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FOREWORD

Last year, when The Kitchen in New York asked us to present
Dutch video art there, we immediately took steps to get the
project off to a good start. Financial aid from the Ministry of
Welfare, Health and Cultural Affairs in Rijswijk enabled "Image
on the Run" to see light of day.

We feel it is impartant for the exhibition not just to show the
videowork ofone artist, butto provide awide survey of the video
art that is being created in the Netherlands. We have

consequently attempted to present not only quality, but
diversity too. We have limited the show to work of the sighties
because of the almost tempestuous development that has
characterized the past few years, a development that not only
provides a fascinating picture, but also places Dutch video art
inaclearer parspective.

Our thanks to all the people and institutions who have made
“Image on the Run" possible.

Lecnie Bodeving
Rob Perrée
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Introduction to an Introduction

Rob Perrée

When Name June Paik was already working on what was lo
become his masterpiece, “Global Groove", when the Kassel
Dooumentawas ensuring international recognition of video art
and when The Kitchen was entering on its second year of exist-
ence, Dutch video art consisted of nothing but & faw well-meant
initiatives not yet worthy of being called & movement. True,
Livinus van der Bundt had already demonstrated prior o 1970
thatitwas possible to produce original videograp hics using pri-
mitive means, but, important as it was, his work was a mere
incident.

A complex of factors was probably responsible for this situa-
tion, factors which figure side by side, but alsoasone another's
extensions, or seemingly in contradiction to one another.
should like to elucidate some of them here.

Dutchvisual art has beeninavacuum since the 1960s.Only the
Cobra group, wilh its innovatory force, managed to attain any
international fame after World War Two. The Zero movement
which followed was more of a contemplative trend, 8 reactionto
Cobra, than an independent experiment. After Zero the
thermometer scarcely climbed at all, apart from a few ex-
ceptions such as Jan Dibbets and Ger van Elk. Dutch art is
characterized by soundness ratherthan byoriginality. ltismore
a matter of marking time — sometimes surprisingly so — than
of going forwards. Some blame this on the artist’s over-protect-
ed social positian. |fthat were true, which | doubt, the proposi-
tion certainly does not hold good for the video artist: only in the
last few years, and sparsely at that, has he been discovered by
thesubsidy-granters. Myimpressionisthat adifferent, typically

Dutch phenomenon has had an unfavorable influence on the
artistic climate: in Holland the misapprehension prevails that
anything that comes from abroad is by that same token much
better than anything made at home. A strange form of anti-
chauvinism which also features in the policies of the major
museums and galleries. If “abroad’, due to an excess of
chauvinism, moreover knows how to sell itself praperly, asthe
United States, for instances, does, then opportunities for Duteh
artists are severely limited. In this manner art in one’s own
country receives few impulses (it is striking that the ‘greatest’
Dutch artists live abroad).

As well as this generally valid factor, a further ane isinvolved in
video art, Holland has never headed the technological field.
Thisis dueon the handtothe calvinist national character, which
greets innovations with suspicion — couldthere be a more typi-
cally Dutch expression than "doe maar gewoon,dan doe je al
gek genoeg” (which roughly translates as "behave normally,
that's crazy enough)? On the other hand perhaps that same
national character is responsible for a (positive) tendency to
take sides with the underdag, whose position in a pragressive
technological development can only get worse. This creates a
climate in which an electronic medium like video, and an artist
working with that medium, have lo overcome more obstaclesin
order to be accepted.

Added ta that is the enclosedness and closeness of the Duteh
broadcasting system, which regards artists as ingpt — De-
cause not so technical — intruders to be kept well away from
sacrosancttelevision. Itthen becomes fairly clear thatvideoart
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in Holland just had lo be late in developing. Most of the fringe
conditions and stimuli which a number of other countries had
were lacking here,

Thus itis just as logical as it is-absurd that a few artists from a
continent more familiar with mass media, benefiting from the
admittedly not very stimulating, but nonetheless sheltered
artistic Dutch climate, should form the basis of Dutch video art.
The Colombians Michel Cardena and Raul Marroquin were
responsible for the first Dutch video productions at the
beginning of the seventies. Together with a number of others,
they ran the first video-oriented gallery, the "In Out Center’:
This marked the hesitant yet inevitable start of a development
which, via afew intermediate stages such as the establishment
of the "Agora’’ gallery in Maastricht and the "Meatball” video
production group in The Hague, started to display a eertain
direction in 1975. That was the year in which "De Appel”
foundation started its activities in Amsterdam. It was to playa
majorrolein fostering the stimulation and appreciation of Dutch
video art (and, incidentally, any unsaleable form of art).

The foundation not only provided various artists with an oppar-
lunity to make tapes, it also took care of their international
promotion. In addition, itinvited prominent foreign video artists
to Amsterdam, so that the Dutch public could become ac-
quainted with this new visual art form. It is due to "De Appel”
that some of the artists represented in this show such as Nan
Hoover, Madelon Hooykaas/Elsa Stansfield and Christiaan
Bastiaans were able to realise a major part of their work.

De Appel’s video activitieswere taken over in 1981 by "Time
Based Arts" in Amsterdam; by that time, howeve r, Duteh video
art had already shifted into higher gear, due to the activities of
other institutions ~ "Het Kijkhuis' in The Hague, "Monte-
video" (againin Amsterdam), due alsoto the fact that a number
ofartschools had putvideo on the curriculum, ..., due, finally, to
the programs of Holland’s smallest broadcasting station. This
station — VPRO — had developedinto areal breaker oftaboos.
Itbroke all the unwritten laws of television, being untroubled by
any ideas of catering to the masses. VPRO program-makers,
headed by Fluxus-inspired Wim T, Schippers, were provacative
Rurveyors of chaos, sick jokes, impudence and boredom. No
longercould the viewer laan back passively; hewas forced to sit
on the edge of his chair in enthusiasm or anger. Predictability
and easy viewing were shown in their true colars. The non-
confurmra designs and themes of these television-makers
wiere similar to the points of departure of many video artists.
They changed the conditioned viewing behaviour of a large
seclion of the audience, thus making them ripe for the appre-
ciation of many works of video art. The stimulus came fram an
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unexpectedcornerand, though hardto assess, should certain-
ly not be underestimated.

“Image on the Run'" is an attempt to supply as wide a view as
possible of whatthat “shiftinte higher gear'” hasresultedin, Itis
notjustasnapshot view, though, since the exhibited work plain-
ly shows influences from the past as well as possible future
developments. The "images” are “on thrun” in more than one
sense.

Offshoots of conceptual art can be seen in the work of Abra-
maovic/Ulay, of Bastiaans, Stansfield/Hooykaas, Miiller and, to
a lesser extent, of lan Nichols. To these artists the idea is
supreme and the visual form subordinate, This doesn't mean
thatthey ignore the visual form. Thatis exa ctly where they differ
from the original conceptual artists, for whom video was justa
me_dium for registration; in the work of the above-mentioned
artists, however, the possibilities of the medium are evident in
the way they visualise their ideas. To them, video Is a con cep-
tual medium with a face of its own. Artists like Brun, Garcial
Wright, Schouten and Servaas refer in their lapes to mass
media, mainly television. Not on the basis of an anti-attitude,
but rather of fascination. They see video as a mass medium
enabling them to parody mass media by their personal im-
plementation of them. Schouten's work examines not only the
world of advertising, butalso of film (Hitc hcock, among others),
the television series (soap operas like Dallas and Faicon Crest)
and the comic strip (Spiderman, for example). By pouring it all
into the mold of an apparently artificial photo-novel, she keeps
her distance without concealing her enjoyment, Servaas
manipulates existing images which in many cases have
fbeCDITIE'C”ChéS. his story thus catching the viewer onthe wrong
ool

Garcia/right's point of departure is a television quiz, their
manner of presentation and cynical rendering of the content
making the "game” into an "Endgame’. Brun works along
similar lines. He chooses the outer form of a commereial (or
another mass-medium form of communication) and adds a
elementwhich makes it 'unfit’ forthe masses, Others, especial-
ly younger people with a clean record, people whose artistic
careers started with video, are sea rehing for an imagery which
only video can give them. De Groot and Dedo belong to this
group. Inorder to cut loose from the video past, they da not call
themselves video artists. They paint with images and sounds
by manipulating them into original forms, colors and rhythms.
Theuws, too, is in search of that unigue imagery. She tries to
find it by exploiting the medium's rhythmic possibilities and by
aptimizing its light-character. Hoover also sees video primarily
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Broken Mirrors

Sebastian Lopez

In our artistic environment where everything has become
object, interchange, simulacrum, what can it mean to talk, one
more time, about video art?

We live in a time in which artistic production is growing out of a
myth, the myth of History; in a time in which a sense of mastery
is being sought again through the resurrection of heroic, large
scale paintings; in a time of broken mirrors and narcissistic
delusions.

In the ecstasies of telematic communication noted by Bau-
drillard, abjects loose their role of being the subject’s mirror.
“There is no longer a system of objects”, he says. It seems that
the period in which objects were taken as "signs” is over
because our environment has become something created for
us, something predictable and given. "All intergst of spiritual
life", Hegel says, "'end by becoming an exterior reality — habits
and customs, social life, administration, family and State —
which the individual finds in frant of him, already shaped. He
needs to get in touch with this reality as he does with nature ",
Here, however, Hegel was thinking of a second nature made by
us, not for us. Today, glamourized merchandise and person-
alized services, the "recuperation’ of painting, and the "High-
lights in Painting After 1940", do not seem so much our warks
and products, as our environment and landscape. Alandscape
which has been created to be perfectly in tune with our percep-
tion, and designed for our Acceptance. Everything seems
tamiliar. Contamined by our own ideals, illusions and fantasies,
the environment appears to us as an immense desintegrated
caricature of ourselves, a reinforcing but broken mirror.

Dutch video art has tried in the past few years not to follow the
Fichtian idea of reality as a creation of the subject. [thastried to
des-articulate the light subjectivism inwhich realityis seenas a
"perspective’’ of the subject as its own or "image of the warld"
For, as Heidegger pointed out, to talk about an "image of the
world” is to infitude oneself as a "representative of this world™
'"The wortl picture now means the structured image that is the
creature of man's producing which represents and sets before.
In such producing, man contends for the position in which he
can be that particular being wha gives the measure and draws
up the guidelines for everything thatis™

Dutch video art has developed a new strategy in which artists
rely on their personal experiences but do not attach them to a
theory of the subject.

The relationship between "End Game’' and television is con-
ceived by David Garcia and Annie Wright as a rel ationship
which is no longer subject-object but subject-predicate (As
arlists and critic artists they face the same material: language).
Garcia-Wright borrow the terms of the television quiz show and
remativate them, detaching them from the conceptual and
semantic setting where they were born and reattaching themto
another setting. Garcia-Wright begin "End Game" by present-
ingtheirpersonal experiencesof certain news items: newsthey
have received through television and newspapers, news about
people they have loved or wanted to believe in. Then they
propose a guizinwhich, pen in hand and paper ready, you are
invited to participate. images from the mass media are shown
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and ifyou are able toidentily allofthem, youcanwina ran ulous
prize. They even give you the address were you can getit. If you
win! Garcia-Wright's work is ananamorphosis of its object, tele-
vision, an analogy with a distorted an enlighted perspective.
Andtheirstrategyis couchedinthe TV style: it doeswhat it says.
In Lydia Schouten's "Split Seconds of Magnificence' one can
apply Derrida’s formulation of the "law of 'the low of genre’ ": It
is precisely a principle of contamination, a law of impurity, a
parasitical economy (. . .} | would speak of a sort of participa-
tion without belonging a taking part in without having member-
ship in a set”. Schouten, in enacting advertisements and
cinematic plots, presents herself as the result of structures. On
her tape an “I" is talking which does not "cover” its environ-
ment, bul “makes system" withit. An "I which does not project
itself onto the environment, but detects the impacts and scars
ofits obliged coupeling withit. |lamreferingto an "I which both
"reflects” andis "reflexive’ It reflects whal is close to it; and it
acls as a reflex; immedialely, automatically. (| am tempted to
thinkitis not by chance that Schouten abandoned her perform-
ancesinthe80's started video making, a medium which shares
the same reflective and reflexive character).

The activity of this "'I" is, finally, speculative (from specufum:
reflection, mirror) and it is sustained by a passion (also, in its
original meaning, of sustained for an intense passivity).

It is an activity in which vision and imagination converge 1o
reflect the difficult and fragil point of encounter between con-
sclousness and experience. Schouten's discours, as Daniel
Brun's, is a systematic point of view, were the observer is not
standing outside of, or stranged from the system to which she
refers, She is a part of it

If, as much in Philosophy as in Art, we are turning again to
individuality, itis because today, as in the Middle Ages, we face
a world overloaded with symbols and allegories. Our difficulty
is to attain an experience which has not already been prescrib-
edbyanimage or concept, The recent semiatic flow, which has
been lo take inventory of our environment's signs, means in
itselfthe end ofa process, a process which will needto "change
signs™; to go from assignment to designment. The historical
avant-garde aimed to transcend representation in favor of
presence and immediacy, as Craig Ownes showed. In ather
wards, it proclaimed the auton omyofthesignifier, itsliberation
fromthe 'tyranny of the signified’ . In Servaas' "Radio Images"”
itis the tyranny of the signifier, the violence of its law, that we
see,

Servaas' tape is structured fram two codes: a sound code (the
sound track of a B thriller) and a visual code (mass media
icons). Servaas makes the film sound track function as an

12

T__—

independent sound, as radio; and on the screen he allernates
the face, the icon, of the characters he chooses for his "story'":
Agnetha, from the pop group ABBA, is the neighborwho segsa
murder through her window; Mr. T, from the ATeam, is the
victim; Marylin Monroe and Sylvester Stallone are the couple
who lives in the apartment where the murder took place; and
Humphrey Bogart is the police officer who answers Agnetha's
call. Making the whole tape in a single shot without cuts,
Servaas, who does not edit his tapes, allernates the icons
which he has chosen to construct his "story” and at the same
time to deconstruct their cades. This original deconstructive
strateqy does not consist in making alterations. Rather he lets
the sound and images speak for themsealves in the capacity in
whichwe knowthem. He gives them Iheuoacemeyhavsalways
had, he emphasizes them in ourselves, in our experience as
viewers. In this way he exposes the “tyranny of the signified",
In "After the Bible" Kees de Groot appropriates film images
(Roman soldiers marching, Rome in flames, little girls in a
churchattheir firstcommunion) and combines them with taped
images. In the taped images, which are accompanied by
ominaus-sounding primitive music, two masked men dance in
a circle with "biblical” emblems. Both emblems and mave-
ments are distorted by the typical color alteration of video. This
video section emphasizes the medium: De Grootstops histape
several times 1o let us see the television linears. As in an alle-
gorical structure, one text (the Bible we know through film) is
read through another text (video), however fragmentary,
intermittent or chaotic their relationship may be.

All the works described here are attracted lo the fragmentary,
the imperfect, the incomplate — in short to the allegorical, In
some video tapes from the beginning of the 70's, the a llegorical
elementremains in potentia and is actualized anlyinthe activity
of reading. The allegorical impulse that characterizes this post
modarn work is a direct consequence of its preocupation with
reading. Many of the video tapes in the 80's are invalved in this
strategy of rewriting a primary text in terms of its figural mean-
ing. These tapes do not invent images but confiscate them:
Schouten's advertisements; De Groot's Hollywood films;
Servaas' icons and sound tracks; Garcia-Wright's television
shows. They do not restore an original meaning, as in herme-
neutics. Rather they add another meaning to the image.
Appropriating images from the given environment, they empty
them of their resonance, their significance, their authoritative
claimto meaning.

This strategy signifies a shift fram the beliefs of the historical
avant-garde and its way of addressing itself. If the historical
avant-garde thought a nature-culture relationship was poss-

S

ible. and if Mandrian hasgd most of his production on this
dichotomy, certain Dutch video artists are trying to subvert all
this, because they have understood that nature was domestic-
ated by culture, and that the natural can only be approached
through its cultural representation. We might say that they see
today’s culture as a sort of a!rpprt whenl-z_ We can parceive only
"orientations”, “indications", “symbols”, "labels”, “advertise-
" and "warnings’. ) _ _
%?Qiirsstrategy isa regclion againsta _systern whu_:htnes to v_md
the special "figures” of our experience, making .thern into
“images’ or "texts” which ara only pqssabla to consume.
This reaction follows the Platonic advise to be "similar with the
matter”. For their answer is not only their point of departure, t_mt
algo their object of study. Itis an answer toa c_ultunje wh|ci-!
"seems to think, but if we insist onlaskmg anyﬂjlng_: it a"".“a}’:'f
answers the same thing , showing itself as a vain simulation
%_F::E:s}'.wm they have changed the absaolutist, authontangn '..
address ofthe historical avant—g_arde. andhavechosena y%u :
putting in the center of their discourse the SpeClator-ria ﬁr_
They do not give this "you" an accusatary form, but make t 3
viewer the pmcipllation of an environment which producesan:
reads aur experiences, which produces and_ reads us.
The mirror is still present, but pieces, reflectingits own produc-

tions.
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MARINA ABRAMOVIC/ULAY

(ratio 1:1) Performance (immediale), Videa (intagral),
Polaroid (instant)

-..on..chance. .incident._accident...? media time out
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For a long time, video was nothing
more to Marina Abramaovic and Ulay
than a medium for registering their
performances. By enclosing those
performances in a video framework,
they of course increased the inlensity
of the viewing experience. Mot until
1983 did they start using video as a
visual medium. Within the scope of a
video projectorganized by the Antwerp
theatre-maker Laub, they made a
number of what they call "Bangkok
Tapes”, "Terra Degli Dea Madre" how-
everistaped on Sicily. Theirvideowork
has nat broken with their performance
past. On the contrary, the develop-
mental line just carries on in the
medium so well suited to it. Whereas
their early performances put physical
limits to the test, meditation and con-
centration are far more significant in
their more recent work, Their frequent
travels have brought them into contact
with ancient cultures like the ones of
Tibet and the Australian aborigines.
Time seems to stand still in such cul-
tures, only nature moves. Affinity with
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cultures like this may be expressed by
silting at a long table for the long dura-
tion of a performance ("Mightsea Cros-
sing’'}; this kind of timeless, silent
meditation can also be 'putonto words'
by means of a duralive medium such
asvideo. Interestintimelass culturesis
supplemented by an interest in class-
ical — in the sense of lime-defying —
architecture and sculpture, Their tapes
are consequently characterised by ex-
tremely aesthetic, long-sustained or
tracing images in which — in an archi-
tectonic context — the action appears
to be petrified. Accompanied by a kind
of shimmering, authentic sound, the
images compel the viewer to assume a
concentrated, almost meditative atti-
tude.
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CHRISTIAAN BASTIAANS

If the viewer picks Up any feelings or suggestions, it's
fine with me. ]

C

To Bastiaans, videa is simply a means
ofillustratinghis]deas_Hisuideoinstal-
|ations, in particular, demanstrate the
#act that his objective is rather to fill a
space than to create imagery. This ex-
plains why the accant in his tapes is
moreonsoniceffcctsthanonthevisual
quality of the image.

For several years he has been working
on a concepl which he calls "The
Jungle of Sentiments”, jungle in the
sense of a deserted area: a forest or
sven an ocean. There are three "ls-
lands” in the desert: "Corrosion’,
“Fate” and "Reincarnation™ The is-
lands are linked by “The Journey'
Bastiaans’ works are a kind of respon-
se to that journey. “Corrosion’ is
rendered in a number of installations
questioning the immottality of the
Greek hero. 'Fate’, to Bastiaans, s the
theme of the fragic hero who fulfills his
awn destiny by killing himself, either by
wandering off into the forest (the Jukai
forest near Tokyo, for instance), never
to return, ar by committing hara-kiri.
The Japanaese writer Mishima and the

Japanese actor Takakura, both of
whom anded their lives in this fashion,
are Bastiaans' models. Histapesfocus
on the chief mative for their suicides:
isolation, expressed by a waman in a
deserted space, her only 'contact’ with
arnyone else being via the screen or a
vague dream-image on the wall. Now
andthenthe inaccessibility of the other
personisemphasized by a blindfolded
screen. The sounds on the tapes are
hard to identify, and increase the feel-
ing of forebolding, of impending fate.
Christiaan Bastiaans is currently work-
ing on the third of the three jslands,
*Reincarnation”,




LEONIE BODEVING

The way | make my tapes means that the serious
content is not only racognizable but also becomes
relative, cliché, absurd... without loosing any of its
SETIOUSNESS.
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Leanie Bodeving's work is coneerned
with the struggle between reason and
amotion, a struggle most apparent in
human relationships: the desire for
sach other but at the same time for
independence. Outward appearance
and adisplay of power asweaponsina
"hattle’ which it would really be better
notta fight. The power of love, the need
for freedom. The power of money and
the wealth of not owning material pos-
sessions. A universal hurman problem
in which values established by east
and west either complement or ob-
struct one anather. In visualising her
themes, Bodeving chooses the lan-
guage of the symbol. Her imagery isa
combination of various pictorial
means: the photo, the slide, the narra-
tive scene, the graphic image, generat
ed by the computer or other means.
This combination results in functional
contrasting effects, remarkabie addi-
tions ar unexpected mergings. Sound,
in particular, plays an important part.
Whether it consists of song or music, it
always has an experimental characler

e

It is more than a flow of sound under-
neath the image. |t expresses what the
images convey, constituting at the
same time an autonomous language
alongside Bodevings's imagery.

The contrasting effect of large num-
bers of images, the stylisation of the
acted scenes and the occasionally
frivalous character of the music
demonstrate the artist's sense of
relativity. In this way she points out the
cliché-like aspect of her prablems,
without undermining theirimpaortance.
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DANIEL BRUN

Let the screens burst, Try to lame the pictures before
they deyvour you.

22

Brun's installations and tapes show
how video, by virtue of its inherent
specific properties, can add some-
thing to existing forms of expression.
Such expressive forms are not limited
to visual art, but may also come from
the popular media.

He has made half-a-dozen tapes with
the function of paintings on the wall, of
animated decoration. Due to his ex-
remely deliberate use of the time-
factar, he adds an element of tension
which is often sexually charged and
whichis necessarily missing in apaint-
ing. In another work he seems to em-
ploy the code of the commercial. His
choice of subject, his symbolic lan-
guage and his sophisticated editing
produce a parody-like result which
would surely not find much grace inthe
eyes of a commercially conditioned
boss. One of his most recent tapes
tampers with fraditional operatic
codes. By manipulating the color and
transforming and repeatingimages, he
lifts opera out of its traditional mold and
forces opera-lovers to renounce their

viewing and listening habits, which
have deteriorated into a cliché. His
exploitation of diverse forms of ex-
pression lead to a great diversity of
compaosition. Histhemes, however, are
often limited to the experiential world of
the homosexual, The sound on the
tapes not only serves to intensify the
image, but also adds a relativating or
jronical undertone. In this way he
accentuates the speciality of the
medium, simultaneously cracking
current codes,
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MICHEL CARDENA

Video is tha mediurn that enables me to tell the most
beautiful lies.

Colombian-born Michel Cardena is a
naturalized Dutchman who opts for the
“mendacious” — his own nomencla-
ture for video — as ameans of convay-
ing his occasionally rather naive truth.
With a nigh-infallible feeling for an
image’s impact, and aware of video's
innate technical possibibilities, he
renders his paradoxical themes.

Cardenacomesfrom apartofthe warld
where freedom and tolerance are not
taken for granted. The powers-that-be,
often military, bear particular ill-will
towards groups who deviate from the
‘normal’ pattern, homosexuals, for
instance. It is therefore not surprising
that a nurmnber of Cardena’s tapes have
Gay Lib as their theme. He is less tole-
rant, however, whenitcomestathe use
of sexual innuendo: in one of his tapes
people who indulge in foul language
come ta a sticky end.

Religion features frequently in his
work, too. He bears a special grudge
against the hypocrisy of the Gatholic
Church. He nonetheless does not
shun the integration of Catholic sym-
bols andideasin histapes. Indeed, the
transsubstantiation idea — of bread to
the body of Christ, of ice to water, of
square to circle — isa recurring motif
throughout his output. The occasional
theatrical aspect is an additional
allusion to the Church of Rome.

Thedesirefor contactis another theme
frequently visualized by Cardena.
Again, paradoxically. By the way such
langings are expressed, the viewer al
once sees that their fulfiliment must
remain a fiction: people touching sole-
ly on the screen (by means of wipe
technique) are far apart in actual
space.

Cardena's treatment of the meadium
and his paradoxical themes produce
unexpected and exciting results.
Suggestive, often sensuous. images
alternate with pictures that leave
nothing to the imagination. Cardena’s
moralism is kept in balance by his ob-
vious sense of relativity.
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DEDO

“Ahorcado Mudo” raises the dead,

Dedn is the pseudonym of Harry
Heyink, who comes from the north of
Holland. Concealing his identity is
more than a game; his imagery. too,
seemns lo ohscure the underlying
meaning of his work. Dedo combines
television pictures with his own
recordings, recordings which demon-
strate his affinity with painting: in an
expressionistically painted setting he
performs simple actions which cor-
respond orinteractwith the TV images.
He transforms and distorts the fotal
picture into a seemingly aggressive
imagery, a kind of video variant of neo-
expressionism.  Aggression is ap-
parent not only in the form but to a
cerlain extent in the content too. Con-
stant repetition of images, occasional-
ly in slow motion, thus capturing the
viewer's altention even more closely,
and the monatonous, repetitive and
hence ominous electronic sound,
merge into a compelling whale.

Dedo does not distarl his images for
the sheer fun of it, but in order to
demonstrate his rejection of a parti-
cular reality. He employs aggressive,
‘ugly, means because he regards
them as the only answer to an ag-
gressive, often militaristic reality.
Dedo is one of a growing group of
young Dutch artists to whom commit-
mentis an essential part of their artistic
work — a sixtias revival with modern
resources,
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JAAP DRUPSTEEN

I’|jn interested in video as a specific creative means
with its own charactaristic electronic and graphic i
expressive possibilities which cannot be givan form
anywhere except on the screen.
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For a number of years Jaap Drupsteen
worked for Holland's smallest but live-
liest broadcasting station, the VPRO.
He designed station calls and leaders
for them in an original, instantly re-
corgnizable house-style which was
verymuch in line with the station’s trail-
blazing programs. He endowed the flat
screan with depth, proving that televi-
sion could be more than radio with
pictures, more than a mere image-
racording medium. He used the most
advanced technical resources in a
number of drama productions, his
electronic settings rather enhancing
the contentthan taking a back seat. He
usually combined video with film,
animation and electronic sound struc-
{ures.

Drupsteen has recently turned his
hand to “ordinary"” videotapes. They
differ from his television work in that
their form surpasses the (narrative)
contant. Although the outcome might
well become a mere game with forms.
Drupsteen's visual inventions prove
him o be an excellent graphic artist
with an infectious sense of humat. He
lacks the pretentiousness of many
other arlists. Of technical perfection
and easy to grasp, his work clearly
demontrates not only the hostof possi-
hilities inherent to video, but also his
intuitive sense of an image's potential
impact. He tops it all by expertly mald-
ing image and sound into an indis-
soluble whole.
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DAVID GARCIA/ANNIE WRIGHT

In each of our works we have attempted Lo recraate
the world a5 a speclacle and then place ourselves, or

amataphor of ourselves, as a voyeuristic centre of
events.
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Thare's nothing new about an artist
taacting to popular media, to popular
culture, by borrowing elements from
tnam. That's what gave the Fop Art of
the sixties its name. The pop artist,
however, transposed the codes he ob-
tained from popular culture into the
museum context. In recent years a
growing number of artists not only use
thecodes, but put their new interprata-
tions of them back in the media they
took them fram. Among the represen-
tatives of this trend in the Netherlands
ara two artists from England, Annie
Wright and David Garcia. Their tapes
are always joint productions. One of
ine early ones is a somewhal bitter
parody of the phenomenon of the tele-
vision quiz. Garcia and Wright keep to
thebasicform, buttrample on standard
content and standard television idiom.
Their |atest work picks on the (tele-
vision) film based on popular and
hence invulnerablefiterature. They opt
for the narrative form, but place the
story in- an obviously stagey setting.
The viewer is forced into the voyeur's

role, rather like achild, however, whose
playfellow permits him to putoneeye to
his toy peepshow. The lovely pictures,
sometimes kitschy, sometimes frigh-
tening, sometimes comical, are tokens
of Alice in Wonderland's emotion and
amazementandofthe subtly mounting
tension in Poe'stales.

Since Garcia and Wright want to bring
back their interpretations to the
popular media, they use video solely in
its mass-medium format — tape, and
notin the form ofinstallations.
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KEES DE GROOT

| am not a video artist.
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Far from ceing an intimate medium to
{ees de Groot, videa is more of a con-
franting medium. That is where he not
only differs fram many other video
artists, butalso, and diametrically, from
{elevision makers, whose aim it is to
avpid form of confrontation.

DeGrootoverwhelms the viewer with a
flood of aggressive images and
sounds. The images consist partly of
his own recordings, in which the per-
formance element features prominent-
Iy, and partly of fairly arbitrary selec-
tionsframtelevision. Hethen arranges
them in his own way: slowing them
down, accelerating them, transform-
ing them, distorting the color. He also
hiasthemrecur at regular intervals as if
[0 bombard the viewer. This visual
process is closely linked with the
soundirack. The "sound” in this case
15 110t music or speech; it consists of
exiremely elamentary sounds, elec-
tonically amplified. Since the images
and sounds often come to grips, the
Vigwer; who has to be more than just a
viewer, realizes that there's no getting

away frorm them. He can either comply
or be annoyed, but he cannot remain
aloof.

Keas de Groot has various themes.
They depend chigfly an what his radar
picks up at a certain moment. This
approach is expressed in the name
under which he operates: Auto-Awac.
Attimes heis preoccupied with the big
multinaticnals, at others with knightly
combat. Sometimes he delves into art
histary in search of a new interpreta-
tion; in his |latest work he goes back to
his own roots, to the builders of the
ancient megalithic tormbs in the north-
eastern Dutch province of Drenthe. He
is receptive to all sorts of cultures from
every historical peried, fashioning
them into a clearly recognizable farm
which can only be achieved with the
technical resources of today.

|n his desire for interaction heis akinto
many video artists of the first hour, but
the way he obtains his results makes
him completely different from them.
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NAN HOOVER

Thanks to video technique | am able to work with
mavement and moving surfaces.

Hzn Hoover, ariginally a painter, now
rriakes video tapes, video installations
and photographs. She also creates
performances. She often presents
#hese disciplines together, since they
are all characterized by similar points
of departure.

For her tapes she uses a simple ca-
mera ta tap barely perceptible move-
mentsof parts of the body, or surfaces.
These mowements and shiftings alter
the way the light falls on the objects,
and consequently the colors too. A
soundless play of light and shadow, of
disioried shapes or shapes whose
boundaries shift, asubtle play of fading
or enhanced colors. Hoover's work is
apparently a contemporary variant of
minimal art. Perhaps the difference is
theeffectithas on the spectator: due to
the close, almost intimate registration
of ihe changes, the viewer is not
immediately able toidentify the moving
suface or limb. The suggestive
tharacter of the images has a mis-
leading effect.

Due to the minimal, sometimes even
totally absent sound. viewing the silent
images is an almost meditative ex-
perience, a total absorption in images
which with a minimum of means pro-
duce a maximum aesthetic effect.
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SASKIA LUPINI

"L andscape...” is about evolution in four stages of
devalopment in which video technology is used
simultaneously to realize illusicn and/or simulata
magic.
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Saskia Lupini has not only created
video work but also, together with the
*Tuxedomoon” group, carried oul
various multi-media projects com-
bining music, dance, film, drama and
light.

Her latest tape refers to this manner of
working: in scenes reminiscent of
tableaux vivants, stylized and visualiz-
ed with an eye for decadence, Lupini
ratells the myth of Pan and Syrinx. She
tries to link past and present by under-
lining the omnitemporal character of
the myth and by registering dated
theatrical forms with the aid of a con-
lemporary medium.

Her first wark is guite different. In it,
Lupini made video tapes of slides and
film fragments and then applied 'video
treatment’: the basic images are trans-
formed and their colors distorted to
such an extent as to change into ab-
stractions. Due to an occasional brief
glimpse of the original image, there is
an element of tension in these moving
painfings, a tension furthermore en-
hanced by the frequently overwhelm-

ing sound which sometimes seems
literally to hold the images in its grasp.




PAUL MULLER

The tape deals with the associative gualities of cartain
sounds and images, for instance a woman'slaughter,
certain of her gestures, ranging from being
recognizable to being highly distorled or abstract.
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Paul Miller’s work consist mainly of
video installations, in which he uses
video, and processes lransparent
video stills and film material. The
spacesin which his work develops are
either stationary, like & museum
gaﬁery.nrmoving,likeaboaloratrain.
His installations make viewers ex-
periance them with a sense of aliena-
tion because Miller confronts them
with paradoxes. Their own view of
where they are does not match the live
monitorimage of the place, the images
sometimes being at right angles to
eachother.

In Miller's most recent work — an
autonomous tape — alienation gives
way to tension. Fragmentary, often
blurred images of awaman in a searm-
ingly empty room. Theimages repeal,
overlap, arousing suggestions which
cannotbeverifiedonthespot. They are
reinforced and enhanced by electronic
sounds, through which a woman's
sighs can be heard. The sighs gradual-
ly change into song, the images seerm-
ing to follow in mare rapid succession,
as if striving towards a climax. None
snsues, however, and the viewer’s
expectations are |eft hanging fire.

It looks as though Muller is trying Lo
crack the usual television codes with
this work.
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IAN NICHOLS

|n his work, lan Nichols seems to be
searching for the nature of the me-
dium, for its visual possibilities. He
accasionally does this together with
the painter Piet Dirkx. Nichols often
aims his camera at recognizable,
averyday objects. He then distorts the
image by placing & prepared sheet of
glass between the camera and the
object. This deprives the object of its
malisticcharacter and induces a slight
feeling of confusion in the viewer, who
issuddenly faced with animage which,
partly because of the tranquillity it
emanates, evokes associations with a
painting. Mundaneness is transform-
ed into beauty. Then the artist inter-
yenes again: the glass sheet is not
merely a distorting agent but a mirror
a5 well. It renders the artist invisible.
Foraninstant the viewer stands eye-10-
eyewiththe manipulator. Theillusionis
destroyed.

Nicols warks with a minimum of means
and simple editing. His quasi-mala-
droit images makes the moments of
beauty all the more striking. His use of
sound, oo, shows him ta be a mini-
malist. The soundonly has the function
of a casual undercurrent.
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LYDIA SCHOUTEN

I'would like to go thraugh adventures as Tarzan does.
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Schoulen's tapes and installations
create a world in which she plays the
star role, a world plainly different from
the existing one, a world in which life is
enjoyable, particularly exciting and in-
vigarating, a worldin which itiseasyto
satisfy one's cravings.

In all her video creations Lydia Schou-
ten displays a close affinity with mass
media. Oceasionally she willintroduce
adark-haired hero of the silver screen;
atothertimes shewill show Spiderman
flying through space or King Kong
clinging perilously to a cardboard
Empire State Building. In her latest
tapes the world of the comic strip and
the movies seem to have been replac-
ed by the advertising world or the
phato-navel. Some of the images are
almos! exact copies of lirresistible’
glossy magazine advertisements.

The fascination that popular culture
exerts on Schouten is demonstrated
not only by the figures peopling her
work, but also by the way she com-
poses and structures her lapes. Tha
basic narrative form, the suggestion of

tension, the rapid sequence of images,
the way the climaxes are dosed, the
cleverly catchy music; all these are
clements from the dream-factory call-
ed Hollywood, from the TV |abs where
Dynasty and Magnum are cooked up.

Mat that Schouten copies her sQurces
of inspiration; it is mare a case of
parody. She doesn’t bother with a lo-
gical narrative or chronology, she
makes no attempt to disguise the
artificial character of 'her warld, her
castingis confusing; in a nutshell, she
actuallytramplesonthe conventionsof
the popular media.

While Schouten's early lapes were
little mare than recordings of perform-
ances, they have gradually evaolved
into waorks which visualize the possib-
ilities of the videa medium without
fundarmentally affecting the charactar-
istic performance elements. Her
imagery is obviously indebted ta tele-
vision and the mavies, butits treatment
lgaves nolhing to be desired in the way
aof individuality-
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SERVAAS

Marco Ferreri: "The only relevant tact about television
isthat it has lad us into the realm of the image. Thal's
what lelevision has changed: wriling is over and dong
with. We tend to forget things which have been
commitied to paper. Television teaches us to observe.
However, television has not yel been used in this
sense. The image has notyetsurvived the destroyed
world.”
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Alienation features importantly in
Servaas videotapes and installations.
Itis usually due to his blend of image,
sound and air-pressure, an approach
which adds an extra dimension to
video art. For example, he puts mer-
cury concentrations under a micros-
cope and has them react to the voice of
a poet he admires; or he has water
move in sympathy with a crying baby;
or he has a picture of his own head
mave up and down with the voice of a
BBC newscaster. He appears merely to
registerthe effects with his camera, but
his penetrating close-ups not only
resultin superb pictures: their intensity
also involves the viewer in an alien
process and is responsible for the con-
fusion,

In his latest work he tapes photographs
rotating in glass cylinders. The photo-
graphs, faces of famous stars in the
best cliché tradition, are distorted as
they roll across the screen. Servaas
combines the recurring images with
dramatic B-movie soundtracks. The
sound occasionally coincide with a

face onthe screen, but mare often than
not they are quite different, inducing
irritation or mirth. Since the movie
'story’ carries on whilst the stars keep
on filing past, tension remains high.
Servaas never edits histapes, andsoa
well-planned concept can still produce
spontaneous  piclures, alienation
seems to ba a random phenomenon,
and the viewer is occasionally party to
the maker's surprise.
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ELSA STANSFIELD/
MADELON HOOYKAAS

We select our subject mattar from everyday
surroundings, buta number of warks also comeinto
being during journeys. Some of our video tapes are &
kind of response to the mass-media aspect of
television. Sometimes we include television images
and the form of the video monitor, making viewers
aware of the medium they ara watching.
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Hooykaas and Stansfield have been
working together since 1975 They
have gradually developed into video
installation creators par excellence. As
wellas being autcnomous works of art,
theirvideo tapes are almost always the
oulcome of an installation. Besides
video tapes, their installations utilize
audio tapes, photographs or films. Mot
onlydathese various elements interact
with each other, they also and parti-
cularly interact with the space. Itis only
logical, then, for the content and setup
of an installation to depend on its sur-
roundings. Reciprocal perceptions
can frequently be observed in the
installations; for example, a monitor
image mightcorrespond with the struc-
ture of the wooden wall, or a photo
hanging on the wall turn out to be a still
of a tape running on the monitor
Similar arganization is discernable in
the sequence of the installations:
elements from one return in the next,
but with new additions.

fime and space. form and void, are
regularly recurring themes. The re-
quisite images are often taken from
nature: landscapes which the makers
have come acrossin the course of their
many journays, including the Nether-
lands, Due lo the low image frequency,
the numerous repetitions and the
absence of any narrative element ar
climax, these video tapes allow the
viewer to make up his own ‘story’. This
kind of approach encourages the
viewer's creativity. and that is where
Hooykaas and Stansfield distance
themselves from run-of-the-mill tele-
vision makers.
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ROOS THEUWS

What 1 dish up ta the viewer is a number of images in
succession, and that’s what makas him feel
uncertain. | think that's the very essence of my work:
thal you don’t grasp the story, but the image.

The viewer is faced with images, and has to see what
hecan make of them.
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Roos Theuws has been painting for
several years, and is only a recent
video adept. Formalistic in her ap-
proach, shejuxtaposes herimagesina
carefully balanced context. The se-
quenceis calculated minutely; nothing
is left to change. What she is doing is
providing information in a horizontal
line.

In her ‘older’ work, the odd realistic
image crops up among the abstract
ones. This realistic imagery, in com-
bination with suggestive title and func-
tional sounds, endows the tapes with a
layer of meaning which itis left to the
viewerto interpret. Inmaore recent work
this layer seems to have wvanished
entirely. The video tapes are reduced
fo a silent composition of abstract yet
intense images evocative of Mondrian
or Malevich paintings. The play of
colors and shapes has become more
impartant, colors not just taken from
the immediate surroundings but
generated according to the laws of
physics (spectral analysis, for in-
stance). Attimesthe colorsand shapes

are blurred and appear to overlap: at
other times they are clearly defined.
Theuws makes no efforts to suppress
the rolling progress of the recorded TV
image; on the contrary, she integrates
the mation into the totality of moving
shapas.

The images ook as though sophistic-
ated apparalus went into their produc-
tion; in fact they were taped by the
simplest camera on the market, its
resources exploited to the utmaost.
Perhaps this explains why Theuws'
work does not degenerate into a mare
aesthetic game of shapes and colors.
Instead, she presents a well-planned
imagery which, by virtue of its intense
effect on the viewer, aimost compels
him or her to read it.
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MARINA ABRAMOVIC/ULAY

MARINA ABRAMOVIC 1346 Belgrade

Sudied at the Academy of Fine Arts in Beigrade P ms £ with
video and film. From 1576 a Laysiepen
ULAY 1843 Solingen, FRG
s and works with

Presentations

1977: R T.B, Ligge (B) - 1982: Kélnischer Ku
Bi her Kunstverein, Karisruhe adtisc
Muriich - 1983; The Second Link, n Amsterdam, The
Museum of Modern Art New. {C.A. London, Long Beach Museum,
Banf! At Centar B. Lisge(8) — 1984 Biennale nezia, Venice
- The Luminous Image, elijk Museum, Amsterdam — The Museum of
Modern Art, New York — 1985: Image on the Hun, The Kitchen, New York

e im Lenbachhaus,

Videography

Relation in Space, 1976 (60') - Impanderabilia, 1977 (50') — Relation in
Time, 1977 (2x60'") - /Dark, 1977 (20" — e Proof, 1977 (307) -
AAAAAA 1078 (16') — Crazad Elephant, 1982 (I) — City of Angles, 1983 (20
— Anima Mundi, 1983 (8") — The World in my Country, 1984 (4') lalso |) —
Tarra Degli Dea Madre, 1984 (20') (also 1)

Bibliography

WiayMarina Abramovic, Relation Work and Detour, Nijmegen 1980 —
Barnice Murphy, Artin Australia 1982 - Thomas Me Evilley, Marina
AbramoviéiUlay, Ulay/Marina Abramovic, Artforum 1883 — Dorine Mignat,
Videa an Artferum, The Second Link, cat, The Waller Philips gallery, Banff
1383 - Shelley Rice, The Luminous Image, Video Installations in the
Stedelilk, After Image, Dec. 1984

CHRISTIAAN BASTIAANS 1951 Amstardam
Sludied at the Rielveld Acz {painting and graphic arts) and,
T wo years, in Japan, inwhich country he still regularly stays.
Presentations
1979: The Bank, Ams am — 1980: Kitana Circus Galeris, Kobe —
Museum Fador, Amsterdam — 1981: Osaka Conternporary A Center -
Videomaarl, Maastricht - Moderna Museet, Stockholm — Lunami Gallery,
Tokyo — Museum Foder, Amsterd 1 1982:
Dutch Dirzctions, Kanstlerhaus Bathanien, Ber| arie 5 azel
le de Paris, Paris

Sele eanes, Brest — Video

Roma, Rome — Festival International du Moveau Gi tonireal — The
. Amsterdam — Plan 8, Tokyo - 1983; Galerie Weslarsinges,
rdam — Meus Kunst aus den Niederlanden, Kunsihalle zu Kiel —

Vereniging van Yideckunstenaars, Amsterdam — Museurn Fodor
Amsterdarm - Video C.0DB3, Ljubfjana — Athens VideoFestival — The Living
At Museum, Reykjavie — DaVlseshal, Middeiburg — Kultureel Sentrum.
Tilburg — Kruithusis, 's-Hertagenboseh - Videoheads, Amsierdam —
Festival Infernational du Nouveau Cinéma, Mantreal ~ 1984: Video Gircuit
{in 10 Dutch eities) ~ Film Festival Rottardam - International Video
Diemonstration in Menibéliard — Inde Banvan da band If, vidactrap Stedealijk
Museum, Amsterdam - fmioten Winkel, Kunstversin, Hamburg —
Amstardam Municipal Art Acquisitions 1863, Museum Fodor, Amsterdam —
Racent Videoworks from B artists from the Netherands, Centre dAr
Contemporain, Genevalkunstmuseum, BerniKunsthaus, Zunch — 1985
Toronte-Amsterdam, an exchange exhibilion — Image on the Bun, The
Kitchean. New Yark

Videography i
Ashes from Mount Fuji, 1980 (1] — Vervalen orvergankelijkheid, visuele




assoclaties, 1980 (1) — Osaka Diary, 1981 (W, Setsuko Shuma) — Embracing
aTree, 1881 (J) — Video Shirine, 1981 (1) - Traumasyl, 1982 (24" — Tha
Jungie of Sentiments, 1982 (16') - The Image of the Tragic Hero on Screen,
1982 (V5] — Flightofthe Spear, 1982 (V5) — Jukai, 1983 (167 = Vitrine
Insizliatie, 1983 (I} — The Last Speech, 1983 (1) — The Menastery Tower,
1983 (1) = The Holliday Inn Hotel Trail, 1984 {12') (B) — Thie Naratape Factor,
1985 (45')

Bibliagraphy

Fodar, cardeatalague no. 55, 1980 — Fodor, Nov. 1981 — Josine van
Droffelaar, Videodagen, Fodar, Oct. 1982 ~ Christiaan Bastiaans, cal.
International Media Mesting, Studio Agora, Maastricht, 198211983 - Paul de
Groot, Christiaan Bastiaans, MRC, Sept. 1882 — Josine van Droffalaar, The
Jungle of Sentiments, cal. Neus Kunst aus den Niederlandan, Kiglar
Kunsthatle, 1983 — Aob Perree, Videokunst in Nederland, De paradax van
Michel Cardena en het concept van Christiaan Bastiaans, Kunstbeeld, Nov,
19683 - Tineke Reijindars, Christiaan Bastiaans, cal. De Vieeshal
Middaiburg, 1984 — Sehastian Lopez, Narratisve Video, Information Sheat,
Stadelijk Museum, March 1984 — Jukai, the sea of trees, Bullatin Stichting
De Appel, no. 2, 1883 — TheJungle of Sentiments, MW 6, Jan. 1984

LEONIE BODEVING 1943 Batavia

Studied g y at the Uni it van Provata painting and
drawing lessons. O sad improvised music tours and exhibitions of visual
aris. Works also as a photographer.

Presentations

1983 Im Hebbel Tealer, Berlin — 1984: Bellevue, Bam — Time Based Aris,
Amsterdam ~ The Bank, Amsterdam — 1985: Kong. Danske
KunstAkademie, Copenhagen - Fiim Festival, Berli The Kilchen, New
York = Infermental, Lyon — Image onthe Run, The 2, New York
Videagraphy

Gt if, 1984 {168") — La Maison de Dieu, 1985(157)

DANIEL BRUN 1944 Paris
Works with video since 1978, that year he wenl lo Amsierdam,
Presentations

1879: Videomaart, Maastricht — The Bank, Amstardam - 1980: Festival of
Gay Movies, The Hague — Video Nu, Stockholm — De Appel, -

10BOBT (8') — Poses, 198081 (20') — Ignis, 1880/81 (10') - La caverne (2x
107) — Prelude, jeu postluda, 1981 {157} — Provideo, 1882 {45°) (and |) —
Dannea vair, 1982 (45') — The first frog who jumped to the moon,

11, 1982 {1 Resume, 1983 (53') — Lorphée, 1983 (48") — Provocation
1984 (18'45")

Bibliography
Daniel Brun, Raul Marroquin, Fandangos Stereo, 1878 — Daniel Brun, Liquid
Pictures, 1981

MICHEL CARDENA 1834 Espinal, Calumbia

Dutch nationality, Started as a painter. Did performanc r

combination with video, Works &s a teacher at the Academies of Fins Arlsin
Enschede and Amsterdarm.

aphy and presentations up 1o 1981 see Cardena, cal. Museum
an Beuningen, Rotterdam

Presentations

1981: Filmliga, Wageningen — From dark to light to dark, Alphen aan de
Beuningen, Rotterdam — The Museum

of Modern Art. Mew York — FNAG, Paris — 1882: Somos Libres?!

Humanistisch Verbond, Hilvarsum {B) - Peaceful New Year 110 Anno

Bertrand Russell, 4Kl Enschede — Video Retrospeactive, Plank, B

The 4th Biennale of Sydney — Spoon Gallery, Plan B, Dee Bee's, Tokyo —

BOVED, M am Fodor, - Video Aoma, Rome -
al Video De on, Montbéliard — Museum of

Contemporary Arl, Chicago — 1983: Museum Fodor Amsterdam

Imternational Culturee! Centrum, Anfwerp — 24 uur Video, Ean vidi

van Amsterdam, enkele Amsterdammers en enkele gasten, KTA, Amslerdam

(B} — Er ligl en videocassette in de soep, BRT, Brussels (B) - Video

Retrospective, Video Workshep, Brussels — Premiéres rencontes de Vidéo

de Brest — Art Video, Retrospectives el Perspectives, Charleroi - Athens

Video Festival - Taboes en Rituelen, De Warande, Turnhaut — De Vieeshal,

Middelburg — Video CD83, Ljubljana — 1984: Ditis Bram, Hilversum (B} —

The Luminous image, Stedelik Museum, Amsterdam — Videotrap Stedelijk

Museum, Amsterdam — 1985: Image on the Run, The Kitchen, New York —

Vides, Dusseldarf

The Bank, Amsterdam — 1981: The Bank, Amsterdam — De Fabriek,
Eindhoven = 1982; Festival International du Nouveau Cineéma, Montreal —
1983: Festival | | dis M Cinéma, M | = Athens Video
Festival — 1984: Time Based Arls, Amsterdam — 1985: Image on tha Run,
Thie Kitchen, New York

Videcgraphy

Walk-off, 1978 {58") — Dirty talk, 1978 (327} - The first frog who jumbed 1o the
maan, 1979(17") — Grall-image, 1880 (32') - Na name party, 1980 (13')
Fontana, 198081 {18Y) — Laooking for a gun, 1980181 (22) — Blaechin,
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Cardena réchauffe envain la famille B- & Hilversum, 1972 — Two hands warm
acubalntoa circle no. 1. 1972(20°35") — Two hands warm acube into a circle
no. 2, 1873 (18'7") ; Two hands warm a cube into a circle no, 3, 1973 (21

Hand, lce; body no. 1, 1973 (812") — Hand, ice, body no. 2, 1973-74 (812" -
Lin cube se fransforme en cercle par la chaleur de Cardena no. 1, 197374,
128'10") — Uncube se transforme en cercle parla chaleur de Cardena no. 2,
187374 - Cardena réchauffe la bouche de ses amis avec une boisson irés
chigue; 1874 - Rencontres? no. 1. 1975 - Rencontres? no. 2, 1975-76
{14°30") = Intimacies, 1976 (1617"") — Rencontres dans le temps ralrouve,
1876{17'4"} — Pisce for Anne, 1975-76 (26) — Correcticn of a catachresi:

g for unity. 197677 (58"14"") = Smiling and baretoot
ing coal, 1977 (1715"]
Galdﬁﬂﬁ “I‘T&;‘:‘ES,“{IEVQQW)U and Ithink you love me
‘:SB:rDu:g anne, 1977 12'2") = Sky 568, land, city, bod
windy airumn day, 1977 (7 20" - Black : stim;
s 95"} — Biece for I, 197 rait ¢ _dy'Jung
i, reading pooks about ViDEa and film, ¥ M6 ation, 1975
({4 - Een minudt in gen m-nuu]_qp.cn it
minuut, Ben week in 8en ml_r.uul. 1978 |
_ |l wacht o jou, 1879 (607) — | am wai
and while and sometime: Cr.‘|0|'|l!| 1980 57"
o70-50 (28°487) {1} Somas Libre:
AR [ _ Peaceful New Year 112 Anno &
\an Amslerdam, enkele Amsterdammers &
nstnuctie van 5 doslpuntan van Oranje gemaak! do:

{oTaTE — Searchin

Bibliography
m,da,‘a_cal_g\-uy-vlanwan‘seu.rm- i, Rotterdam, 1
{0 maakt de utopie van de schilderkunst w

Timmerman, Video
Pust, May 1981 — Dolt Welling
Candana, Aotterdams Misuwsblad, May 1981 E
Gardena, optisch verwarmar, Kunetbeeld, May 1981 — Pie
Michs! Cardena, De Volkskrar Aay 1981 — Pa
Handelsblad, May 1981 — Ti Reijnders, Beel
De Groene AmSterdammer, 1981 - Philip Mec
Cardena, De Tijd, April 1982 — Waling Boers, Micl
50va0. cat Museum Fodor, Amsterdam, 1982 — Contemporary Arl from the
Matherlands, cat, Museum of Contemporary Art, Chicaga Ton Duin
\igeokunst inde kijker, Haarlems Dagblad, Oct. 1982 — Rob Per Z
7 De Groene Amsterdammer, Oct. 1982 - ar,
J or, Amsterdam, Oct, 1882
akomat, Zero, Mov. 1982 —

1983 - Pigter Kottman, Cardena eert met 24 uur durend spel en
wunstwerk. MRC Handeisblad, May 1983 — Aggy Smeels, Somos Libres?!
viden Guide, June 1983 — Ellen Kok, Videokunst, de onbegrepen

verskaving, Trouw, Sept. 1983 — Ger Mahieu, Oorlog aan de televisie: draal
indesoepdia soep, Humo, Oct, 1983 — Chris Dercon, llyaunec ette
danslazoupe, Le Soir, Oct. 1983 = HorstOaris, Mit neuen Medien spieland,
Kleine Zaitung, Oct, 1983 — Acb Perrée, De paradox van Michel Cardena,
Kunsiheeld. Oct, 1883 — Ger Meijerink, Stencilgrafiek, Beeld, Jan. 1984
Shelley Rice, The Luminous Image. Video Installations at the Siadalijk. After
Image. Dec. 1984

DEDO 1057

Harrie Hayink (= Dedo) works as an audic-visual artist, He studied at the ARl
W Enschede. He also makes paintings and does performances.

Presentations
1982: Galerie Warmoessiraat 137, Amsterdam
Grote Berghkerk, Deventar — Ari 13, Bage|
Amsterdam - Documents, Kasse
Amsterdam — 1983: M dea,
L)m_opu-; Amsterdam — Athens Videa Festival — De Vigesfal Middelbur
- L)eua_‘.'udeu. Aoria, Amsterdam - De Fabriek, Eindhoven —IFes1'wa|
Iniemnational du Mouvesu Cinéma, Montreal — 1984: Filmmakers COOR
Landan - ICA, London — Pobytechnic Art Academy, Brighton — Basemt;nl
p, New Castle — Montevideo, Amsterdam — Viden Circuit {in 10 Dutch
ilies) — C_able Television, Lyon (B) — Centre George Fompidou Musée
Natlonal d'Art Maderne, Paris - Videonale, Bonn — Video Culture Ganads,
Toronte - Video B4, Mentreal — Los Angeles Video festival 84 — 'u'woeuasul
E de — Paradizo, Amstardam — 042, Nijimagen — Edel 1 i
Ar — 1985: Mc s A — Image on the Run, The
Kitchen, Mew Yark

= Filmmakers Coop., Londan
- Festivalvan de Toskomst,

| = KA. Amsterdam(B) — Aora,

A dam - Nat, Aorta, =

Videography

Video Screen 696 TV, 1982 (217} -~ Video Screen 584 TV, 1982 (177) ~ 15-40,

1982 {10") -Pjor, 1982 {5} — Media, 1982 (5 - Dissonantie, 1883

{ e, 1983 (|} — Wir machen das schon, 1983 (1) — Made, 1983
lag is going forward too, 1984 (12") - Mationaal, 1984 (15°) —

Ahorcado Mudo, 1985 (107 {also )

JAAP DRUPSTEEN 1942 Hasselt
Studied at the AKI in Enschede. Worked as a grafic desi for NOS and
VPRO telev

1971:Het gat van Nedarland, YPRO — Berichiznuit de samanlaving, VFRO
— 1973: Herodus-projekt, VPRO — 1974 Zorgylied!, VPRO - Zipcode.
VPRO - 1975: Hel grate gebeuren, VPRO — Machiavelli, VPRO — 1976:
Da goudmijn, VPRO — Adam’s Boots cammercial — . Haastsnaw, VRO
_ Varover de aarde, BAT, Brussels — 1979: D beide dames en.. JNPRO —
1880; Den Haag Vandasg, NOS - Sportop Zaterdag, KRO - 1981: C&A
commercial — Equity & Lawcommercial - Videoclips - 1982: Barcadi
\anezia per Padova, NOSWDR — 1983: o part of Civil Wars ty Robert
Wilson  Ratterdam — 1984: Time Based Arls, Amsterdam ~ 1985: Image
on the Run, The Kitchen, New York

e0gra
:I:sidegs mpar:?y leaders and station-calls: Het grota gebeuran, 1675160 - De
bv. Haast Show, 1977 (60') — Adam’s Baots, 1977 ~ 9x Debeida dames
en..., 1978 = C&A, 1081 — Equity & Law, 1881 — Garavan Serai, 1981 -
Pychoblabla, 19681 — Love Letter, 1981 — Barca diVenezia per Padova,
1982 (34267) — Hyster Pulsatu, 1984 (197

Bibliography .
Henk Langerak, Jasp Drupsiesn yol opmazk-plezier. Algemesn Dagolad,
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M | = Video Festival Tilourg, Dan Bosch 1984: Montevides,

Oct. 18,1973 — Vra Tietjens-Sch JaapD) el
grafisch vormgever, TFF, 1974 — Ursula den Tex, J._aap Drupfﬂeen. Wil
Nederfand, Dec. 20,1975 — Gerrit Komrij, Horen Zign en 2wijgen

de treurbuis, Arbeid dam, 1977 — dan
van é’a\an. Nisuwe Surrealistische frip' van Jaap Orupsteen, Trouw, March
31,1879 — Jaap Drup | T mgevingin journaal, June,
1978 — Jaap Drupsteen, Dedunklie van televisievormgeving in Willem Boon,
Het kader van grafische ontwerpers, Eindhaven, 1980 — Stan Lapinski, Ik
2at de werkelijkheid naar mijn hand', NBF-Bullatin, Ol 1982 — Rob Perrée,

Amsierdam — Filmmakers Coop, London — Het Kijkhuis, The Hague —
Group, Palytechnic Art Academy, Brighton - Vidag
Festival, Berlin = Video Ci (i ich ¢ ntre George
Fompidou Musee Natlonal d'Art Moderne, Paris - Audie Visy Paradiso,
Amsterdam - Con Rumore, Rotterdam — Video Festival, Torontg — Festival
International dst Video, Locarna — Der neue Tat, Aachen — G igio Noite,
Rome — Cable Television, Lyon — Vidaoase, Enschede —Ti minaus
Image, Stedelijk Museum, Amstardam — Vierdazgse van de Nederlandsa

Jaap Drupstean en het smoel van de VPAO, De Groena A
Dec. 29, 18982

DAVID GARCIA 1551 Landon
Studieda.o, painting and drawina at Byam Shaw School of At

ANNIE WRIGHT 1352 Wi er

Studied &.0. mixed media at Byam Shaw School of Art

They have been working together sinee 1979 when they moved to Maastricht
o atlend the Jan van Eyck Akadem

Presentations
1881 Stadsschouwburg, Masstrichl — Het Kilkhuis, The Hague - 1983:
Time Based Arts, A e 5 uwhurg, stricht — De

Fabrigk, Eindhoven — De Vieeshal, Middelburg — Festival International dy

Nouveau Cinéma, Montreal — Video Festival, Palerme — wderpass
Project, KTA., Amaterdam (B) — 1984: Film Festival, Rotterdam - Ti

B Aris, Amstardam ~ Musaum fir Gegenwartskunst, Basel — SOL.,
Utrecht — Festival Internatinal d Art Video, Locarno — Video Cireult (in 10
Dutch cities) — Festival IMamational du Nowvea Cinéma, Montreal -
Lokaal 01, Breda - KT.A -Amsterdam (B} — Studium Generals Fe i
Eindhaven — Kunstmuseum, Bern — Cenlre d'Art Cantemporary, Geneva
Kunsthaus, Zurich — Simplon, Groningen — 1985: Image onthe Run, The
Kitchan, New York ~ Women's Festival, Vienna — Kunsthalle, Bern

Videagraphy
The Baflad of Dealey Plaza, 1981 (14') - Endgame. 1982 [17) = Callisto,
1984(12") — A Horsewithout 3 Ghostis nota Home, 1984 {20

KEES DE GROOT 1858 Marum
Studied atthe A.K | Enscheds.

Presentations

1881: Verplaatst, Enschada — Tor, Enschede — Effenaar Eindhoven

1982: Ar1 13, Basel — Grate Bergkark, Daventar — Metropolis Festival,
Mun_u:h = World Wide Videa Festival, Het Kijkhuig, The Hague = Wembly
Festival, Londan - KT A Amsterdam (B) - 1983 Montevideo, Amelerdam
- Aarm_. A — Cklopus, = DeVieespal, Middclburg =
De Fabriek, Elndhoven — Festival International gy NuuveauCinéma,
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Videokunst, Be ourg, Brussels — 1985: Image on the Aun, The

Kitchen, New York

] 01} ~ Aftar the Bibla.
{11°30"") {w. Frank Morssinkh: f} — Libida Inferr

Mauhro's Wijk, 1984 (8'20") (also De

{30) — Hetolfer aan de ronda rivier, 1985 (1)

Bibliography

Tineke Reljnders, Aulo-Awac, cat. Montavideo, Ar

Groal, cat. De Fabriek, Eindhoven, 1983 — Dorine Wignot, Videa Artin
Rembrandt’s Country, DA + AT, Amsterdam, June 198 b Perra
Awac, Video als konfronterend medium, Modern Denken no. 718, 4
1984 — Shelley Rice, The Luminous Image. Video Installations at the
Stedelik, After Image, Dec. 1984

NAN HOOVER 1931 New Yark

Has lived and werked in Amsterdam since 1969; became a Dutch citizen in
1875, Exhibitions of paintings and drawin s 1 to wark with
viden, performance, phatagraphy in 157

Presentations
1975: Galerie Jurka, Amsterdarm - 1976: Stichting De Appel, Amsterdam —
ICC, Antwerp — Holland Week, Stichting De Appel, Am Bm - 1977 Tha
Museum of Modern Art, New York — Fiimmakers Coop, Londan -
D & Museum Fredaricianum, Kassel — 1978, luseum Fodor,

— 1978: Art Metropole, Toronta — Anthalogy Film Archives, New
Yark — Nan Hoaver, Stedelijk Museum Amsterdam — 10 Years of Video,
Aome — 1980: The Museum of Modern Art, Mew York — 1981: The Bank.
Amslerdam — DAAD Galerie, Barlin Neue Sammiung Ludwig, Aachen —
Stedalifk Museum, Schiedam Kiinstlerhaus, Stutlgari - Arsanal, Berlin
~ Real Time, Tate Gallery, Londan — 1982: Long Beach Museum af Art
Contemporaryml from the Netherlands, Museum of Contemparary Arl,
Chicage — 1983 Montevidea, Amslerdam — Matt's Gallery, London -
Festival International du Nouveau Cinéma, Montreal — Gesignaleerd, Neus
Kunstaus den Niederlanden, Kunsthalle zu Kiel — Mational Pinakothiki,
Athens — 1984; Museum fiir Gegenwartskunst, Basel — Hat Kijkhuis, The
Hague — Time Based Ars, Amsterdam — Moltkerei Werkstatt, Cologne
LaBiennale di Vanezia, Venice — Imtoten Winkel, Kunsthaus, Hamburg —
Kilkschuiur Acquoy — The Luminous Image, Stedelijk Museum, Amsterdam
— 1985 Image.on the Run, The Kitchen, New Yark

wmg:r.Pijr?Lignl. 197577 (20°) — Ligk
et - Landscape, 1978 (6) — Tnrouh
i it Aty From Primary Colors, 19
:':m:':ntfmm gither :Iil_cmi.'

;qe::,ims. 4081 [8') — Light ar
”:_ardscape 1883 {8') — Four Piece
ing [0 Fuf i

TS::’-‘ln—gThe Desert, 1985 {10°)

Herzogenrath, cat
r, cal. Stedelfijk
Jucumanta L .
yusaur, Amsterdam, 1978 — Jo
detijk Museu

Started o work with
Maved to the
sund at the Ja

Siudied film at the Slade School of Fir
Madalon Hooykaas in London and Arm
Hetheriands in 1980. Head of the Dep
EyckAkademie, Maastricht

MADELON HOOYKAAS 1942

Studied phatography. Lived from 12641970 in Paris, London, New York and
Jagan and warked with photography and film. Started 1o work with Elsa
Slanshield inAmsterdam and London in 1572,

Presentations

1875: Third Eye Centre, Glasgow — 1976: ‘Whitechapel Art Gallery, Londan
- M ide vi Cable program (B) - 1977: Air Gallery, London —
LOB Cabla TV, Biimermeer, Amsierdam (B) - Stichting de Appel,

AL E gt
| r : ~ "Hoogt, Uitrecht —
Werrein zur Farderung Kulture\!erAktiviﬁzun. Stuttgart - Biddickiarm Anh:srs

Videa - The Bank, Amsterdam ~ Mixaga Imernal'iona!. Rotterdam ang
Frankiin Furnace, New York — The Kitchan, Mew York - Centre for
Art Tapes, Halifax — 1981/1982: Finstaliations on sile (g 18)in England
Sweden, Holland - 1981: Kunstversin, Freiburg — Duteh Treat, \%hnca‘hle
TV, New York (B) — Kunst & Austausch, Berlin - Stedelik Museum
Amsterdam — 1982; F Kingen, Stockhalm — Bildmuseet, Umea - Dyeh
Directions, Kinstlerhaus Bethanien, Beriin, Musaym Fodor, Amsterdam -
Biennale of Sydney — Intarnational Madia Meating, Maastrich — 1983;
Stedelijk Museum, Gouda — Galerie AK, Frankfuri — Provinciaals Musesm,
Hasselt — Van Abbemuseum, Eindhoven — Plan B, Tokyo - Air Gallery,
London — Scan Gall Tokya — Athens Video Fastival — Tima Basad Arts,
Amsterdam — The Kitchen, New York — DeVIeeshal.MlGdE-burg - 1984;
uminous Image, Stedelik Museum, Amsterdam —
allery Paladijn, Amstardam — Semaine du Video, Rennas — Film Festival,
rdam - Im toten Winkel, Kinstierhays, Hamburg - Videokunst aus
nd, Museum Basel — The Musaumof Modern Art, Mew York — World
deo Festival, The Hague — Videonale, Born — Fostival Intarnational
{ouveau Cinéma, Montreal - 1985: Gailery Karrin Rabus, Bramen —
mage on the Run. The Kitchan, Mew York

Videography
Wha's it to You, 1975 (15') — Moving, 1975 (30') — Journeys, 1976 (10') — The
A 1 | = Memory Window, 1977 (20°) = Mermory Windcow, 1877
(30') — Horizontal Flow, 1977 (157) - Generations, 1977 (22} - See Through
Lines, 1978 (157} — Meving Lines, 1978 (13') - Continuing Lines, 1978 15
\ ingen (videa changas), 1978{10') — Seaof Lighn, 1978 (18') —
f Lines, 1978 (8') - 5 video environmanis, 1979 (60Y) — Running
9(6') - SplitSeconds, 1979 (12) — Tidal Flow, 1978 (147) -
tians, 1978 (12') ~ Au deo-video, 1979 (20') — Time-plecs, 1960 8 -
1980 (14') — Video-void, 1980 (20') — Cutting pisce, 1981 (16" - 2
fastory, 1881 (15} = Flying time, 1982 {8") - A Biece for the 4 Winds,
1982 (10") — Out of Reach, 1983 (15'30") — The Force behind its Movement,
1984 (17°30") — Compass, 1984

Bibliography ! :
Elsa Stansfield, From Dream To Memary, Film + Video Extra, Winter 1975 —
Frans Haks, Memory Window, Vrij Nederiand, Sept, 1977 — Lnll;_u van
Ginneken, Witle Viogels, De Violkskrant, Sept. 1977 - London Video Ars
Calalogue 1878 — Madelon Hoovkaas/Elsa Stansfield, cal. | GO Antwerp
1978 — Elsa Slansfisld, Fragmanted Views of a Labyrinth, Aspacts, Winter
19781979 — Cal. 10 Years of Videa, Bome 1573 - Madelqn Hooynaa_s.’E_Isa
Stansfield, Seaof Light, Chrysallis, no. 4 1573 - Arlisis Video, c_§r. Biddick
Farm Arts Center, Washington GB 1979-1980 — Dorine Mignat, Two Sides of
a Stary, Information shest Stedelijk Museuﬂjl Amslelqam. UCLl’Deli l98|_ -
Dutch Directions, cal. Kinst B «Berlin 1952 — Josineyan
D . Preamble: Audia Video Installations, cat, Provincizal Museum

Amsidam - Teesside College of Ari, Middlesbrough — LY.C. A

Binks 1978; Angara Siudio, Maastricht — Gamm (a), Utrechl — ‘tLanghuis.

Diclle = Mussum Fodor, Amsterdam — Chapler Gallery, Cardiff — Studio
fmazane Amsterdarn — | G.C.. Antwerp — 1979: 't Hooat, Utrecht — Video
. Dyzarsviden, Rome ~ Battersea Arts Centre, Lishon — 1980;
Sempalplzats, Amsterdam — Kultureel Centrum, Tilburg — Stichting De

Hassall, 1983 — Pauline Terreehorst, Stedelijk Museum prengtvideoalusk

bealdande kunsi, De Volkskrant, Sept. 1884 - Rob ;ernse. E\E:n:mmgas
i ideckunst, Skrien, Winter

kunst, De complexe ruimtewarking van v..deu +

- Shelley Rige, The Luminous|mage: Videa Installations at the Stedalik

After image, Dec. 1984 - =




SASKIA LUPINI 1957 Rotterdam

Studiad al the Academievan Beeldende Kunsten n F Works alsa
in varinus aspacts of theatra ineluding conceptualisation, set desian,
costumes eto.

Presentations

1983: World Wids Viden Fastival, The Hague - Festival International du
Nauveau Cinéma, Montreal — Athens Video Festival - Video Festival,
olterra — Video Roma. Rome - 1984: Warld Wide Video Festival, The
Hague — Festival Intermational du Nouveau Cinéma, Montreal — AKS,
Rotterdam - International Video Demonstration, Montbéliard — Video
Festival, Milaan — Vi gee van de N andse Videokuns!
Beursschouwburg, Brussels — Video Festival, Ljubliana - 1985: Imageon
the Run, The Kiichen, New York

Videography
Landschap, Mensen, Stad, Cultuur, 1983 (20'} — Pandemaonium;, 1964 (40°)

PAUL MULLER 1951 The Hagus
Studied at the Stadsacademie voor Toegepaste Kunst and the Jan van Eyck
Akademie in stricht

Presentallons
1880: Enschede verplaatst, Markl 17 Galerie, Enschede - Bonnefanien
Museum, Maastricht — 1981; Videom: Maastricht — Air Gallery, Lordar

Tiendschuur, Weart — Living Art Musaum, Raykjavik - 1982:
International Media Meeting, Maastricht — 1983: Time Based Arts,
Amsterdam - Stadsschouwburg, Maastrichl — De Vieashal, Middeiburg -
Time Based Arls, Amsterdam — 1984: Stadsschouwburg, Maastricht —

ival, Rotterdam — Gultureel Gentrum Uilenstede; |

Time Based Arts, Amsiardam - Festival Infernationald'Art Video, Locarmo
~ World Wide Video Festival, The Hague — Festival International du
MNowveau Cingma, Montreal - Salto, Firato, Amstlerdam (B) — Videonale,
Bonn = Vierdaagse van de Nederlandse Videokunst, Beursschouwburg,
Brussels — 1985: Image on the Aun, The Kitchen, New Yark —

Videography

Untitled. 1880 (1) — Black Square, 1980 (3') — Tracking, 1981 (1) —

Pendulum, 1381 {1) - Tracking 11, 1981 (I} — Transit, 1982{1) — Flaor, 1982(7')
Shift, 19683 {1} — Reflections in 8 sound mirror (w. Anna Rubin), 1984 (10')

Bibliography
Paul Moller, Icelandic in sasy stages; Jan van Eyck Pars, Maasfrich, 1981 -
Faul Miller, film and video installations, Jan van Eyck Pers, Maasirichl, 1983

IAN NICHOLS

Studied at the Jan van Eyck Akademie in Maastricht. Lives and warks in
Holiand and Engtand

58

Presentations

1983: Stadsschouwburg, Maastricht = Athens Videc val —
Kunstuitlesn, Dallt — Jan van Eyck Al 3 i 1984: Fiim
Festival, Aotterdam — Fastival Intermational du Nouveau Cinéma, Montreal
— 1885: Image on the Aun, The Kitchen, N

Videography

Plant 279 1882 (6") — Justa few colours, il afable
Light Drum 1983 (8°) = |5t recarding a pyramid in the sky 1983
House 1984 (12°) (alsa [}

LYDIA SCHOUTEN 1948 Leiden
Studied at De Vrije Academia in The Hague and the
Beeldende Kunsien in Roterdam. Did performan:
work with video.

Presentations
1981; Videomaart, Maastricht — 1982:°
Maassteden, Stedelijk Museum, Schi

h — World Wide

Hauptsache Gut! Bonn, Marssille — Exchangs Rotterdam-Hull, Ferens At
Gallery, Hull — Reginale, NL-Centrum, Amslardam — Athens Video F

— Art Video, Palais des Beaux Arts, Charleroi i

Mouveau Cinema, Montreal — Festival internacional de Cine da San
Sebastian - Festival Internatio i
Museum, Gouda — La Biennale di Venezia, Venic Iy 5
Stadelijk Museum, Galerie Persp. . Rotterdam — Galerie
Images Nouvelles, Bordeaux - Museum Boymans-van Beuningen,
Hotterdam — Die neue Tat, Aachen — Videoase, Enschede — Galeborgs
Kol um - Vierdaagse van de Vidaokunst
Beursschouwburg, Brussels — Kunstmussum, Bem - Da Golfbraker, Cable
Television Zuid-Holland (B) - Filmfestival, Berlin — Festwal International dy
Motveau Cinema, Mantreal — 1985: Academie van Bouwkunst, Rotterdam
= Imagean tha Hun, The Kitchen, Mew Yark —

Videography

Love s Every Girls Dream, 1578 (30') — De Kooi, 1978(30") - Breaking
Through the Gircle, 1978 (20') - How does it feel to be a sex object, 1979 (307}
— Smile, 1979 (20') (also ) — | feal like boiled milk, 1980 (15) — Whipping
Red, Whipping Blue, 1880 (20') {also |} — Animal Space, 1981 (307 - The
Lone Ranger Los In the Jungle of Eratic Desire, 1982(18") — Romadis
Bleading, 1982 (11} (B) ~ Covered with Cold Sweat, 1983(87) {also ) — Split
Seconds of Magnificence, 1984 (157 {alsal)

Bibliography
Gearg F. Schwarzbaver, Performance |1, Kunstforum, Febr, 1879 — Loss
Brunctitoke Huisman, Lydia Sehoulen, Performances, Hard Werken, No. 3,

Ericvan der Schalie, Lydia Sehouten, Perspectial, No. 14, Spring
_ Tineke Reijnders, Enfoch is erliefde die zels het water bindl, De

L Amatardammer, 82,1983 — Rob Perres, [ vislegeneratie,

&ﬂ;ﬁeea. Dec. 1983 — Tineke Reijnders, Lydia Scl Information

s:|mee1. Siadelijk Museum Gouda, MarchiApr TC:C-Cl‘_DrsL

Lydia Schouien wil cu:iositﬁ:t_bll_iuen. Die Valk 1, 4;1_ |934. T|-,c

Rice, The Luminous Image, Video In t al the Stedelijk, After

Dac, 1984 — Ernie Tee, Da ready-made-beelden van Lydia Sch

e ironie, Skrien, Sept/Oct. 1984

Sl =

Dprechi

SERVAAS 1950 Alkmaar
Sfydied gleciranics, video, mechanics and prieur. Started as a painter.

Presentations
1981: Siadiische Galsrie im Lenbachnaus, Munich - JVG Fes

1082: Arl 13, Basel - 't Hoogt, Utrecht = World Wide Videa Fi
Kiikhuis, The Hague — Video Roma — Tha Kitchen,
o Arls — 1983: Nederlands Theater
o Festival — De Vieeshal, Middetburg — V
Kijkhuis, The Hague — Sted
Amsierdam — De Mc
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