, II, 1975, vol, III, 1976-
77), Castelll, Sonnabend Videotapes and Filing, New York,

CHIARI, Giluseppe
Vidéo-concert, Arc, Musée d'art moderne de la ville de Paris,
February 1976,

CIRCUIT: A VIDEO INTERNATIONAL
Everson Museum of Art, Syracuse, 1972,

CIRCUITO CHIUSO - APERTO
(under the direction of Italo Mussa et Francesco Crispolti)
VI Rassegna d'Arte Contemporanea, Acireale, 1972,

CONNOR, Russel
Vision and Television, Rose Art Museum, Brandeis University,
Waltham, Massachusetts, 1970,
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CONNOR, Russcl
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