TheVideo Show
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“Television has been attacking us all our /counterpart of audio tape recording, is a
/ g

lives, now we can attack it back."’
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The Video Show, an mportant
international festival of independent
work currently at the Arts Council’s
Serpentine Gallery (1-26 Mayl, s the
first ever of its kind in this country
Compared to similar events in the
USA and almost every other principal
European country it is, 10 sav the |east,

long overdue. However, without
wishing to waste valuable space
unearthing the typically restrained

politics on such issues, suffice it 10 sav
at lastit's here.

The show's orgamising commitlee,
including among others, Peter Bloch the
distributor of independent videotapes
and films, Stuart Hood of the R.C.A's
Fiim and TV School, Clive Scollev of
InterAction, and myself; came 10 the
conclusion at an early stage that 'al we
should include as many aspects oOf
independent TV as possible, and that
ib) prionty should be given to 3niisn
work. To this end such work was
encouraged oOn an open submission
basis. and parucipants from other
countries are taking part by invitation
only. Also, due mainly to financial
restrictions, the difficuit decision was
made to show only British work n the
performance/installation section

in recent years, the word 'video’ has
come to be used as a convenient overall
label for activity outside the commercial
broadcast systems. This calls for a briet
cianfication since, technically, video
(Latin "“to see’’) refers primanly 10 the
optical-to-electronic  conversion of
visual information, yet most of the work
incorporates sound as well.  Light
passing through the lens is converted 0
electronic video signais in the camera.
which are then fed 1(s) a
monitor/receiver either by  direct
cabling, or by high frequency short
wave transmission. In both cases
independent audio information can be
added. In closed circuit TV this is
usually done through separate lines, and
in broadcast TV the signals are
combined at transmissicn stage. In both
cases reception from the video camera
and the microphone is simuitaneous and
virtually instantaneous

Magnetic video tape recording. the
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" technical

means (developed much later in
television) of storing this wvisual
information which can then be relayed
by the same methods. Confusion has
probably arisen since video tape
recorders also record sound, side by
side with the video signal. However,
with this understood, | will continue to
use ‘video’ as a loose distinction from
breadcast TV as the word (however
naccurate! has become a symbol for
most independent users. The amount of
interest that Briish  “broadcast
companies have shown in independent
work is wirtually non-existent. Therr
essentiaily insular atttude 1s often
hidden behind worries about the lack of
‘quality’ in  small scale
eguioment (usually half-inch width tape

.nstead of their de luxe two-inchi, and

their occasional concessions in the form
of so-called ‘access’ programmes
imostly using ther own equipment) IS
an smparrassment 10 many
ingependents,

Some of the larger companies n
America have recogmsed the need to
show alternative work if only on thewr
‘culture’ channels, and are now
prcadcasung haif-inch tapes. It is also
well known that companies in Holland,
Germanv and Austna have also put out
a substantial amount of work. The rare
piece that gets seen in Britain 1s usually
well guarded within the frame-work of
an ‘Arts Feature', and the possibiiity of
simply slotting works in to ‘stand for
themselves’ s unheara of. (A freak of
circumstance was in 1971 when |
showed my 'interruptions’ on Scottish
Television, injected between normal
programmes with no announcement).
Most frustrating of all is that, at the ime
of writing, no company has shown more
than a flicker of interest in the Video
Show. The fact that the medium is
precisely theirs probably incites more
suspicion than if they were asked to
simply report on a totally unrelated
event.

It 's impossibie for me to comment on
all areas of video use in the show, and
although quite obviously there are many
cases where a convergence takes place
— thus newitably arousing some
contention — | feel most able to broadly
consider the one popularly titled Video
Art. But first | should at least mention a

parallel aspect which is well represented
at the Serpentine. In the middie Sixties
when TV making became accessable 10
people outside the broadcast industry,
independent political and community-
orientated organisations began 10
produce programmes about people and
events either not covered, or unfairly
treated by the mass media. In North
America its growth has been closely
linked with the development of Cable
TV broadcast systems. Showing the
work from our own fast diminishing
Cable Stations, at a time when the
present Government s considering
abandoning its commitments and the
ANNAN Committee 1s ooking at the
future of broadcasung in general, will
hopefully activate discussion aoout the
dubious future of the experiment.

Independent British groups such as
the Centre for Advanced Teiewision
Studies (CATS) and interActon nave
important material in the show. along
with tapes from the Hammersmith
Project and the five ‘experimental’
community projects linked tc Caple TV
Jistribution. There 1s aiso a supstantial
representation of these areas from other
countries, notably work from the
Alternate Media Centre, New York, Top
Value Telewsion, San Francisco;
‘Works’, Canada; ‘Slon’, France and
the Telewissen Gruppe from Germanyv

\Video artsts, by inference, are aware
of the potential of the Popular Meaium
Such work takes on two forms, thougn
the two often overlap. One s the
production of video tapes, the other live
performances and closed circuit
installations.

To those still unacguainted with these
explorations of the process, 3 orief
attempt at some of the aqisunctons
between video and film may be usetul

Initially, it might appear that the
difference is no more than a choice of
presentation medium. But the
differences are significant and often
quite subtle. It wouid be reasonable to
argue that much video tape recoraing is
done as a facsimile of film. This is
understandable when one consigers the
nistorical pressures on such 3
comparatively new medium, much In
the same way as film suffered in 1ts turn
from the classic theatnical influence.

But the argument of subsutuytion is
only relevant when the procedure Is
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judience 3s both spectator anc subject
Some of them utlise tape-recording as
part of the immediate process, 2. 'apes
sre recorded and replayed at the time of
the event. In film, similar

sinema’  events often in
performances bv the film maker. and. or
judience related directiv 0 the

screened matenal. However
‘he vahdity of thus questionac
action s sub
ntegrated with indeterminate ©3s
decision making (and the <im nhas
necessarily been pre-recordec. a
the technical process, usually sO

considerable time in the past which
confuses any imphec :
objectives. Only on the rare ¢
when past and present-time reiduivity 1S
nherent to the piece, and this has been
carefully considered, are sucn events
convincing. By comparison, some of
the better video performance/instal-
ation artists are explonng the buit-in
capability of 'same-time’ occurrence in
ther works. In wideo, present and
mmediale past-time sequences can pe
nterrelated, even Jveriaoped
Behaviour patterns can be replaved in
seconds, and most umgue of all,

present-ime

participants can relate 10 their same-
tme mage. They are intrninsically
functional to the piece and become
iterally part of the work, wviewer 1S
simultaneously the viewed N a process
0t self-referrnng consciousness

_ompared to North Amernca, and
even the rest of Europe, video work in
Britain has developed at 8 much siower
pace. Little work by British video artists
has been seen before in this country,
ynd virtuaily none abroad. For a peniod
the late Gerry Schum, of Dusseidorf,
Jig some invaluable work acting as a
“atalyst n encouraging the transiation
of ideas nto video tape by arusts
working in  other  fields. His
lgenufications’ exhibition was held at
the Hayward Gallery in 1973, and there
s 3 selection of his works in the present
snow

Some of the tapes produced were in
association with a handful of Brutish
artusts, and | have often wondered why
these people never pursued the medium
further (certainly one or two oOf the
Amernicans havel. | would suspect that
none ©f them were potential video
makers as they were never fully invoived
n the process themselves. They simply
used 1t to document other concerns,
with the help of Schum’s expertuise
This 1s not 1o say that the concerns bore
no relation to the process, often they
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did, but usually in a penpheral manner
in the main it was essentially regarded
as a convenient recording mecnanism
for ideas not otherwise realised.

The major problems for the wvideo
artist in this country are the lack of
financial support and access 10
equipment. In Amernica, equipment IS
proportionately cheaper by half, access
to more sophisticated hardware seems
comparatively abundant (judging Dy the
large turn-out of synthesised colour
'videography'), and support from
private and public organisations seems
to be there for the taking. Most of the
British tapes are made on the scattering
of half-inch black and white equipment
available in a few sympathetc art
colleges and other educational
establishments. There are many more
schools and colleges with such
hardware, often far more sophisticated,
but it seems their attitude towards any
true explorations 15 very limited.
Essentially, they are geared 1o either
considering it as an ‘Audio Visual
Teaching Aid’ (keeping TV in its placel,
or to feeding the broadcast industry
with its traditional requirements.

Many art colleges sull suffer from
these misconceptions, and this should
change. The amount of interest in the
process as a potential art form s rapidly
growing, as it has done In film
Encouragement and support must come
from the hierarchies, by the CNAA
recognising both media as an
establisheg fieid of ‘study’ ana local
Jovernmenis and principals making a
-oncerted effort 10 support it. Facihues
Jutside these nsutulions are rare. An
exception s the Arts Council's
Department which has acguired a smail
amount of haif-inch equipment for
artists’ use, and who consider
applications for financial assistance in
video On an egual par with film

Now back to the Video Show, its
ayout and partucipants. Philips have
generously loaned the major part of the
tape playback equipment. All wideo
tapes (except those from North America
which has its own system) have been
transferred to Philips half-inch cassettes
and American work is on Sony three-
guarter inch cassette. There are three
potential viewing situations, @ major
viewing area in which the entire
orogramme of tapes s running
continuously;, an area in  which
compilation’ tapes composed of a
selection of the full programme are
shown (these consist aither of short
complete works, or excerpts by
agreement with the tape maker), and 3
brary’ section where a wisitor can
personally select and view tapes at any
ume. Installauons and performances are
being staged concurrent with the tape
showings in two separate rooms, one of



which has an Eidophor TV projector
see crcgramrr‘e notes for daily or
weekly changeovers).

Tne tapes from North America are
cosely in two categories, those which
are popularly defined as synthesised
videographics, and the rest.

Woody nd Steina Vasulka, Ed
Emschwiller, Tom Dewitt and William

T Wi
Gwin all have tapes produced with the
{‘;

ncreasingly sophisticated image
generating -'ffj:‘iﬂg and colonzing
devices that have grown out of the
attempt to build on the initial feedback

xperience. | often react to this type of
work as over-indulgence with electronic
contrivances but Gwin’s ‘Irving Bridge’

s g particularly subtle and beautiful
piece in this genre.

Dan Graham, the installation artist who
would certainly have been invited in this
~apacity had the section been open t0
other countries, is showing his tape
‘Past Future Split Attention’. This 1s a3
benavioural ‘'effect and cause piece
nvolving two people’'s temporal
relationship. ‘One person predicts
~ontinuously the other person’s future
benaviour: while the other recalls (by
memory) his opposite’s past behaviour

Richard Serra’s '‘Boomerang
which is a httle to0 obvious, examines a
w0oman attempting to interact with ner
mmediatelv delayed voice, and nis

Teievision Delivers Peopie’ 1s a roll-up
:arf-r‘-ﬂ board spelling out the one-sided

own

fanc of consumer and
':-'caﬁc,as:er Vertical Roll" by Joan
lonas has the essentigis of a truly

piece, and 'Both’ by
the lesser known Jim Byrne is a superb
iece of coordination between himself

3 pre-recorded image of himself
Dieter Froese, who has done important
~ork on New York's Sterling Manhattan
~-able station, should not be missed, and

adeo-processed’
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Paul Sharits, to my mind one of the
most important avant-garde  film-
akers, has recently been working with

ideo tape and it is hoped to have some
of his work in the show

From Canada there is among others.
Eric Cameron’s ‘Contact Piece — Nude
Model’ in which the camera action s in
constant contact with, and determines
the contours of, a female nude relating
directly to his analogy of the ‘lens as a
sensuous penis’

The vyounger Doug Waterman
nterests me from what | hear of his
earlier work with static electncity
contacted ‘physically’ on 1o the tape

Interesting works from Europe come
from Valie Export, Weibel, Kit
Colloway, Alberto Pirell, René
Bauermeister, Wolf Vostell and Claus
Bohmier

The Swiss Bauermeister attacks the
inside of the momitor screen with
everything from his hands to a sleage

Peter

hammer as an identification o1 Ine
object's physicality in his =arier
‘Support — Surface’, and n NS
‘Transvideo’ the time-phased lavered
action is the most achieved, yet simply

structured, work of this kind | have seen
on tape. | am not however, 100
convinced by the particular use of
imagery.

Austrian Peter Weibel, anotner
notable ‘live’ video performer, s
showing his compilation tape 'Is it Art?’
most of which was made n association
with Austrian Te;ewsnof‘- for network
transmission. In one well remembpered
section he gets a very straignt news-
caster to smoke so heavily on a cigar

that it finally obliterates his precious
image. Maybe it's not Art, but
oor

certainly stimulates reaction 10 SOD
viewing. Though | am not preciselv sure
what Valie Export s showing here,
some very nteresting space’ ume
defimtion pieces of hers at Knokke in
January

Finally in the foreign
Taka llmura the Japanese him-maker
also shows tapes of a partculary
defimitive nature, and Nam June Paik
the father figure of video art deserves
special attention

At the ume of wntung,
pefore the opeming of the show
Hifficult to appraise the dnush entrants
work as so little has been seen yet. This
s principally because (al wirtually no
selection was involved, and (b) most of
it 1§ very new. However, | have
presented 1t partly as a selection of
artists own statements, and based the
rest on similar information plus my own
comments where work has been seen

David Critchiey 1s showing a number

SaW

participants,

w
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w

of tapes, and an event ttled ‘Yet
Another Triangle’: "My experience of
video 1s himited a camera, a
recorder, @ monitor, studio and my

manipulative intervention are the only
ingredients. Some things | would stress
about this situation are: 1. Video has
immediate interaction in a live situation
— the monitor mirrornng the camera s
view which in feeding Dback !0 an
operator may alter that viewing area,
and so on. 2. The system can impose
ume (length of tapel and space (Camera

siew) restricions on actions or tasks. 3
The closed system is openly accessiple
0 alteration because an operator s part
of that system. 4. The operator. Dy
being in shot, completes both a visual
snd a conceptual circuit. 5. Any tape
focument for snowing at a later ime
nas at one ume been part of 3 l00p
situation and as such can re-create that
situation more etfectively than any
Julside’, voveunsuc document
- The recording means recoras
With these poinis in

of form can be

w

Il

caompiex
built up by altenng the snape of the unit
or adding similar units 1o it, and poriable
e for movement

compinations

Triangie
g8nan Hoey

Expernimentai

and he s

Videvent’ in

For 3 system 5
participating ‘witn asce-:::' it his own
sopearance oOr bpenhaviour the most
suitable e -
reiation

apility

Jrganic

nciuge the
parucipant n ume

<
’T‘al"HC',-aI.\J" f  the

he may De seen

himself in the past with his acuions :.e:'
a peniod of ume built up as a comopaosite
picture. Another possibiity s the

manipulation of the appearance of s
mage or an electronic abstraction ot nis
image into quite a different form. As he

oves so mught an abstract pattern
change in sympathy with his actions
The participant may be presented with
an aspect of ms behaviour heretofore
unseen by him and, hopefully,
sncourage a greater awareness Of the
relationship between him and nis
anvironment

Mike jone a
substantial amount of work with video
D S.‘*CW:!“-Q three
entitled

Leggett whno Nhas

wver recent years, IS

tapes plus an nstallauon
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Liz Rhodes’s

mpressive fim

appearing in his
2-event "Vacuum , and
ng with me on an installation
iterally invoiving) ‘101 TV
s a modified and expanded

simiiar piece we

arman

vey of the Avant-

Holangce

friends

Jiegws from
INking the grounas
Dunford is doing a 'Bli
there's a promising in

showing ™wo

Monitor’ and

compilation in thre

f Vidicon

Dieffenbachia Roll’. Also, apart fro
(5]

the labor

live

. |

‘rogressive

statement

iN exploratio

2NCapsulatm

and

recorging equipment is

Finally, should mention that there
are many more British tapes
amor'-\_; them 1S wOrk Dy rat
Paul Wombell, Michael Upton
James, Pete Donebauer
Druks and lan Breakwell
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