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EXPERT! ENTAL VIDEQ

Both exhibition and show, the video section at Knokke aims to demonstrate to
filmuakers and other artists present, a langusge and a technigue which is on the
vay %o revolutionising our perception of time and space.

The video image fascinates becaase it escapes rigorous control, is immeciate,
sinultaneous, tactile ; because it is an instantan:ous and faithful recording of
a subject which it can alter in time, space, colour - at one and the same time.

Video art has the double charm of being an art which is still feeling its way
while at the same time exploring a highly sophisticated technological media.

The denmonstration at Knokke is divided into three sections :

1. & selection of tapes which set out to explore the language of video ;

2. installations ;

7. environments and live~shows, created on the spot by an important group of
American and Canadian video-makers : Jean-Paul Boyer, Peter Cawmrus, 'endy Clarke,
Ld Emshwiller, Nam June Pailz, Woody and Steina Vasulka, Valter 'right ; these
games/shows will also provide an opportunity for sharing in the artictic

experiments of technology.

"Experimental video" has been realised thanks to the collaboration of the lidnistry
of Education, the R.T.B. and B.R.T. and the Hedia Center of the State University
of New York at Buffalo.

The following firms and establishments have generously given us technical assistance
Mmerican Library, fkai Levant, Arfo, Cinama, Cobar-Barco, 1I.C.C., Inelco, I.T.A.,
K.U.L., Ilinisterie van Nationale Opvoeding en Nederlandse Cultuur, Prciux, Revox
Belgium, R,T.C.~-R.T.B. Litge, S.A.I.T., Studio Herman Teirlinck, SYMA.
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EXPERINENTELE VIDEQ

De afdeling video te Knokke, tentoonstelling en spektakel, heeft als voornaamste
doelstelling de kineasten en andere kunstenaars een nieuwe uitdrukliingsvorn en
techniek te laten ontdekken, die bezig is onze waarneming van ruinmte en tijd
totaal te veranderen.

Het videobeeld fascineert omdat het ontsnapt aan elke Strenge kontrole, omdat het
rechistreeks, gelijktijldig, tastbaar is, omdat het de onmiddelijke en getrouwe
weergave is van een veorwerp dat het tegelijkertijd kan doen veranderen van ruinmte,
van tijd en van kleur.

De videokunst kombineert de dubbele verleiding van een kunst die neg zijn richting
zoekt en die terzelfdertijd een bizonder ingewikkeld technologisch medium verkent.

De afdeling videc te Knokke bestmat uit drie delen :

. een selektie banden die een exploratie wil zijn van de videotaal ;

volledige installaties

ruimtelijke omgevingen en live-shows, ter plaatse verwezenlijkt door een groep
belangrijke Amerikaanse en Canadese kunstenaars : Jean-Paul Boyer, Peter Campus,
Werdy Clarke, Bd Emshwiller, Ham June Paik, Voody en Steina Vasulka, WValter
Hright ; deze spektakel-spelen zullen evenveel gelegenheden zijn om deel te
nemen in de avant-garde experimenten van de artistieke technologie.

A P -
’

"Experimentele video" werd ingericht met de hulp van het Ministerie van Opvoeding,
van de R.T.B. en de B.R.T. en van het liedia Center van de State University van
New York te Buffalo.

De volgende firma's en instellingen hebben edelmoedig hun technische bijstand
verleend : American Library, Akai Levant, Arfo, Cinama, Cobar-Barco, I.C.C.,
Inelco, I.T.A., K.,U.L., liinisterie van Nationale Opvoeding en Nederlandse Cultuur,
Prolux, Revox Belgium, R.T.C.-R.T.B. Liege, S.4.I.T., Studio Herman Teirlinck,
SYHA.
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VIDEC EXFRRTHMENTALE

Exposition et spectacle, la section video & Knolkke a pour ambition principale de
faire ddcouvrir aux cinéasbtes et autres artistes présents un langage et une
technigue qui est en passe de révolutionner notre perception de 1l'espace et

du temps.

L'image video fascine parce gu'elle se dérobe 2 un contrdle rigouveux, gu'elle

est immédiate, simultande, tactile, parce qu'elle est enregistrement instantané

et fiddle d'un sujet qu'elle peut, tout & la fois, altérer dens le tewps, 1l'espace,
la couleur,

tart video combine la double séduction d'un art qui se cherche et explore, tout
la fois, un media technologique hautement sophistigué.

W

kil

a démonstration de Inokke se présentera en trois parties

1. une sélection de bandes, cherchant & explorer le langage vided j

2. des instazllations ;

3. des environnements et des live-shows, réalisés sur place par un important
groupe de réalisateurs américains et canadiens : Jean~Paul Boyor, Peter Campus,
Vendy Clarke, Gd Emshwiller, Nam June Paik, locdy et Steina Vasulksa, lalter
Uright ; ces jeux-spectacles seront autant d'occasions de participer aux
expériences d'avant-garde de la technologie artistique.

Video expérimentale a pu &tre mise sur pied gréce & la collabdoration du Uinisteére
de 1'Bducation, de la R.T.B. et de la B.R.T. et du Ledia Center of Stete University
of Hew York, & Buffalo.

Les firmes et institutions suivantes ont généreusement prété leur assistance tech-
nique : jmerican Library, Akai Levant, Arfo, Cinama, Cobar-Barco, I.C.C., Inelco,
I.7.A., K.U.L., ldnisterie van Nationale Opvoeding en Nederlands Cultuur, Prolux,
Revox Belgium, R.T.C.-R.T.B. Litge, S.4,I.T., Studio Teirlinck, SYIIA.
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VIDEQO : Belmopte chronologie voor Europa, U.S.A., Joapan en Csanada.

1963

W. Vostell en Nam June Paik tonen in de galeri] Parnass te Wuppertal
(BRD) normale televisiebeelden, die door verandering in het electro-
magnetisch veld geabstraheerd worden. V. Vostell omschri jft deze
experinenten als "TV-Decollagen" en realisecrt op besis hiervan de
film "Sun in your hecad".

1964

Nam June Paik maakt video-opnamen van het bezoelk van paus Johannes XXIII
aan New York. De voorstelling ervan gebourt in het café "fu Go Go"
in Greenwich-Village.

WGBH-TV in Boston lanceert "Jazz-Yorkshop, het eerste TV-programma
met visuele experimenten.

S. Bartlett: OFIQH

1865

Nam June Paik : Perticipation TV.

Nam June Paik, J. Yallout: Fables Electroniques

P. Roehr: Pilmmontagen I: Tunnel, Heare, Turm, Wollzenkratzer, Verkehr,
Kenmuen, Gulf I.

II. Ksgel: fntithese

M. Meluhan publiceert "Understanding Media".

1666

Nam June Paik: Klectric Mooni; Tango Electronigue

J. Yalkut, Nam June Paik: Paikpie¢ces (1966-69) met o.a. Beatle

z

Electronique en Videotape-study n® 3.
S. Vanderbeeck: Panels for the walls of the world ~ Part I.
M. Minujin: Simultaneity in Simulvtaneity.

L. Hay: Grass Pield.
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1967

Nam June Paik: Videotape-study n° 3 (1967-69)
H. Nitsch: fktion und Interview

. Minujin: Minuphone

Hefford: Arlington

» 8jdlander, L. Veck, S. Hoglund: Monument
Tambellini: Black TV, Black Video one.

« Kriwet: Teletext

b ke F3 G

F. Barzyck mengt film-, video- en "life" materiaal vocr de TV recks
(WGBH-TV) "What's happening Mr. Silver®.

I, Forsting: Artikulation: TV-film naar electronische muzick van
G. Ligeti.

Oprichting 'NPT-TV te New York en KQED in San Francisco, dat het-
zelfde jaar begint met het programma "Artists-in-residence".

1968

T. De Witt: The Leap

L. Sears: Sorcery

G. HMarkopoulos: ilter Action

L. Levine; Iris

L. Becker: Horizont (voor B.B.C.)

T. Riley en A, lction: lfusic with Balls

E. Siegel: Psychedelevision in Color; Einstein

P. Sorensgen: Lumolinotic Paint Set

B. Nauman: Violin tuned D.E.A.D.; Staming in the studio; Bouncing in

a corner.

A. Tambellini: Black Video Two; Black Video; Black gate Colegne; Black
Gate Diisseldorf; Black Air; Black TV.

E. Schmidt jr.: porject 29/n Fernsehen

F. Kriwet:; TV-Take IT - IX

YCBS-TV te New York: "Limbo", met gebruik van "Chroma-Key" effectcn.

KOED in San Francisco laat kunstenaars met video experimenteren: "Vest
Palcll

Sony brengt draagbare video-apparaten op de nmarit
In Berlijn oprichting van VACS (Video Audio Culture System)

G¢. Schum richt de "Fernsehgalerie Schum" op in Disseldorf (BRD)
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1969
7. Vostell: Heuschrecken

L. Levine: Contact: A Cybernetic Sculpture

G. Rihm: 3 Kinematographische Texte (1969-70)

K. Arnatt: Keith Lrnatt, UDR K6ln van 11 - 18 oktober.
8. Bartlett: Hoon

J. Dibbets: TV is a fireplace

P. Weibel: Intermedia Aktionen

Ch, lMoorman: TV Bra for living sculpture

llam June Paik: Electronic loon

Ham June Paik bouwt een reeks van video—ruimten waar zijn activiteiten
van 1963 tot 1969 worden getoond. Zij worden als ondcrdecl van de
"Cybernetic serendibity U.S. tentoonstelling in de Corcoran Gallery

te Vashington D.C. tentoongesteld.

L. Tambellini: Black; Black Spiral; Telcvision Environmental Electro-
media Performance.

K. Sonnier: Dis-play

Ph. Makana: The Bmpire of Things

FP. Gillette, I. Schneider: Vipec Cycle

B. Nauman: Lip Sinc: Revolving upside down; Pacing upeide down
', Kriwet: Apollovision

Howard Wise Gallery, New Yorlk: "IV is a crecative medium", eerste
tentoonstelling integraal gewijd aan de TV avant-garde, van 17 mei
tot 14 Junmi,

GBH-TV te Boston: The medium in the medium,n.m.v. F. Barzyck, L.
Kaprow, Nam June Paik, A. Tambellini, O. Pienne, J. Seawright, Th.

Tadlock, C. Manos, Tsai, D. Davis, c¢.a.

ARD, 15 april cerste programma: "Land Art" film van G. Schum m.m.v.
J. Dibbets, /. De liaria, D. Oppenheim, Flanagan, Smithson, €.a.

{BS-producent Don West organiseert "Wideogreex": basisleergang voor
de bestudering van de video.

Bouw van een video-studio in het museum Folkwang Essen.

Op het Syracuse Fine frts Festival worden video-manifcstaties ingericht.
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tan het NSCA o a

;ansip; NSCAD €LOV1a Skotia College of Art Department) realiseren
= f? 13,‘D. Adhevold, D. Vaterman, I. Hurray, P. Simmons, e.a.
talrijke video-prograrma's.

m ! . . 7 i
F. Zappa, T. Palmer: 200 lotels; eerste commerciéle langspeelfilm,

die gebruik maaskt van kleurvideo~band om achteraf op gewone filmband
overgebracht te worden.

i3 ntrun 4 ; : = Tets
L_anaafc?nuruA Rotterdam opent een video-studio, met produktie van
documentaire en didactische banden in samenwerking net D. Oppenhein,
D. Davis, c.a.

Rerste video—theater in New York: "Electric Kitchen" of "The Kitchen"

Corcoran Gallery, Washington D.C. brengt een 'life' voorstelling onder
de titel "Electronic Hokkadim I" van UTOP in Vashington

In Ifinchen oprichting van de groep "Travens Video Worlshop" door I.
Frenke, C. Rosch en B. Wood.

Het Bverson luseum opent een video-afdcling o.l.v. D. Ross

fan het Finch-College-luseun in New York wordt "Frojected Art IIIT
geopend met video-werken van 0.a. Acconci en Canmpus.

1972

Vanaf 1972 wordt video op brede schasl gebruikt als ecn zelfatandig
croatief medium. Tot de voornaamste "video-lkunstenaars" behoren:

Vito Acconei, David Attwood, John Baldessari, Iynda Benglis, Joseph
Beuys, Alighiero Boetti, Chris Burden, Daniel Buren, Peter Campus,
Douglas Davis, Jan Dibbets, Gino de Dominicis, Juan Downey, Ed En-
shyiller, Terry Fox, Howard Fried, @Gilbert & George, llichaecl Goldberg,
Ralph Hocking, Rebecce Hornm, Jeff Hudson, Taka Iimura, Joan Jonas,
Wolf Kahlen, Allan Kaprow, Stephen Kolpan, Les Levine, Talter de
llaria, lMario llerz, Robert llorris, Bruce Nauman, Jaclt Helson, Dennis
Oppenhein, Nam June Paik, Otto Piche, Klaus Rinke, Rotterdam Lijnbaan-
centrum, Ulrich Riickriem, Reiner Ruthenbeck, Richard Serra, Ira
Schmeider, Villoughby Sharp, Iichael Snow, Keith Sonnier, Aldo
Tambellini, Woody Vasullka, Steina Vasulka, Wolf Vostell, F.E. Walther.
"4 deo—communication do-it-yourself-lkit": video~tentoonstelling in
Parijs,

Tijdens de Biénnalc van Venetid en Dokumenta V in Kassel (BRD) wvoor-
stelling van video-activiteiten; o.a. van G. Schum.
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Tl s ot s .
et lluseun of tlodern Art in New York

i e -
Y. Barzyck, e.a. een conferentie net .
Future of Tvn,

orga lse?rt’ TlelaV, D D.:],Vj;_),
als thena: "Open Circuit - The

In de galerij Riclee te

il
. KSln, tentoonstelling met video-banden van
J. Jonag

o o1 T .
» fte oCrra, K. Sonnier, B. Naunan, V. Yegnan,

G. Bicocchi opent in Firenze een video-galerij en cen video-produktie-
centrur: “Lrt/Tapos”n

In het Everson-rmuscun toont P. Can npus een "Closed Circuit Video".

Green Street 112 te New York. Verdere deelnerers weren C. Burden, U.
Rosenbach, K. Sonnier, R. Serra en 1. Wegnan,

Video~afdeling bij de tentoonstelling "Contenpronea, in Parcheggio
di Villa Borghese, Roma.

Tentoonstelling "Projekt T4" ingericht door het Wallraf-Richats
luseun, de Kunsthalle en het Kunstverein in K&ln; net een uitgebreide

en belangrijke video-afdeling en catalogus.

Catalogus: Kunst bleibt Kunst: Projekt 74, Xiln 1974.
B. Hein: Filn in Underground, Frankfurt / Berlin 1971.

BEKITOPTE BTIBLIOGRAFIE.

Catalogus: Kunst bleibt Kunst: Projekt 74, Ksln 1974.

B. Hein: Film im Underground, Frankfurt / Berlin 1971.

S. Renan: The Underground filns, New York, 1967 / London, 1968,
D. Davis: Video obscura, in Artforunm, vol. 10 nr. 8, 1972.

D. Davis: Video-art, in Infornations and Docunents, nei, 1973.
G. Younﬂbloou Expanded CineJ;, Hew Vork, i 70

1ru1Lels van o.a., J. Bodolal, . Iakay1 B P rsons, R. Arn, e.a.
Catalogu=s Dokunenta V, Kzssel, 1972,

M, Meluvuhan: The llediun ig the lessage, New York, 1967.

Catalogus: TV as a creative lediun,in de Howard Wise Gallery, New
Tork 1969.

I. Hoesterey: llagische Bilder - Fernseh - Lxperirente in der U.S.A.,in
Ternsehen + Filn, Velder / bij Hannover, september 1970,

C. Aaron: The Video Underground in Art in Anerica, ilei-Juni, 1971.{
L, Picard: Die Neuen Kumste, in Das Kunstwerl:, Stuttgart / Berlin /
Kéln / lainz, septenber 1971.

K. Cooper: Video, an alternative, in Take One, nr. 3, april 1972.
Catalogus: Trigon '73 -~ Audiovisuslle Botschaften, Graz, 1973.

H.W. Prancke, G. Jdger: Apparstive Kunst, Kdln, 1973.
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VIDEQ / L'IMAGE ELECTRONIQUE

: . . o
Conser?ncei— Atelier - VlSlonnement, réalisés par Jean-Pierre Boyer
au Musée d'Art Contemporain de lont

réal (novembre 1974),
La norme et 1'alternative

i - 1 z s . : - X
Qu'est-ce qu'une image electronique? L'image electronique est celle
produite par le médium télévision... elle est donc largement diffusde*

par les reéseaux commerciaux qui en moins de 25 ans 1'ont imposée com~
ne un mode privilégié de communication.

Sous sa forme la plus connue, l'image télévisé transmet des contenus,
des informations, des "portions de réalité". Cependant, cette méne

image dont, la diffusion massive n'est plus un probleme, fait 1'objet
depuis peu d'une remise en question.

Minsi, tandis que certains dénoncent le contenu des émissions produites,
d'autres s'interrogent sur le mode de transmission de ceux-ci. De ces
points de vue, 1l'image produite par la télévision institutionnelle,
servirait davantage & imposer au spectateur passif unc réalité tronguée,
qu'a véritablement 1'informer tout en suscitant sa participation.

L'apparition d'un systéme vidéo-portable**, moins cofiteux et plus
maniable que la lourde technologie (hardware) utilisde par la télévi-
sion commercials, a permis une certaine démocratisation du médium,
indispensable & son requestionnement.

* Répandu dans prés de 130 pays, la télévision sera accessible dés
1975 & 1 milliard d'individus... Au Québec, les statistiques de
1973 nous informent que 88% des adultes consomment en noyenne 4,5
heures de télévision chaque jour (ce qui dépasse la moyenne natio-
nals), 98% des foyers ont un appareil tv; 31% en possadent deux.

** Vidéo-portable: Porta Pak (25 1bs): systéme magnétoscopique (cané-

ra et magnétoscope) permettant

1) l'enregistrement simultané du son et de 1'image

2) la lecture de 1'information (image et son/synchrome) emnagasinée
sur ruban magnétique de 1/2 pouce.

The Royal Film Archive of Belgium
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Les recherches nendog ultiple e
sont orientées vers la e

.o : v Signifi
cherchent & préciser 1¢ processus de form:
> = ke darl

en ce sens sont m ertaines
cations nouvellcs, d'autres
2tion de 1'inage ¢lectronique.

transmission de

Ces recherches
de la nature
téldvision o
et de 1'expé

31 = L » .
> 4 une utilisation"alternative® vieent la transformation
dr LR L . : / # L, 5 -
de 1l'information produite et/ou véniculde rar le nédium

C 1 : 14 3 e >

=9 Hise en valour du potentiel propre a ce nouvel outil
rience perceptive qutil permet.

2% millions d'informations & l1a seconde. ..

On reproche souvent & la té1évision institutionnelle de s'inspirer d'un
certain cinéma, celui qui reprend du thédtre son irntérét pour la trare,
le drame ou l'anecdote. Plus cncore,

on lui reproche d'en 8tre restée
au stade de la "radio imagée", et de mécommattre sa spécificité,

Le processus de 1l'image électronigue

Trente fols & la scconde, une image fornde de 525 lignes e¢st tirée par
mn seul point lumineux qui balaye 1'dcran de gauchc 3 droite ot de haut
en bas, sclon des intensités variables. Seul le déplaccment ultra-rapide
de ce faisceau lumineux, permet la construction do 1l'inage compléte,
illusoirement fixe. En effet, ontrairement b 1'inage cindmatographique,
1l'image électronique n'est jemsis arrétde.

Lu cinéma, 1'effet de mouvement est obtenu par un enchainenment ndcanique
d'images fixes tandis que le mouvement et la définition (construction)
de l'image tclévisée, s'élaborent dans un méme proccssus électronique
continu. fAinsi, le temps ot 1'espace ne sont plus comme au cinéna, deux
entités techniquement séparées.

En connaissance de ce fonctionnement spéeifique cu nédium té1dvisd, il
ne s'agit pas tant d'une image élcctronique que d!un processus par lequel
des millions d'informations lumincuses s'organisent de facon & maintenir
un esapace visuel, illusoirement stable.

Le médiun fonctionnant techniquement "& 1'illusion”, il est facile de
comprendre pourquoi la télévision institutionnclle demeure pour la
plupart une fenétre sur le nonde ...

Ainsi, nous percevons l'inage télévisée sur lc mode de "1l'immédiat", dans
sa "parfaite" adéquation au réecl. En ce sens, la télévision institution-
nelle se présente comme distributcur neutre, liquidant systématigquement
le processus par lequel 1l'image prend forme sur 1'écran, au profit d'unc
certaine rémlité,

23 Ravenstein 1000 Brussels Tel= 51341 55/Cables +Telegr = TLX 230.22 Brussels/Telex = 230.22 Brussels
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pr, certaing utilisateura de 1a
4 Ce processus technigue de
1a télévigion n'est pius di
Produit directenent, Lty
Plus 1g réduction dy
pPremier niveg

vidé R fiis .
. Lidco S interessent plug barticulisrement
OTnation de 1'imaee De ing

~ lhage, De ce ypoi vue
SEribtbeice ds mivmieiais. o LT dSiWS,
StIlbutrice de Slgnifications, elle les
mage electronique ne reproduit plus, elle n'est
reel ni sa convention, mais elle existe 4 son '
u de fonctionnement .
La vidéo c'egt 7!
tion et 15 reposs
de production.

anti—t&levision, le rejet des conventions de la narra-
ession de 1'image &lce

tronique comme outil speécifique

€8 recherches, centrdes sur 1l'exploration du processus de 1'inmage,

cessitent une dé-standardisation préalable du médium, Diverses nani-
ulations et réorganisations des composantes de la télévision standard

ont & la base d'expériences visant i générer et contrdler de nouvelles
inages.

Nous distinguons Principalement deux types de manipulations:

4 - - A
Hanipulations électronigues (1nternos)

Bxclusives & la nagnétoscopie, ces nanipulations traitent de
néme de 1'inage électronique. Nous avons déj
Tfications, apportées % un systine de télivision & fonetionnerent standard,
supposcent de fagon générale le recours & des techniques de ﬂé—atandar—
disation. En d'autres ternes, ce travail consisie 3 substi@uer au carac-
tére univogue de la haute fiddlité* (foncﬁionucmunt standard) la pers-
pective d'un fonotionnement multiple (dé—standardisé). Ainsi, en oppo-
sition & la norme industrielle, nous entreveoyons pour le médium la pers-
pective d'un fonctionnement en basse fidélité, Cependant, il inporte

d'assurer la flexibilité technique d'un tel systéme par le recours &

des dispositife de contrdle du tenps et de 1'énergie des phénoménes
électroniques corposants.

la nature
a pentionné gue les modi-

C'est de ce point de vue qu'il faut considérer les tentatives

de synthe-
s¢ quant & 1'intégration fonctionnelle de ces techniques expdr

imentales.

* ngﬁe industrielle pour la transnission d'inmages (525 lignes horizon-
tale)-
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Hanipulation optique (externe)

Lo priﬁcipo de rétroaction vidde (
oa?actcristique fondamentale dy nm
l'énission et do la transmission
1'appellation "temps réel", pormo
"signal (caméra) ?
culicr

féod—bgck) procéde directement d'une
diun vidéo: la simultanditd
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Ce phénonéne connu egalement sous

; permet la mise ¢n relation directe du

3 Mo 1 !

e : ¢t de la "réponse (ucran). De co dispositif parti-
18 n > e ] £ . 3

- . &1t un langage organique =léatoire dont la structure dépend
& AT & ; ;

ki%ecuumont de la relation ontre les balayages de la coméra et d

l'éecran. Enfin, notons que la notion de simultandité ou "torps

t
1 d . - - - l S
a distinction habituellcment faite entre "sigmnal" et "réponse".

s
e}
=

de

J\':,
gol"

Ces tentatives d'exploration du médiun télévision pourront paraitre

inutiles, Pourront senbler reproduire des rapports ol les possesseurs
d'un code (1'électronique) dominent. Les produits de ces pratiques
seront sans doutec isolés, autononisds comme des "ocuvres" saventes...

lTous n'en pensons pas noing gque ces dénorches sont & rattacher & la
lutte que doit mener le médium vidéo pour la transformation des va-
leours de la socidété. Historiquement, la télévision altecrnative deve-
nue "vidéo" comme instrument de libération, s'est développdéc en oppo-
sition aux contenus et au mode de fonctionnenment, nrivilégids par

la télévision institutionnelle.

Dangs cctte perspective, nous cspérons que la connaissance de l'inage
électronique et le dévcloppenent dc son potentiel propre pourront
8+pe réinvestis dans une pratique renouvelée du médium.

Danielle Lafontaine.
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EXPERTHENTAL VIDEQ EXHIBITION / EXPERIMENTELE VIDEO
TENTOONSTELLING / EXPOSITION DE VIDEQ EXPERINENTALE

Co-ordinatoro ¢ i Responsables :
Programming / Programmatie Programmation : Danielle Nicolas
Secretariat / Sekretariaat / Secrétariat : Liliane Recht
Technics / Techniek / Technique : Kit Galloway
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Video Environnerients / Programmation / Programmatie

Peter Campus ¢ cvery day / dagelijks / tous les jours.(Premiére)

Noun Jum Pailk : every day / dagelijks / tous les jours.

Walter Wright 10 h.30 & 22 h. every day / dageolijks / tous les
Jours.
11 k. ~ 1 h. 30 & 16 h, - 18 h.30 every day /

degelijks / tous les jours.

Wendy Clarke

on

Jean-Paul Bover : 17 h. every dny / dagelijks / tous les jours

Vaody & Steins : 15 h.30 every day / deseli jks /" tous les jours.
Vagulice

Zd Boshwiller : every day / dagelijks / tous les jours,
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VIDEOTAFRER TR OMAD AT o . o .
LDEOT/FRS / PROGRAIMATION-PROGRAMIATIE / EMSH/ILLER ROCH

26 = 27 = 30 ~ 31 dicembre

ED THSHIILIER 2 SCAPES & 1IATLS & CROSSINGS AND MEETINGS
11.00 - 12.00 n it
13.00 ~ 14.00 " 1
15,50 = 16,50 n n
17.00 ~ 18.00 n "
18.30 - 20.30 n 1
21.00 - 22.00 " n

28 -« 29 décembre

15.90 = 1700 ‘ HEY VIDEG WORK 1974, by Veoody and Steina Vasulke
18,00 - 18.30 : BOSTON SYIPHONY EXPERIIENT / SUITE 212 (Premjde)

by and intreduced by lNaum Jum Pailk
18.30 = 20.30 3 SCAPE-~MATES & CROSSINGS & MEBTINGS, by Ed Emshwiller

21.00 = 22,30 NE VIDEO VIORK 1974, by VWoody and Steina Vasulka

(1
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La Cinémathéque Royale de Belgique

VIDEQTAPES / PROGRAMIATION — PROGRAMMATIE

10.30 3/tot 12.30
Eric SIEGEL

Einstein Tt
Wolfgang STOERCHLE Selection 301
Peter CAIPUS Three Transitions 8t
Woody & Steina Vasulka Golden Voyage 27t
Sani KIEII & Lee KAMINSKI Dance Hole (S
Jean-Pierre BOYER finalogue 10t
William ROARTY Passage 12!
Skip SWEENEY Jona's Favorite 8!
Eric SOMERS Stillpoint 10!
Ros BARRON Zone 107
13.30 3/tot 15.30
David CORT Selected Works qit:t
Stephen BECK & Jordan BELSON Cycles 3!
Robert ZAGONE & Jo Ann KYGER Descartes 10!
Robert Zagone Lee of Cups Bt
Rudi STERN Raga 15!
Peter CROWN & Bill + Louise ETR.  Heartbeat At
Bill & Louise ETRA POP 11-10 7!
Ed EMSHWILLER Crossing & Meetings 23
Ernest GUSELLA Equilateral Orgasns 301
18.30 &/tot 20.%0
Stephen BECK Conception 51
Willian GWIN Irving Bridge 451
Phillip K. Perliman Food Tape 10!
Peter CLIPUS RGB 8!
Dinitri Devyatlkin Video Tunnel gt
Tor DEWITT Fall 191
Hermine FREED 3609 Number One at
Skip SWEENEY Slow Mo 2
Don HALLOCK My Father 6!
Steina VASULKAL Let It Be ik
21.30 3/tot 23.30
David HALL This is a Vidmo nonitor
Maurizio NANUCCI The nissing poen is

the poem 16!
Peter WEIBEL Solution of phantesy 51
Alberto PIRELLI Riconoscere il Ricono-

scinento 22!
René Bauerneister Support/Surface
Janos URBAN Cross—Talks/La Patin~-

noire 351 /10!

Het Koninklijk Belgisch Filmarchief

The Royal Film Archive of Belgium
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FROIT 6.30 p.m.
ON REQUEST: Teé-screening of
also Screening of +
play at entrance to

any of the videotapes list
apes not selected for
exhibition),

ed above, and
i a - .
the prograre (1ist on dis-

LITAR 18u,30.

OF VERZOEK: opnieuw vertonen van
en vertoning van banden
lijst as

gelijk wellce hogerwv
niet goselekteerd Voor
1 de ingang van de tantoonstelling),

errelde videoband,
het programme (zie

. PIRTIR DR 18h30,
SUR DEMANDE: vision des bandes sél

ectionnées et des programmes hors
sélection (affichés & 1'entrde de la salle de vision).
o e " : i The Royal Film Archive of Belgium
émathéque Royale de Belgique Hal KortakllkBelgiach Bimatchief i
La Cinéma
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Pecter Veibe ' ;
ter Weibel / Video topes and video actions

29.12.1974 / 23 h. 30

Evistemic Videology (I) 1974 51

tine delay as echo
recursion as founding semantics
signs to sensc

Video-and Tele-Works 1969-72 20!

(tv—news, napping is a crime, intervalls,
tv-aquariun, the endless sondwich, imaginary
tv-watersculpture, is that art, synthetis)

Investigation of Identity 1973 10t

(Live action)
1) closer to you ny self
2) servare contingentian
%) Ockhon's razor

COlmunlICation
4" Housmusile
a sound couedy

Timedlood 1972/74 5-10!
(Live action)

blcod as circular tine. is tine cireular = is
there an end of time = ANMpFNTp ?

Het Koninklijk Belgisch Filmarchief The Royal Film Archive of Belgium
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'IiEXTS BY INDIVIDUAL VIDEOMAKERS / TEKSTEN DOOR DE VIDEO
MAKERS ZELF / TEXTES DES VIDEOHMAKERS EUX-MEMES

NOTICE / VERWITTIGING / AVERTISSEMENT
These are all original texts written at Knokke / Dit
zijn allemaal originele teksten te Knokke geschreven

Textes originsux rédigés & Knokke
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TEXTS BY INDIVIDUAL VIDEOMAKERS / TEKSTEN DOOR DE VIDEO
MAKERS ZELF / TEXTES DES VIDEOHAKERS EUX-MEMES

NOTICE / VERWITTIGING / AVERTISSEMENT |
These are all original texts written at Knokke / Dit
zijn allemaal originele teksten te Knokke geschreven /
Pextes originaux rédigés a Knokle
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Video / René Bauermcister

Faire de la vidéo, de non point de vue, consiste d'abord en une recher-
che des critéres de spécificité de 1'inage électronique. Coincidence
parfaite du concept espace-réel temps-réel nis en opposition & 1l!éven-
tail des possibilités détenues par le différé ec le nontage.

Des considérations écononiques font trop souvent de la vidéo la "bonne
4 tout faire" de 1'audio-visuel,

Support-Surface est & considérer sous 1'angle d'une recherche &1émen-—
taire sur le rapport écran~image et tente de rendre perceptible 1l'ambi-
guité de cet espace normalement dévolu & la reproduction et qui dans

ce cas particulier opére en circuit fermé et ne renvoie qu'ia sa propre
évidence.

René Bouermeister 28/12/74
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Video / Peter Campus

Mem 1974

a closed circuit video work, is activated by the positioning of the
observer-participant in the field of the camers, occurring along the
wall of projection. The projector displaces the image of the observer—
participant at an oblique angle to the wall causing distortions at
either end of the screen, only in focus near the center. This work
is distincly different for the observer=participant and the passive
observer, the former having a more kinetic, less distorted experience.
The observer-participant relates his/her position along the wall (the
artist feels an uncomfortable one) to the confronted image, thus the
experience of the work is an internal one.

R-G=B 1974

a videotape : the title refers to the red green blue of the video
color system. The tape explores color from the (primative) interfe-
rence of gels, through the mechanical system of a slide projector

to the electrical complexity found in a television studio, the random
altering and' then adding of color. But there is also the ever present
sub themes (in Campus' work) of spacial and psychological distortions
and alterations.

Video

1. Video is light (phcton) energy hitting the surface of a tube and
being converted into electrons, travelling along wires into a
monitor and being converted back into light energy, hitting the
retina of the eye and converting to neural energy.

2. It is tactile, instantaneous, and simultaneous.

3. It is similar to painting because unlike film the image appears
simultaneously, instantly; because it has borders, is rigidly
located in the viewer's space (compare this to film where every
effort is made to remove the space between the screen and the
viewer's consciousness).

4., Video is external, objective; it offers rather than controls.

Peter Campus.
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VIDEO / WENDY CLARKE

An environment has been set up to be changed by the people who participate in the
space. There is a motif of rainting in each of the 4 pieces. Tre mural has monitors
as an integral part of-the surface. Those who paint on the mural are alco in the
mural and their own images will make the mural change as each person is different.
flso Wwe are conditioned to think that a TV set is a rectang.e and here it is possible
to see that we can make whatever shape suits the image. The portrait painting is a
way of painting yourself in a way that only video can meke possible. There is no

way to paint an exact likeness on the paper but marvelous things happen in the video
painting. It is also a piece that gives people a "video high". The sculpture
rainting demonstrates the two dimensionality of video space. Again here the sculp-
ture is done by the participants and will change all the time. The monitor in this
piece is the painting - a two dimensional flat surface and the seulpture and the
painting though recorded by the same camera will look entirely different.

The kaleidoscope is a sculptone with a feedback tape (black + white) that plays
inside. Each person can colorize the tape and paint with elecironic color.

A perception

It is in enticipation of the coming World Communication Veb, vhich will le able to
send multiple auvdio and video images both in and out of people's homes, that the TP
was established in 1971. Dozens of artists from all disciplines have worked with
video at the TP in an effort to learn new skills and methods for the effective use

of the electronic arts - ways of incorporating meny different sources of sound and
image into coherent forms ; new ways of handling cameras as extensions of our whole
bodies, not just our eyes ; new ways of acting, moving, and dancing ; ways of using
lighting to permit camera flexibility. These skills will be necessary to develop

the new art form that will emerge along with the coming new home video technology -
audio-~video consoles with cameras, a matrix of multi~-screen monitors on a wall, two-
way access - which will allow anyone to produce his or her own prozramming that can
be mizxed with feeds from other spaces/places.

In Barly Tribal Civilizations, when the witch doctor (the artist) tozether with the
communi ty (the audience) would collectively sing and dance, art needed collective
energy if the dance was to produce rain. Ve will scon be at a moment in history
when the new electronic technologies can again put the means of production into the
hand of every member of this technological world. Ve will have found, again, 2 way
to actively connect ourselves with each other - with peoples as distant as across
the street or across continents - all of us together as part of the art process.

Thea work of the TP has been demigned to increase cur awarencess of how we can create
our own input and not just sit back and accept what is fed to us by the gigantic
corporate heads determined to misuse the power of the new media. Instezd, we can
have a true dialogue among all members of the human tribe. And besides, it's fun !

Wendy Clarke.
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VIDEO / ED BMSHIILLER

SCAPE-MATES in SCALR and TILE

I have been interested in different ways of presenting video tapes. In this piece

SCAPE MATES is shown on the TV receiver, by video projector, and by 16mm projection
of a kinescope of the tape. Scapemates lends itself to this simultaneous preseni-
ation with its boxes within boxes, strong horizontals and verticals.,

The way differences in image size and brightness play upon one another pleases me.

Also the differences in tine (the film is not synchronized to the videotape) create

another kind of echo effect which I find interesting. All in
effect of images pf the same material, sometimes slightly out
richness and complexity to the work which no single method of
would give.

all, the cumulative
of sync, gives a
Presentation alone

Ed Bmshwiller,

N . b . ot
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Yideo / pavig Haj2

To the majority, videa 4. tolevision

48 with film, specific Derceptual s~anventions and expectanciss have
evolved, mostly via the commercial onslaught,

These media therefore do not have the insular security of the tradi-
tional experimental artforms.

This interests me greatly (I was once a sculptor),

Though I reject the classic narrative/theatrical techniques practised
religiously by the commercial operators, I do not automatically reject
the percepiion conventions acquired by the audience. Rather, the ba-
sis of my work is rooted in questioning, manipulating and remoulding
these agsumptions,

Many video artists are currently engaged in establishing an "alterna-
tive" formalist language through the use of high technology. To ny
mind this ig often simply a sophisticated extension of "discovering-
video~as-a-new-toy" ,0r of attempting to give it the status of the
traditional media, At this point attitudes become finite, security
is established, and the systen ig satisfied.

I have no allegience to technology. At present my own tapes utilise
only the most fundamental equipment necessary to an idea. The idea
is more often than not based on the immediate functions of that
equipnent as perceived by a viewer.

This is a Video Monitor is built around an initial take of a girl's
face describing the perceived functions of the monitor on which she
appears (this could equally well apply to any video monitor). Sound
synchronisation wavers slightly throughout which relates to a section
of her description. At the end of this initial teke the camera cuts
and a "no signal" noise appears (an intrinsic property of videotape),
The take is repeated, shot off the first. A third is shot of that,
and a fourth of that and so on. Each time sound and wvigion progres-
sively change their characteristics. The "no signal" noise is doubled,
trebled, etc. At each take a section of the image of her face appears
to amplify, which ultimately becomes a series of light patches (refer-
red %o in her recurriwng description as true of any TV image anyway).
The sound progressively blurc and multiplies its reverberation as

it is re~corded on mic from the monitor speaker. Effectively, the
"eoncrete/perocptual” aspects of the monitor are progressively iden-
tified and reidentified by the tape process and her description.

I am currently also working on a number of closed circuit installa~
tions (one of which - "progressive recession" - was to appear at this
exhibition had the large number had the large number of monitors I
requested been available). Most are concerned with viewer behaviour
related to their juxtaposed image. Again, the equipment function

is fundamental -~ there is no technological myotery,

David IIall 28.12,.74 :
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Video / Jeun Otth

"LIMITE E" 1973 T

Cette bande vidéo est une interrogation sur les différentes modalités d'une
néne réalité.

Hon intervention consiste 4 cerner graphiquenent

a) non onbre
b) non inage statique (diapositive projetée)
c) mon image dynanique (projection cinédma super 8)

LA LINMITE est un thémo qui s'étouffe de sa propre évidence. Dessiner,
griffonner le contour d'une forme est un acte primitif & conserver, & déve-
lopper. Anthropologie de 1a peau, perversion nagique d'un "en-dehors!
anéanti par wn signe séparateur de 1' "en-dedans" +»+ et réciproquement
pour mieux souscrire 3 1l'enveleppe des choses et des gens,

Dénoninateur commun de toutes les inages, de tous les codes (avec le
temps comme nouvelle dimension plastique) 1a VIDEO Suscite un LSPACE
PICTURAL dont la spéecificité est 3 décourrir ..,

--» Dais une chose est acquise : la natiére, Cette matidre é¢lectronique,
loin de recevoir passivenent les inages (projection cinéma), les produit
enfin avec une belle obstination de luniére, dans un perpétuel happening
"technoimaginaire".

Méne si le petit dcran est trop souvent le lieu d'une exposition ddcorative

de la réalité, garante des pires abus idéologiques, il est aussi le lieu de
quelques possibles.

La Cinémathéque Royale de Belgique Het Koninklijk Belgisch Filmarchief The Royal Film Archive of Belgium
a

23 Ravenstein 1000 Brussels Tel= 513 41 55/Cables +Telegr = TLX 230.22 Brussels/Telex = 230.22 Brussels




; compétition internationale dy film ex

i Perimental
qn de experimentele film  Fifth |

Viifde internationale com

nternational Experimental Film Competition
.—’f//
.;-"""'_-_‘__‘—“—_‘__ N T ————-—-——-—-—_—-—-———_“_‘—‘—-—-—-————___.
nokke-Heist

o N T 25.12.1974/21.1975
e T ——— -

VIDEQ / NAM JUNE PATK
L JUNE PATK

At the turn of the century,
many new "things", Poincarg,

when ordinary People thought that they were di
discovering only new "

scovering
French mathematicieon, remarked that in reality we were
relationships" of things zlready in existence,

This observation comes often into my mind in oy everyday work with video.

EX. one live rerson, and him on one monitor, and/or on two monitors and/or in color
and black and white, and/or in aif

Fferent sizes and looking angles such as looking
up from the floor, looking dowvn from ceiling and many more and/ora..., these differvent
occurances veave completely new relations

hips about the subject (example : my
"Meiangle" with Buddha)

My fascination with videosynthesizer is also not so
CJ‘\

much in actual images as in its
ontinuous metamorphosis, through various coloring,

scan~modulating and key-mixings(?),

In 1967, Jacques Ledoux, who loves international telephone calls as much
the art of movie, traced me working at Stony Brook in Long Island. Re
could not accept the invitation but the process of
the art of "wine makins" but also in any non-dualist relationships. 'hen I took a
ISDU-pill with Yoko Ono back in 1964 (who by the way was an important
Knokke '67), the most complicate time-relationships of "aging" tezame visible as a
simultaneous spatial relationships, as much as Hozart envisaged all four movements
of a un-composecd string quartet in one split second.

as he loves

grettably I

"aging" is important not orily in
g P

passer-by at

S0 called "feedback", video artist's favorite word, is nothing but the scientific
term for "aging"... thet is : enrichment in time-component or a compounded time.
Like any other art, video-art also imitates the nature... but in her time-component.

Ex, : in ITSC color, color is determined by time-component : that is phase~delayline
in 3.58 mega-hertz,

Buddnists say : enlightenment is nothing but a intuitional understanding of these
pure, total, and inter-dependant relationshipg,

IT you mix 7 rainbvow colors, you
get a pure white.

Nam June Paik, Brussels. 1974

(1) Buite 212, produced at 'MET TVLab in New York will have the world premiére here
in Knokke ; it ig a study of these new relationships of "things" around us.
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Video / Steina end Vocdy Vaosulka

The key ex

}.}G‘['J_(?HCE' of the electronic image is to us the process of
underastanding its time and chnergy structuwe.

The visual codes,
when we are most successful, provide clues to that understanding.

The time and cnergy of the image in ifs dynanic state present to
us new and unexplored nental space.

Our embition is to formulote and transmit our materialistic under-
stonding of that in a forn of corron knowledge., Our intention is
to demoératize those intellectually pleasurcble spaces that have
heretcfors been the exclusive domain of mathenatics, physics end
the information sciences.

Yoody and Steina Vasulka.
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Video / Peter Weibel

VIDLOLOGY

In the last decade the avant
tions of the organisation
caleulus filn,

gardefilm was occupied with structural ques-
: ’and sequence of signs, the formal syntax of the
e _ und'how this filmic syntax generates meaning. By inves-

1gating poasible interpretations of imoges the filmmakers have enlarged
Fhe codes of cinematography, but not the caleculus. Still they have
intrcduced some transitions to stills (fotOgraphy) and video.

What are now the videologic constants of the calculus video that seems to
be a broader one as film, if any analogy is useful ? I would propose five
features that construct the video system (VT videotapes, TV television,
VTR videotape recording) formally, by which new relations and new

works could be discovered and produced : synthetic, transfornmation,
selfreference, instant time, box-character.

The synthetic gemeration of the image by an electronic machine (which
needs not to picture the existing world) and the transformation possibi-
lities of the signs are therefore the foremost field of the psychedelic/
surrealistic videofreak, but aleo the field of future rigorous formal
investigation of colour, time, space. For the cool user of the new dope
(tv and vt are drugs as all time machines) is the feedbaclk possibly the
nost interesting, which has two sides, the instant tinme = gsinultancity
(that you can see what happens as reality as the same time &s picture)
and the selfreference (that objects can be selfreferred in time; seli-
reference is a tense form of being). Because of its selfreference and
its time element (live or delayed tine) video is specially suitable for
live performances and actions. By box-character I just mean that machine-
character of video as time and space switch in a living room.

As time-space-nachine video is therefore also very suitable for new con-
cepts of sculpture video sculptures and video installations.

Tn the classical representative art time played no role. But with film
ond video as non-classical arts time started to emerge in the art object
(& classical artforn like sculpture even got influenced by time and

becane process art etc.). If you see history as a kind of selfrealisation
of man and art as a kind of selfdemonstration, then you can say that

video is the first mean in the history of art that has physically realised
such o basic concept of western culture like selfreference (i.e. the basis
of consciousness). Tideo ig like a new organ in the evolution of man,

it is the implementation of a mental structure into technical construct,

o shift of code, an enlargenent of the code into its own basis.

Ts it allowed to say that the classical cinenatography grew to expanded
cinemn (with all its new formal actions and projection systems) and
tyansformed with video ete from & projection ayston to a general picture
processing and generating nachine ?
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VIDEO / VALTER VRIGHT

——

Experimental Television Center, Binghamton. N Y

m 5 a4 e
Television is for e the most challenging visusl medium
abstracted and processed in real time. As an instirument the viloo symthesizer
T T : -4 . Ll 5 E T igd
(;alu/ﬁdce, Rutt/Etra, Scanimate) allows the artist fo create images just as musician
o :
The Pa

creates sound. inter freezes an image on canvas. The television artist thaws
till images and abstracts live imag

5% es creating in each performance on the syntheaizeox
a unique "motion picture".

i i

Images may be generated,

Valter Vright.
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To understand the development of video art in the United States, one must
begin with the dimensions of the video experience in everyday American life,
Everyone has access to a television set. Over the last thirty years, everyone
has had access to a growing selection of video inputs. Beginning with three major
networks, American television has expanded to include an educational network and
thousands of independent television stations, With the arrival of cable television,
millions of viewers became able to choose from among as many as twenty channels of
programming. Even this selection represents only a quarter of the potential number
of chamnels technically available to television sets manufactured in the United
States today.

An argument could be made that the ubiquitous channel selector was the first
instrument of video art and that virtually the entire population, through their
creation of daily montages of video programming, has been engaged in video art
since the end of World War II. Another mass interaction with the medium is provided
by innumerable surveillance cameras in locations ranging from skyscrapers to candy
stores. Every American old enough to open his eyes has the opportunity to see him-
self on a variety of television screens, Ordinary people are increasingly at ease
when appearing on broadcast television. Those born after television seem entirely
uninhibited when appearing on it. The most nervous figure on American television
today is the President. As his image is being broadcast simultaneously by all
three commercial networks, he appears to be engaged in a self-conscious struggle
to transform himself into a Pop Art portrait.

Through the sheer force of numbers, the American fascination with television
has made TV Guide - a weekly annotated listing of programs sandwiched between a few
"entertaining and informative'' articles - the most widely distributed journal in the
history of human civilization. The fascination also elicits an endless stream of




futile campaigns to change the type of programming offered. These range from
sophisticated lobbying efforts to a Quixotic belief in the inevitable popularity
of homemade programs broadcast over the public access chamnels that cable com-
panies are required to provide. The fact is that the United States Congress has
recently acted to strengthen the position of conventional commercial broadcasters,
while the economics of the cable industry continue to stifle efforts to produce
non-professional public programming.

The most interesting outgrowth of the American electric environment has
been the growing body of video art (the word "video" was adopted to suggest a
purity that the word "television" had lost). Video art began with the introduction
of videotape in 1956. For the first time, the products of electronic imagemaking
could be recorded without the intolerable distortion imposed by the kinescope.
Recording led to contemplation which, in turn, encouraged composition. Then, on
October 4, 1965, Nam June Paik received the first SONY recorder in New York harbor
and made his firet videotape through the window of a taxicab on his way to the
Cafe A-Go-Go on 147 Bleeker Street, and announced that as collage has replaced oil
painting, the cathode ray tube would replace the canvas., The introduction of in-
expensive, readily available wideo recording equipment came during an enormous ly
fruitful period of the American avant-garde,

Despite the shocking newness of the first images, and the popular descrip-
tions that these images inspired, they did not represent a desire to create an
alternate television. On the contrary, the early video artists were attempting to
lure people further into the most commonplace wisuval events of their lives. The
controls operated to produce these works were not much more sophisticated than the
controls operated every night by millions of viewers. The images produced were
homages to the humble raster and the common household wave pattern. Early wvideo
art presented what was always there - only more so.

Video feedback introduced far more complex ramifications. Simply pointing
the camera at the image it was generating on its own monitor and undertaking a
serious examination of the results constituted a rejection of all that had come
before. In conventional television, feedback was regarded as one of the most basic
and unforgivable of technical errors. Now it came to form the basis of exploration
of video image synthesis. Contemplating feedback, creative electronics engineers
began to wonder what other visual possibilities could develop from the creative
rearrangement of the paths on which signals travel.

The most characteristic and certainly the most widely known works of Ameri-
can video art have been produced on the increasingly sophisticated image generating,
editing and colorizing devices that have grown out of the attempt to build on the
initial feedback experience. American video art is dominated by this technical
orientation, but the rate at which the artists invent new tools to replace old ones
gives their work a certain conceptual character. One must consider the initial
idea for a totally new kind of image as itself a work of art.




The Experimental 5 Video exhibition displays the key works in this develop-
ment of video art. The stress on the location of this art within a changing
technology is to remind us that it came to birth in an era of consciousness in which
the concepts of environment, ecology, information systems and synergy were them-
selves becoming part of human psychic awareness. The enviromment in which thinking
now takes place iz itself environmental. In his 1937 essay, Light Painting,Lazlo
Maholy-Nagy had forecast the necessity for such thought: '"The great problem put
before our generation is to find the balance between our psycho-physical limita-
tions and the uncontrollable achievements which proceed without any ordered limits

from the machines which we ourselves have created." Nam June Paik, who predicted,
as we have seen, that the flickering cathode ray tube would replace the static
canvas, would write in his Videa n Videology in 1974: "In America our life-span

or sum-total of wake-up time does not grow as fast as our exponential leap in the
input signals to digest or process."

The characteristic of wideo arts is its concentration on process and its con-
tinual movement into a larger enviromment. The eight artists who are visiting
Knokke-Heist this week approach video from as many different directions, but all
think environmentally,

Nam June Paik put twenty monitors on the floor with their viewing surface
facing directly upwards to create a television garden at the Bonino Gallery during
the Open Circuits exhibition in New York in January, 1974. Here, his Buddha piece
environmentalizes another Eastern cultural artifact, Wendy Clarke's interactive
video playground builds on the systems she has developed with her mother Shirley
at the Video Tepee atop the Chelsea Hotel in New York City. The video image of
the painter painting appears in the middle of the painting as it is being painted,
resulting in an electronic "action" piece. Peter Campus's wideo installation
creates an entirely novel mental space. In its gallery space, it completely trans-
cends the notion of sculpture, which is nevertheless a residual element of its
semiology, while it captures, controls and emanates quiet vibrant energies in the
environment it mysteriously establishes.

Ed Emshwiller's presentation of Scapemates, which has sources in the variety
of other media he masters, is a simultaneous display on an ordinary television
monitor and in projected versions in video and film form, making a triptych of
scales, light densities, and interacting color textures. Finally, Woody and Steina
Vasulka and the Canadians Walter Wright and dean-Pierre Boyer work collaboratively
with their newly designed synthesizers and colorizers to create unrecorded pieces
in live time, an installation/performance in which the process of creation is the
work on display and the audience is invited to enter the work as participating
shaper rather than as retrospective spectator.

All of these artists are themselves participants of a newly perceived envir-
onment in which one has been able to stand at the window of his living room of an
evening and look up at the moon and then look across the room to a television where
an image of the same moon, as recorded by the camera on a spaceship, is being trans-
mitted, and to meditate on whether he is seeing two different images of one temporal




moment of the moon's life, or simultaneously seeing two temp
moon, and if so, which of the two is the earlier.

oral stages of the
These artists have come
where, five hundred years earli
North American continent, from
would fall off the face of the
the earth itself is a spaceship

to Knokke-Heist to stand in a room on a continent
er, men believed that a ship headed for that

which they themselves have
earth;

Seth Feldman




ROS BARRON ZONE TAPE

Ros Barron is one of four video artists who,
by WNET in New York to Produce one of the first publicly broadcast programs of
experimental video., The group of artists elected to call themselves, Zone, which
also became the title of the program. In her segment of Zone, Ms., Barron presents
a visual metaphor of the interaction between a viewer and his television as the
age of experimental video dawns upon him. Using quick cross cutting that is far
more typical of film than it is of video, Ms. Barron shows us the changes in the
viewer's face and mind as the images on his television set evolve from the photo-
graphic to the electronic. The majority of the graphics in the tape are optically

colorized, with some use of electronic colorizing and keying toward the end of the
work.

in 1969, were commissioned

STEPHEN BECK CONCEPTION

CYCLES

Writing of the origins of his work in video, Sa@n Francisco artist Stephen
Beck has said: "My electronic karma began to manifest itself about my 8th birth-
day when given a crystal radio set. TIn the following years, by tinkering with old
radios and television sets and operating amateur radio, my electronic techniques
began developing., While a student at the University of Illinois, I worked as a
technician and a design and teaching assistant in the electronic music studio. It
was during this time that my awareness of the expressive potential of electronic
forms grew into projects combining electronics with light; of particular signifi-
cance were motion picture films of cathode ray tube graphics generated by exciting
an oscilloscope with complex electronic sound signals and an electronic dimmer
instrument for color-control of spaces and volumes."

In 1969, the nineteen year old Beck converted a color television set into
one of the first video image generators. He has, since that time, continued to
work in the San Francisco area, using increasingly sophisticated electronic image-
making equipment. Conception is one of his most recent pieces, It makes use of
real images mixed with feedback, oscillator patterns and electronic keying and
colorization. In Cycles, Beck uses his 'video loom" to combine live images and
film with video feedback and oscillator patterns to produce a visual symphony set
to organ and choir music,

JEAN-PIERRE BOYER ANALOG

Jean-Pierre Boyer was born in 1950 in Montreal. He worked in both photo-
graphy and film animation before making his first videotapes in 1973. Since that
time, Boyer's work has been seen in video exhibitions in Montreal and New York.

In Analog, Boyer adapts a commonly used electronic music technique to create
video animation. Using the input of two oscillators, Boyer regulates the fre-




JEAN-PIERRE BOYER (cont'd)

quency of each machine separately so that the two fr
the two oscillators g0 in phase and are
"beat" occurs on the screen,
phase, another "beat" occurs,
camera periodically zooming

equencies nearly match. When
Producing the same frequency, a visual
When Boyer takes the oscillators slightly out of

The resulting pattern of "beats" is recorded by a
in and out at the monitor on which they appear.

PETER CAMPUS R-G-B

THREE TRANSITIONS

Born in New York in 1937, Peter Campus studied film at the City College Film
Tonstitute and psychology at Ohio State University. Campus' main interests have
been in the area of conceptual video and in video installations and environments,
In R-G-B, Campus explores the possibilities of different combinations of basic
colors. 1In the first section of the work, he simply places different colored
sheets of plastic over the front of the camera lens. 1In the second part, he uses
projected light., 1In the third part of the work, Campus makes the transition from
optical to electronic experimentation. Using a red-green-blue encoder, he is
able to affect color changes without any apparent movement taking place on screen.
Finally, in the fourth part of R-G-B, Campus goes further into the possibilities
of video colorization by combining two background generators to vary the hue

balance between the background and foreground colors until his own outline dis-
appears,

In Three Transitions, Campus uses chroma keying to perform experiments in
perspective similar to color experiments of R-G-B, As described in the Electronic
Arts Intermix catalogue: "The three transitions, going nowhere, like mobius strips
are transformations of images into energy: and video being electronic energy, il-
luminate the ironically illusionistic, the destruction/regeneration process in a
way no other medium is able. Exploring the transforming plastic possibilities of
video, Campus uses the irony of illusion and reality." Three Transitions was
produced at WGBH (Boston).

DAVID CORT VIDEOGAMES

One of the earliest users of video, David Cort has worked with several New
York video groups and has shown his work in numerous museums and on cable and
public broadcasting stations throughout New York State. Cort was one of the
founders of the Videofreex, a group whose works are widely known throughout the
United States. He currently lives and works at the Videofreex's farm in Lanes-
ville, New York.

As in most of Cort's work, the pieces shown here use the live input of in-
dividuals and small groups. The bizarre permutations of human forms are achieved
through the use of video keying combined with other electronic techniques,




DIMITRI DEVYATKIN VIDEQO TUNNEL

- B9rn in 1949, Dimitri Devyatkin studied classics at St. John's University
in Maryl§n§ before returning to New York in 1971 to join Woody and Steina Vasulka
i? organizing videe and music programs at The Kitchen. As coordinator of The
Kitchen, D?vyatkin worked with artists from around the United States in the early
years of video. He later worked with the medium throughout Europe, finally going
to Moscow in 1973 to study under Soviet documentary director Roman Karmen at the

All—Ugion S?ate Institute of Cinematography. He returned to New York with some of
the first videotapes made in the Soviet Union.

Video Tunnel, made with John Rogers in 1971, is one of the more successful
of the early video experiments. The viewer sees Devyatkin (on the left) and
Rogers before what appears to be three concentrically arranged television moni-
tors. It soon becomes apparent that the simple actions of the characters are
repeated at different levels in this tunnel. In reality, the artist is feeding
three separate takes of the action into the same monitor at different times. The

result is a visual layering of time that is enhanced by the repetition of the
phrase: "She was a yisitor."

TOM DeWITT FALL

Born in New York in 1944, Tom DeWitt was educated at San Francisco State
College and Columbia University. He has worked as an apprentice to wvideo and
film artist Stan Vanderbeek and as an artist in residence at the Television Labo-
ratory at WNET in New York. DeWitt has shown his work extensively around the

United States and in Great Britain. He currently lives and works in Poughkeepsie,
New York.

In Fall, made in 1971, DeWitt achieved a rare and effective synthesis of
classical mythology, an ideological statement and the potentials of the video
medium. Coming as it did near the climax of the Vietnam war, Fall was quickly
recognized and used not only as an exemplary video piece but also as an effective
anti-war statement,

In explaining the themes of Fall, DeWitt has written: "I see a rebirth of
our own generation of flying men who carry the sun around in the bellies of their
planes. Knowing that no one will be able to make a movie about their final war
after it is over, I felt compelled to spin their yarn before it ignited. Of
course, I did not have newsreel footage of the event. In fact, at the time I was
making Fall, the Pentagon decided to withdraw its aerial combat footage of Vietnam
from public circulation, so my raw material for Fall was derived from less authen-
tic sources. Yet this revision in the strategy of the war makers' propoganda
machine did not really phase me, because there were reflections of their madness
all about me,"

In creating Fall, DeWitt made heavy use of video feedback, keying, coloriz-
ing as well as film and tape inputs. Large sections of the work were mixed
electronically then transferred to film. These long film segments were edited
down into the completed work, which exists in both media. The soundtrack for




TOM DeWITT (cont'd)
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SCAPE-MATES
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BILL and LOUISE ETRA PDP 11-10
‘PETER CROWN HEARTBEAT

Bill and Louise Etra are artists in residence at the Television Laboratory
operated by WNET (New York). Bill is the co-inventor of the Rutt/Etra Video Syn-
thesizer, one of the most widely used image generating instruments in the United
States, Louise has coordinated video shows at Media Study in Buffalo, New York
and at the Muisee d'Art Moderme in Paris, Dr. Peter Crown is a psychopharmacolo-
gist who has devoted his research to the ways in which bodily functions may be
projected through the medium of wvideo.




BILL and LOUISE ETRA (cont'd)
PETER CROWN (cont'd)

PDP 11-10 ie a hi
elements of televis ion,
scamning the surface of

the naturally occurring Programmed voltage control.

At the same time that they produce the image, the voltage inputs also produce the
sound heard during the piece,

ghly abstract piece that makes use of the most basic
the raster (the pattern created by an electron beam

Heartbeat is a demonstration tape make by the Etras in conjunction with
Dr. Crown. As the tape's narrator explains, Crown has attached a bio-medical
telemetry transmitter to Louise Etra. The device broadcasts the pulses generated
by Louise's bodily functions to a video image generator which converts them into

the image of a beating heart. The synthesized image is then fed into an elect-
ronic mixer where it is ""'superimposed"

HERMINE FREED 360° #1

Educated at Cornell University and New York University, Hermine Freed
worked as an art curator, teacher and television commentator on the arts before
beginning her work in video. She has lectured extensively throughout the United
States and has shown her work in numerous exhibitions in Brazil, Austria, Switzer-
land and Germany as well as in the U.S. 1In pummarizing the aesthetics behind her
work, Ms. Freed has written: "We each have a separate world view, separate exper-

iences, separate visual perceptions. My work tends to be agbout those differences
in perception."

360° #1, one of Freed's early video works, uses an optically produced multi-
layer image of a circular pan. The pan includes close ups, medium shots and land-
scapes. Added to the visuals is a multi-layer sound track of the artist's voice
describing what is before the camera's eye at different moments of perception.

ERNEST GUSELLA EQUILATERAL ORGASMS

Currently working and teaching in New York, Ernest Gusella studied art in
San Francisco before turning to video in 1970. Writing of his video aesthetic:
""There are unique pictorial qualities inherent in the medium due to its electronic
nature. These characteristics allow the creation of images which would be impos-
sible to achieve in another medium. This had led me to turn to the development of
a purist approach in which the imagery most decidedly has to be abstract ....
Basically, the main sources of my images are oscillators, envelope shapers and
filters. These signals are then fed into an oscilloscope where patterns of very
pure definition are produced. These patterns are photographed by a video camera
and are further abstracted through the use of mirrors, mylar tubes tubes, pris-
matic lenses, etc. The resulting image is then processed through various mixing
and tonal devices, producing the final image."




ERNEST GUSELLA (cont'd)

About his current work, of which
currently working with lines taken fro
bizarre, However,

Equilateral Orgasms is an example: "I am
Nyl it m country and western songs. This may seem
Stract images and sounds in my tapes are of a fai
: . irly ag-
gressive nature and I deliberately chose a kind of statement which seems ser?oug

but is b?nal as a f?il to the abstract images, Ultimately, I believe that all
information about life is serious and relevant as art,

11t - -
y I'hav? sFru?tured my work in this way so that a captive audience is not
required as it is in most of theatrical presentations of video. I conceive of
the tapes being presented in a museum or gallery situation in which the viewer

c§n come and go at will and, each time he or she returns, a new image or statement
will have replaced the former one.

"I feel that when individual artists begin to produce video works of a
personal guality video will become as acceptable as painting, sculpture, film, etc.
as a viable means of expression of major artistic works. If video continues to

develop as it has in the past few years, there is no doubt that the medium will
become a significant one."

WILLTAM GWIN IRVING BRIDGE

Born in Alabama in 1947, New York video artist William Gwin was educated at
Dartmouth College and the Ecole des Beaux Arts in Paris. He has worked as an
artist in residence at the National Center for Experiments in Television in San
Francisco and at the Television Laboratory at WNET in New York. He has had
numerous shows of his paintings and video work in the United States and Mexico.

Writing of his personal aesthetic, Gwin has said: "I find myself returning
to four concerms - naturalism, surface, a respect for the properties of the medium
and motion. These things do not represent the goals of my work - these are
creation and expressiveness - but they do represent the ways I have devised to
meet these goals."

To make Irving Bridge, Gwin mixed four channels of previously edited porta-
pack work, using the properties of keying, mixing and electronic colorization to
create slow and subtle changes of imagery. The synthesized sound track composed
by Gwin complements the visual permutations of nature. As is the case with all
his work, Gwin encourages the viewer of Irving Bridge to interact with the tape as
he would with any natural enviromment: "I would let you move in and out of it in
the same way you can move in and out of the things that you see when you're walk-
ing in the woods, or sitting by a window or doing most of the things you do when
you are alive. That lets the tape, the work of art, have the same position that
any other object has,"




DON HALLOCK
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SAMI KLEIN

DANCE HOLE
LEE KAMINSKI

Dance Hole was created by Sami Klein and Lee Kaminski of TAPE, Inc., an
independent video production company concerned with '"the development of new tech-
niques for applying video tape in the arts and as an art form. TAPE was the resi-
dent video tape group at the Space for Innovative Development in New York at the
time this tape was made (May, 1973), TAPE is currently the resident video arts
group at CENTEC (Technology Center) of Jersey City State College in New Jersey.

The artists describe Dance Hole as a processed dance tape, accomplished
through the means of simple half-inch and one inch helical tape equipment with a
special effects generator, luminescence keyer and oscillator. The tape was origin-
ally made as a one camera choreographic record of a solo dance by Phyllis Lamhut,
All processing of the tape was done in post-production."

Dance Hole uses video to amplify the eroticism that can be suggested by
human motion.

PHILLIP K, PERLMAN FOOD TAPE

Having studied at Harvard and the Massachussetts Institute of Technology,
Phillip Perlman has been active in making, teaching and writing about wvideo in the
New York area since 1972, OFf Food Tape:

"This is one of the four tapes that were employed in an environmental
theatre piece called Bloody Potatoes or Doctor Ratstar's Need, performed in New
York in June, 1974. The entire work comsisted of seven spaces designated: Food,
Water, Sex, Violence, Humor, Null, and Control. Nine actors, working from
prepared scripts, occupied these various spaces, the total area taking up some
4500 square feet. Four continuously running video tapes with a cycle period of
from 10 to 30 minutes were used in the Food, Water, Sex and Humor spaces. At the
same time, 7 television cameras located throughout the total environment and mixed
through a special keyer were displayed via 16 TV monitors. The concept was to
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WILLTAM ROARTY PASSAGE

San Francisco video artist William Roarty uses his training as a graphic
artist to create, in Passage, 2 study of slow and subtle evolution of colors in
space. The four concentric frames that are seen are created by laying the second
and fourth monitors at a ninety degree angle to monitors one and three. Roarty
then feeds his slow motion color tape into the minotors (the tape itself being
composed of a mixing and keying of different colored video inputs). The net
result is that of a door suspended in a multi-colored cosmos. When the images on
the monitors are deliberately rolled, the various motions produced on the monitors
creates an even greater sense of a free floating image/object.

The sound track for Passage was composed and played by Roarty.

ERIC SIEGEL EINSTINE

Eric Siegel is among the founding geniuses of video art. A self-taught
electronics experimenter, Siegel, in 1968 invented the Processing Chromiance
Synthesizer, an instrument which has since become one of the basic tools of the
medium. The PCS enables artists to control the colorization of material originally
made in black and white. The Electronic Video Synthesizer, which Siegel invented
in 1970, was one of the first devices conceived as an art tool that permitted
artists to generate video images without the use of a camera. Taken together,

Siegel's two inventions opened the door for the subtly colored, highly complex
video images produced today.

Speaking of the purpose and effect of his technological breakthroughs,
Siegel has said: "I see television as bringing psychology into the cybernetic
twenty first century. 1 see television as a psychic healing medium creating mass

cosmic consciousness, awakening higher levels of the mind, bringing awareness of
the soul."

Einstine is one of the few undisputed classics of video. Produced in 1968,
it was one of the demonstrations of both video feedback and electronic colorization.
Sadly, it is also a demonstration of the threat of physical deterioration in this,
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WOLFGANG STOERCHLE SELECTED WORKS (1970-1973)

Born in Ge;many in 1944, Wolfgang Stoerchle was educated at the University
of Oklahoma and the University of California. He has taught video sculpture for
two years at the California Institute of the Arts, His work has been included in
group shows at the Los Angeles County Museum of Art, the Museum of Modern Art and

the Sidney Janis Gallery. He is currently traveling around the United States,
working in several locations.

Selected Works is a collection of ten short pieces done in black and white
with live sound. More minimal than conceptual, the individual pieces concentrate
on eliciting the essence of specific video events. Some pieces are statements
about the nature of light as recorded by video apparatus. The other pieces are
experiments in using the artist's body as a source of image transformation. The
works also concentrate on complex relationships between camera, objects and time.
The last piece is a statement on the artist's relationship to his medium.

SKIP SWEENEY JONAS' FAVORITE
SLOW MO #5

Skip Sweeney, a native of California, began to work in video in 1969. He
is a co-founder of Video Free America, one of the best known of the West Coast
video groups. He has also worked at the Chelsea Theatre in New York experimenting
with techniques of combining video with live performance.

Jonas' Favorite is an experiment with video feedback, The soundtrack is
provided by Doug McKechnie playing a Moog Synthesizer. McKechnie also provided
the soundtrack for Slow Mo #5, a piece produced on the Vidium image synthesizer
built by William Hearn. The images in Slow Mo #5 are generated directly by the
goundtrack. The tape of the visual effects of the soundtrack was then played back
at a slow speed and electronically colorized.

TWOODY and STEINA VASULKA GOLDEN VOYAGE

Woody and Steina Vasulka have, since the beginning of video art in the

United States, achieved a reputation as living at the center of the medium. Woody
is a graduate of the Czech Film Academy; Steina, a former violinist in her native
Iceland. Together with Andy Mannik, they opened The Kitchen, ome of the first and
most widely known video galleries and workshops. In 1973, they moved to Buffalo,
New York where Woody teaches at the State University of New York's Center for Media
Study, and Steina coordinates a program of video production and archiving at Media
Study, a community center.
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: igned and built the 6-input keyer-mixer and a Cen-lock
System. Eric Siegel designed and built the Dual Colorizer,

ROBERT ZAGONE DESCARTES

ACE_OF CUPS

Now working in New York, Robert Zagone took part in the earliest West Coast
video experiments. His tape, Descartes, made in 1968, represents ome of the First
attempts to mix the possibilities of video with poetry. Working with San Francisco
poetess Jo Ann Kyger, Zagone mixed feedback, keying, audio and video tape delay
and live input to create an impressionistic porirait of Kyger's rendering of her
verse (which is, in turn, a personal interpretation of the writings of Descartes).

Ace of Cups, made in 1968, is a segment of an early attempt to provide a
video complement to rock and roll. The tape was made at KQED in San Francisco as
part of a series of programs on West Coast music entitled West Pole. Ace of Cups

uses keying and video panning to enhance the images of the musicians produced with
television studio equipment.
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