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Tam grateful to 1c1 guest curator JoAnn Hanley
for bringing together the works in The First
Generation: Women and Video, 197075 and for
refocusing our attention on the important early
video works by women who shaped the use of the
video medium. A review of the vidcotapes includ-
din The First Generation teveals an interesting
connection between 1ct and the artists presented
in this exhibition: 1c1, 100, has been a video pio-
neer. Founded in 1975, when video was in its car-

lieststages as a medium for arcists, 1t undertook
as it first project the coordination of Video Art
USA, the United States' entry in the Sio Paulo
Bienale of that year. The next 1c1 exhibition that
included a significant number of video works,
The Sense of Self: From Self Portrait to Autobiogra-
phy, was organized in 1977 and began is tour in

1978. Artists represented in that exhibition with
video works, or with video works and works in
other media, included Julia Heyward, Joan Jonas,
and llene Segalove, as well s John Baldessari,
Peter Campus, and Bruce Nauman.

The First Generation has been a complex pro-
ject, both in terms of research and production,
and many individuals have contributed to its suc-
cessful completion. | am indebred, as always, to
1cr's extraordinary and dedicated staff—Judith
Olch Richards, Jack Coyle, Lyn Frceman, Anne
Longnecker, Nicole Fritz, and Alyssa Sachar—
and o those who assisted in the production of

The First Generation as a program: Sally Berger,
Anne Bray, Jessica Bronson, Mindy Faber, Carole
Ann Klonarides, Barbara London, Ilenc Segalove,
Steven Vitello, and Lori Zippay. Ann-Sargent

Wooster's catalogue essay augments our knowl-
edge of carly video. I thank her and JoAnn Han-
ley, whose essay and annotations of the checklist
and artist’ biographies are invaluable, for their
contributions to the catalogue. 1t interns Anna
Marcin, Mandy Mahlenhaupt, and Stcphanic
Giauffret provided much nceded assistance to
1cr's staff.

Bucitis rcr's dedicated Board of Trustees that
deserves my most emphatic thanks. Their long-
standing support of 1c1 and their commitment to
new arc and the ideas which that art conveys are
the source of 1c1's strong exhibition program.

Susan Sollins
Executive Director




The First Generation: Women and Vid.

1970-75

JoAnn Hanley

Artists began working with video in the mid-
1960s. But by the early 1980s much of the work in
this exhibition had apparently disappeared from
view, even though most of the artists who created
it continued to make significant contributions to
the fild of video art. The organization of this
exhibition originated in a desire to view that
work—some for the first time and some again—
0 determine whether it had held up over time
and why it had ceased to be exhibited.

In my atempts to locate video works by
women artists [ learned that many tapes 1o longer
cxisted or were 100 fragile 10 be played. The artists
had not thought about preserving them or placing
them in archives, nor had they considered what
the shelf-life of videotape might be. Few took care
1 copy their work even when more durable for-
mats became available. Fujiko Nakaya, an carly

and sill vial force in video art in Japan, has com-

mented on this state ofaffirs: “As for my own
work, most of my pes from those days are in
bad condition...  had too many open-recl apes
stored away and I had no humidity-free storage
space. I was o0 late when I found out that tapes
‘were sicking together.”t

In the course of research for this exhibicion it
also became clear that there were many more
‘women artists working with video than I had
imagined, and that their work was more interest-
ing and varied than one would have suspected
from the small number of tapes from the 19705
that had remained in circulation. The few con-
temporary exhibitions? of work from this period
included some women—most often Joan Jonas,
Lynda Benglis, Nancy Holt, and (occasionally)
Steina—but they hardly reflccted the number of

JOANN HANLEY
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women who were working with the medium in
the United States and abroad. However, com-
pared o the small number of women artiss tradi-
tionally included in exhibitions of sculpture or
painting, video programs and exhibition cata-
logues of the 1970 (including special exhibitions
such as the 1973 and 1975 Whitney Biennials, the
1976 Paris Biennial, and Documenta 6 in 1977)
lista surprising number of women.

“Their ich and varied body of work deserves to
be seen again. I offers an carly history of the
development of video as a medium as well a evi-
dence of the significant role women played in the
creation and definition of a new way of making
art Tewas, perhaps, the frst ime that men and
‘women artists worked in a new medium on equal
footing, Mary Jane Jacob has suggested that
‘women were especiall drawn to video because

10 THE FIRST GENERATION: WOMEN AND VIDEO, 1970-75

“access 10 video (as to performance, photography
and installation arc also emerging i the 19705)
allowed women and others—until then marginal-
ized by the mainstream—to have an equal voice.
Through these new genres they could proclaim a
place for themselves in the art world that could
not be achieved through the Western, male-
dominated field of painting," Without the bur-
dens of tradition linked with other media, women
video artists were freer to concentrate on process,
often using video to explore the body and the self
through the genres of history, autobiography, and
examinations of gendered identity. Women also
used the new medium to ereate social and politi-
cal analyses of the myths and facts of patriarchal
culture, revealing the sociocconomic realitics and
lideologies that dominated cveryday life.
Dauring the carly 19705, women video artists

‘came from varied backgrounds—painting, sculp-
ture, filmmaking, music, and dance—and the
charactristcs of those disciplines informed their
video work. Some, like Shirley Clarke, had already
established themselves in their respective fields.
Clarke, an important figure in the development of
the American independent lm movement in New
York during the carly 1950s and "60s, began to
work with video in the late 1960s. By then, she
had alrcady made a number of important experi-
mental, documentary, and dramatic narrative flms
and was prominent in New York avant-garde cir-
cles. Clarke carried her video camera everywhere,
using it n her signature cinema verité fashion to
record her everyday lfe and to document her
investigations of the new medium.

In the carly 1970, after a twenty-year career as
a painter and internationally known sculptor,

Doris Chase began to concentrate o video—
specifically in relacion to dance and chorcography
and the use of special effects.¢ Nancy Hol, also a
sculpror, used both video and film (o document
her earthworks and land art. Holc's video work is
also notable for is investigations of perception.
Lynda Benglis was just beginning (o be recog-
nized s a sculptor when she also began to experi-
‘ment with video. Steina, whose inerest in music
later provided a basis for her ground-breaking
investigations of the video signal and the use of
sound in creating and aliering clectronic imagery,
was an accomplished concert violinist. Valie
Export, one of the first European women to work
with the new medium, had ben involved with
film, photography, and performance when she
began including video in her experimental multi-
media works. In general, European women video

JOANN HANLEY 11




artsts appear to have been more intereste
performance and installation than in producing
single-channel tapes, But for the most part there
were fewer women working with video in Europe,
and European women artiss were having morc
difficulty attaining recognition in the art world
than American women of the same period.
Eleanor Anin, Joan Jonas, and Ulrike Roscnbach
(aso an early European video pioncer and student
of Joseph Beuys) were already seminal figures in
the performance-art movement of the mid-1960s
when they began to explore video's potential for
furthering a sel-reflexive study of female identity.
Hermine Freed had been using videco to docu-
ment other atiss when she became fascinated
‘with the medium's inherent properties. She, too,
embarked on an important scris of formal nves-
tigations relating o female self-image and percep-

tion. Others, such as Ilene Segalove and Lisa Stecle,
explored the same territory through personal nar-
ratives of their own lives.

Beryl Korot made several important contribu-
tions to video art as co-founder and co-editor of
Radical Software (the first publication to docu-
ment artists’ work and ideas about video), and as.
co-editor of Video Art, one of the first books
devoted to the subject.¢ In her own work, she was
among the pioneers of multi-channcl, multi-
monitor installation. Mary Lucicr was another
innovator of installations. Her installation work,
however, evolved from her carly performance
‘work and her formal investigations of the cffect of
light on the camera’s vidicon tube.”

In Japan, as in the United States, there were a
number of video collectives that included women.
Mako Idemitsu was a member of Video Hiroba,

12 THE FIRST GENERATION: WOMEN AND VIDEO, 197075

one of the first and most important in Japan.
Idemitsu and Kyoko Michishita had lived in the
Uniited States and had been influcnced by the
feminis theory they had encountered there.
Shigeko Kubota, an important figure in the devel-
opment of the use of video as an expanded sculp-
tural form, came to the United States from Japan
in the carly 1960s. She furthered the use of video
in Japan by arranging tape exchanges and arists”
visits becween the two countrics.

Video technology came later to Latin America
(in the mid-1970s) and was not as accessible to
artists there as it was in other parts of the world.
Political epression and government control of
production also limited its use. As Brazilian artst
Anna Bella Geiger has stated, *..Jack of access to
itstechnology (the nonexistence of experi
studios, diting faciliies and the prol

ental

tive costs

of equipment) and the great resistance to the
medium—even hostlity—by some critics and
artists did lttle to encourage video art."s

Itis interesting thar, from the beginning, the
medium attracted women artists from around the
world and, as evidenced by their tapes, that they
used the medium in surprisingly similar ways to
explore similar concerns. The characteristics of
video that attracted them—immediate feedback,
the opportunity to add the clements of time and
sound, and the relative flexibility and compara-
tively low cost—were identical o those that
auracted male artists. In addition, both male and
female artists shared many of the same concerns:
‘manipulation of time and space; experimentation
with genes such as narrative, documentary, and
personal statement; image processing and abstrac-
tion; and articulation of the self through video

JOANN HANLEY 13



and performance. But women artists differed sig-
nificandy from their male counterparts. Tt was
through theit interestin content and their
embrace of subjectivity that they influcnced
fture video art. Women went beyond the pre-
vailing interest in form as content to infuse their
works with personal history and social and cultur-
al criticism. Even when form or abstraction con-
stituted content, as in the tapes of Barbara
Buckner or Steina, women video artists imbucd
that content with the personal, the spiricual, with
their own images, with nature,

“The art scene was already in a state of lux
when video made its appearance in the lte 196os.
Video came along at the end of modernism, and
much of the first video art to be exhibited in
museums was the work of young artists such as
Richard Serra, Peter Campus, and Bruce Nauman

who were interested in issues relating to mod-
ernist, minimalist, and structuralist concerns The
work of women artists, however, countered those
dominant notions about art by including the emo-
tional s well as the intellectual. Using their own
bodies and voices in storics, diaries, and perfor-
mances, women video artists investigated the per-
sonal and political issues relating to gender and
sexuality and laid the groundwork for much of the
video art that followed in the 1980s and '9os.

‘The arrival of video also coincided with the
beginnings of feminism. By turning the camera
back on themselves and their daily lives, and by
presenting the world from their perspective,
women artists used vidco, as Martha Gever has
stated, “to propose a redefinition of ‘reaity’ by
asserting the validity of women's existence and
experiences, by challenging accepted ideas about

T4 THE FIRST GENERATION: WOMEN AND VIDEO, 1970-75
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periences or by a combination of both
strategies." They did this in as many differenc
ways as there were artists. Not al of the artists in

works, but most early 19705’ video work by
women s feminist simply by virtue of having
been made by women at that time—a period
when, as llene Segalove said, “just to put your
hands on the equipment” was “a feminist act."10
As with all video works, the formal aspects of
these early tapes combine the personal and tech-
nological. Their ook, in largepare, i the reult of

able at the time and the abi

used it. Today, the equipment of the 1970s—

portable reel-to-reel decks, black-and-white cam-
eras, and the separate battery packs that powered
them—seems bulky, unwicldy and anything but

porable. Editing on recl-to-reel equipment in
those days was  hit-or-miss affir based on a.
technique that required the editor to align two
tapes exactly by hand on two separate machines,
push the record and play buttons simultancously
0 stare ach deck, and then—hope for the best. I
is casy (o understand why carly tapes tended o
have few edits, and why edit points were ofien
rather obvious (signals did not always link up
exactly). Another method of editing involved the
use of multiple cameras with a switcher This usu-
ally occurred in a studio, but there were also
portable switchers that could be taken on loca-
tion. Tapes produced in this manner were highly
choreographed, with precisc cues for both action
and camera work, because the tape was being
edited while it was being shot. Crude technology
was not the only reason for fewer cdits and longer

JOANN HANLEY 15



takes in these early works. Arists like Ulrike
Rosenbach and Anna Bella Geiger, among others,
used video to experiment with duration and per-
formance in real time. Their long takes with
repetitive or minimal action made audicnces used

(44" and %" and erude editing systems), broadcast-

quality equipment seems to have been a perquisite
of the male domain. Few women artists were
invited to work with studio equipment at wxET's
Television Lab in New York or at kqep in San

o the fast pace of television time
“The fist image processors and synthesizers
availabl to artiss outside broadcast studios were
invented around 1970. Steina, Shigeko Kubota,
and Barbara Buckner were among the first women
ardsts 0 work with equipment of this kind. But
notall early video artists had access to processing
and synthesizing equipment, nor were they all nec-
essarly interested init. Instead they learned to
subvert the capacities of ordinary telvision tech-
nology in order to use it to their own advantage.
Although women video artsts scemed to have lit-
e dificulty gaining access to low-tech cquipment

Francisco and, 1 in this exhib
only Hermine Freed, Shigeko Kubota, Doris
Chase, and Eleanor Antin were able to prodiice
work in “professional” broadcast studios.

In 1972, the %" U-matic cassette format
became available along with recording and play-
back decks that were easier to use. The first small
format (4") computer-based cditing systems also
appeared around that time. (Affordable color
cameras were not available unil 1974.) One
apparent result of the availability of the new,
easier 10 use equipment was the increase in video
production and cxhibition.

16 THE FIRST GENERATION: WOMEN AND VIDEO, 197075
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Thirty years later it is obvious that video was
neither a flash in che pan nor a fad, but an impor-
@nt step in a steady progression of encounters
between artists and technology which began with
the sill camera in the 19th century. Video tech-
nology has changed considerably since the tapes
included in this exhibition were made, with the
result that videotapes are now borth easier to pro-
duce and exhibit. More artists use video to incor-
porate moving images into their work, and
increasingly large numbers of museums and gal-
leries show video art. The proliferation of video
monitors and computer screens in our daily land-
scape—at banks, airports, hospitals, stores—and
the kind of imagery we sce displayed on them has
changed radically since the days when the only
ielevision sets we encountered were in our living

rooms and all we saw on them was network pro-

gramming. Audiences have become more recep-
tive o alternative uses of the video medium,
However, younger artists and the new gencration
of audiences have had few opportunities to see
seminal works by atiss whose activties during
the 19605 and '70s were instrumental in changing
our very noions of what art could be and how ic
could be made. This exhibition provides that
opportunity.

JOANN HANLEY 17
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The Way We Were

Ann-Sargent Wooster

Tt has only been twenty years since the videotapes
by women artists included in this exhibition were
produced but, watching them today one has a
sense of gazing through a grey mist, a crackling
web of black and white. Who would have
thought that the visual language of video would
have changed so much in twenty years—or that
viewing this work would at times seem to be an
archacological process, like retricval of informa-
tion from an earlier technological age, rather than
looking at art! There is an archaic look, fecl, and
material substance to the work—and then, there
is also the presence of so many women talking
and explaining themselves.... I one gathered
toether a similar cross-section of contemporary
work by women today one would surely see the
continued presence of realism versus abstraction,
character development and autobiography over

action (the distinction between women'’s and
men's movies in today’s Hollywood). But one
would also see that the insistence on including
women's voices, issues, and a disti
language has lessened over time. However, the
innovations in subject matter inroduced by
women artists—language and personal narrative,
discussion of the self, sexuality, women's experi-
ence in the world, and the presence of everyday
life referred to as genre subjects in classic art his-
tory)—have now become part of general art prac-
tice. These videotapes by women are the fulcrum
between modernism and post-modernism. They
were an essential part of the attack on modernist
artin the late 1960s and carly '70s. Women's arc
and video were largely responsible for transform-
ing the predominantly male monolichs of min
malism into the cluttered, charty, often messy

ety female
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objects of post-minimalism and post-modernism,
with a concomitant destruction of the boundarics
between high and low art, fine and applid art,
fine art and media production.

“The tapes that appear in this exhibition were
‘made when the first black-and-white video cquip-
ment became available to consumers. It is almost
impossible to recapture the excitement of the
early 19708, when artists were first able to buy
these clunky ‘dinosaurs'—the recl-to-reel, black-
and-white portapacks and cameras.! Their avail-
ability on the market also corresponded to the
moment when color television broadcasts began
to appear regularly.2 The ‘home-made’, ofien
crude special effects that appear in these tapes
anicipate later developments in broadcast televi-
sion. Techniques that have become the common-
places of M1V, network commercials, and movies

33 THE WAY WE WERE
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like Terminator 2 were first developed by video
artists such as Steina, Barbara Buckner, Beryl
Korot, and Shigeko Kubota. These women artists,
and their male counterparts, had the lese majesty
10 attack the precious realism of the television pic-
ture—to attack it very signal—and o alter it
through many forms of manipulation.

Although the earlest video experiments oceurred
in Europe in the early 19605, video art as we now.
understand it appeared in the carly 19708 as part
of the reaction within post-minimalism and can
be viewed as an expression of that period’s various
art movements including process art, conceprual
art, performance, ecology-based art, and/or carth-
works. The development of video as an art form
was part of the trend toward the de-materializa-
tion of the art object, a movement that focused
on the ephemeral—with the goal of making art

that could not be easily bought and sold. This was
the era of Ariforum's hegemony, when the lan-
guage of art criticism was structuralist, formalist,
and modernist in style and (even when written by
women) excluded discussion of everything but an
artwork's structure and materials. Alchough
‘women constituted a large presence in art schools
at that time, they were scarcely represented in gal-
leries and museuns. Even as the mainstays of the.
civil ights and anti-war movements of the 1960s,
‘women were often relegated to support functions
(the coffee and copying machines). The rise of the
women's movement coincided with the availabili-
1y of video technology to artists, and many of the
videotapes in this exhibition delineate issues that
were central to feminism,

When video captured the interest of artists in
the 1960s its pracitioners—who included painters,

sculptors, kinetic artists, flmmakers, performance
artists, and social and political acivists—were
drawn 10 i for diverse reasons. But they found
themselves united by their shared fascination with
the new medium. The art world scemed to be
smaller and more communal then, and the distinc-
tions between media and genres less pronounced.
Nancy Holc has described her introduction to
video as follows:

The first time I had contact with video was in 1969
when Peter Campus rented a video camera and.
came over, There was a tremendous sense of discovery
becase it was o accessble and s0 Bob [Smithson]
and I immediately did a work of art. We invited a
large group of people over to our lofé that night
including Richard Serra, Michael Heizer, Nancy
Graves, and Keith Sonnier 1o seeit. It was very
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wnsual [ro] discover a medium, make a work of art,
and show it in the same day. That broke the ice and
gave me a senve of what it was about—what were
Jilm ideas and what were video ideas

Mary Lucier noted of the same period that
*“documentation-performance-video-dance were
interchangeable with cach other," Excerps from
Shitley Clarke's 7eePee Video Space Troupe: The
First Years 197073 (1970-73) provide a sense of
the energy, community, and experimentation that
marked video's carlest years. Part of the pleasure
of viewing Clarke's ‘home movies is that they
offer imprompru portraits of such famous people
as John Lennon, Yoko Ono, Jack Nicholson,
Andy Warhol, and Allen Ginsburg, Clarke's casu-
al, improvisational style and her documentation
of artsts a play reveal the world of video art as a

34 THE WAY Wi wERE

Kind of protean soup during this period—when
artists embraced the new technology with an inti
macy and immediacy—before the use of video as
an art medium became expensive and codified.

The Soul of the Machine

In the carly years of video (1968-74) many artists
thought of video art as an expansion of painting,
or sculpture. Most would have agreed with Nam
June Paik that video was the art of the future: “As
collage technique replaced il paint, so the cath-
ode ray tube will replace canvas."s But, with few
cxceptions, video s not by nature or common
practice an abstract medium. At its most abstract,
itis closer to the carly paintings of Pict Mondrian
and Wassily Kandinsky in which forms became
highly simplificd but sill emained readable.

Broadeast elevision, with its appearance of
realism and verisimilitude, can be considered the
constant backdrop for video art. All of the carly
experiments with video d and

Etra, Woody Vasulka and Steina, and others—
could produce Fauve colors and clectronically
generated stacks of intermingled forms. This tech-

abstracted television by means of electronic and
conceptual manipulation. The artistic appropria-
tion of those aspecs of television that are normal-
Iy considered flaws—feedback and vertical roll
the use of the underscan button as a composition-
al device; and the development of colorizers and
synthesizrs o shape the tlevision image to the
artists vision—gave the medium a personal, often
expressionistic quality. Paik's experiments with
aliering the television signal reflected the arc
world's interest in process and materials. The col-
orizer-synthesizer he developed with Shuya Abe—
along with those developed simultancously by
Stephen Beck, Peter Campus, Bill and Louise

nical break led 1o a scparate genre of
image-processed work.S

Tt would be diffcult o imagine the develop-
ment of video art without the contribution of
Steina. A native of Iceland, she was a violinist
with the Ieeland Symphony Orchestra before
coming to the United States i 1964. In 1971,
Steina and her husband and frequent collabora-
tor, Woody Vasulka, founded the Electronic
Kitchen, later known as the Kitchen, a screening
and performance space for atist-produced clec-
tronic works. But as carly as 1969 the Vasulkas
were exploring the unique plastic properties of the
new electronic media. From 1971 to 1974 they
produced a seris of highly abstract tapes that
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Tooked lke the static yet vibrating patterns of Op.
art. But they denied having been influenced by
painting and instead claimed that these images
were simply manifestations of clectromagnetic
energy. Indeed, much of their early work involves

‘woman holds a video camera and the monitor.

She becomes a self-relexive cye, a cyborgin-

training. The centerpiece of this tape consists of

‘woven patterns of objects, kinetic collages built

in nmc‘ presenting an accurate portrait of a
= :

various patterns

that can be produced by manipulating the video
sgnal. They began o tink of e work a2
“dialogue with the tool and the image
Violin Power (1969-78) refers to Steina's career
as a violinist. The tape begins as a realistic
demonstration of her violin playing and gradually
becomes more abstract. The middle section of the.
tape resembles th f the Ttal-

its snaking
ﬂoor cables and nooses of cables hanging on the
walls. Instead of concealing the means of produc-
tion and using i solcly to make images, Scina
reveals a kind of beauty i them by focusing on
the acsthetic dimensions of the room, the creative
matrix that produced the tape.

Barbara Buckner became interested in video

{an Futurist Bragla in which objects arc abstract-
edinto patterns i time. In Orbital Obsessions
(1974-78) Stcina presents a spinning, circumfer-
ential, machine-cye view of the universe. A
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and compu ing with Bill Etra at
New York University. In 1973 she bought Exra's
synthesizer and *began to use [it] in combination
with other tools to moderate feedback” in order to
create what *looked like spiraling energy fields of

jewelsintercut with a molten metal-square struc-
ture.” Buckner, in a kind of mystical union with
the machine, sought a self-referential language that
would fuse the electricity of the body and the
machines. Although her later work in color tended
o feature the kind of coloristic abstraction favored
by the Fauves and German Expressioniss, her ear-
liee black-and-white work had a purity that
derived from an imagistic ‘language’ based on dis-
ruptions and fluctuations of the video signal that,
at imes, produced landscape effects suggestive of
Van Gogh. She produced Mocbius (1974) in direct
response to an out-of-body expericnce. *I drew
original graphics, recorded them with two moving

cameras, and genlocked the e layrs f keyed mate-
al so the str di

Beryl Korot was a co-founder and cditor of
Radical Sofiware, a publication that aimed to de-
mystify video and make it accessible to those out-
side the field of broadeast television. In Lost
Lascaux Bull (1975) she comments on the notion
of transmission and reproduction of information
through the ages. In this black-and-white video-
ape of a 25000 year-old cave paining ofabull
(the original was in brilliant reds and browns) one
firs sces the image of the bull through flames (the
first video fireplace) and later framed within the
monitor to the accompaniment of a chanted
soundurack. Static and vertical rollinterrupt the
image that appears on the monitor (a stage within
a stage). In her single-channel ape, Invision

different grey levels. Therc was a feeling ofpmmg
through an animate world as if traveling.”>

(1973), i intercutting
between four discrete sections in a process thatis
like the one she used in her four-channel video
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work, Dachau (1974). In Dachau she wanied to
express her experience as a weaver in a temporal
format, For Korot, “the technology of the loom
and the art of weaving both litcrally and

New York. Chase found the special effects of flm
and video particularly artractive, and she believed
thac by diffusing images she *could create a
dream-like effect...draw the viewer right into the

represent the combining of many
separate elements (lterally in the form of threads)
10 develop patterns which evolve in time to create
fabric...”0

In 1968, chorcographer Mary Staton invited
Dorls Chase to create large kinetic sculprures to
be moved by dancers in a mult-media perfor-
mance for the Seatdle opera. A film record of the
performance sparked Chase'sinterest in flming
and videotaping dance and in pioncering the new
genre of video dance. In the early 19705 she began
10 use image-processing equipment at WNET's
Television Lab in New York City and at the
Experimental Television Center in Binghamton,

3 THE WAY W wERE

tension just as...in painting "1
Chase said of video dance, “as in any new art
form, there are no rules.... Selective camera can
make the figure llliputian or gigantic...cverything
is seen in relation to the camera lens. The blur of
encrgy can be as dynamic as the dance itsclf....
Above all I want intimacy—and to create with the
dancer a unity of real and abstract, of sensual and
conceptual, of formal yet spontancous, and
human.”12 Her videotapes of dance have been
among the most widely viewed pieces of carly
video art and have reached a diverse audience.
Chase pioneered the concept of video dance as
anew form of chorcography in which the stage,

the set, and even the dancer's partners are all lec-
tronic—products of the art of the machine. In
one tape, a leotard-clad dancer bifurcates and
dances with an ectoplasmic ghost of herself. In
Dance Nine (1975-74), dancer Gus Solomons, Jr.
performs with kinetic forms. Unlike traditional
stage props, these clectronic forms exist only in
the clectronic space of the tape. In Dance Eleven
(1975), Chase combines closc-ups of the dancer's
face or feet with distant shorts, a technique she
invented that has since become a staple of dance
on television. At times the dancer dissolves into a
stream of color which acts both as an aura and as
visual evidence of the kind of movement analysis
found in Marey's chronophotographs. 3 Dance.
enters a new era in Chase’s tapes: as it intersects
with the video medium, the uniqueness of the
moment becomes ardful (re)production.

Japanese artst Shigeko Kubota was inspired by
John Cage after secing him perform “chance-oper-
ation/happening” with David Tudor. Kubota
came to the United States in 1964 and became
involved with the avant-garde Fluxus group that
included Yoko Ono, George Maciunas, Alan
Kaprow, Ay-O, and Nam June Paik. In 1972, she
made the first of her ongoing video diaries, Europe
on a Half Inch a Day (not included in this exhibi-
tion). Kubota extended the genre of the diary
(considered by feminist historians as ssential to
‘women's discovery of their own voices uncensored
by the male power structure) into the clectronic
age. She described the experience of making the

ape: “ travel alone with my portapack on my

back, as Viewmamese women do with their baby. |

like video because it is heavy. Portapack and 1

traveled all over Europe, Navajoland and Japan
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without male company. Portapack tear down my
shoulder, backbone and wais. 1 fel like a Soviet
woman working on the Siberian railway."14
In 1972 Kubota also began o explore the aris-
tic potential of the television medium by using
newly developed image-processing machines such
as the Paik/Abe and Rutt/Etra synthesizers at
wer's Television Lab in New York. The tech-
nology of these machines allowed her o layer
images and alter their color and form. Video Girls
and Video Songs for Navajo Skies 1973) ilustrates
the fusion and synthesis tat are characteristic of
Kubota's work. The core of the tape i a personal
video diary produced during the forty days she
lived with a Navajo family in Chinle, Arizona.
“The tape presents black-and-white footage of the
routines of daily ife, scen as both local color and
as metaphor for larger issues. Kubota interrupts
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and embelishes her narrative with a muli-colored
scrim of image processing, She juxtaposes the pro-
found simplicity and richness of Native American
life, especall the relationships between women,
with image-processed footage of a Native Ameri-
can dancer performing to the popular song,
Cherokee Woman. Kubota often uses image pro-
cessing as a bridging device to connect unrelated
communities of images into a unified structure.
One of the most difficult challenges for video
artists has been “to develop ideas about editing
that do not imitate those of film, but rather visual
phrasing...a more gestural way of reading
images.”!3 Two important early works—one by
performance and video artist Joan Jonas, the
other by sculptor Nancy Holt—took an innova-
tive approach to this problem with memorable
result. Both of the tapes uilize aspects of video

transmission previously regarded as defects to
expand the language of vidco.
Jonas used the ‘faw’ of vertical roll in making

a videotape of her performance, Organic Honey's
Vertical Roll (1972). (Vertical roll results when the
frequency sent to the television set or monitor is
out of synchronization with the frequency with
which it s interpreted, causing an unstable rolling
image 0 occur.) In a live performance that was
filmed and played back on a closed-circuit video
system Jonas played with the roll, making it look
as if she was being pulled down and out of the
picture or creating the illusion that she was jump-
ing over the roll. The impression that the rolling
bar marks the frame of the picture is “intensified
by the soundirack on which (Jonas] is heard
banging a spoon against a mirror or clapping
picces of wood together to mark the moment

when the roll strikes the bottom of the moni-
or..."16 Jonas reconfigutes our usual relacionship
o television saying, “Space was always a primary
concern, and in considering the space of the mon-
itor I then dealt with the boxlike structure posi-
tioning it in relation to myself: I tried to climb
inco the box, attempting to turn the illusion of
flatness into one of depth.”"” Jonas produced
Vertical Roll (1972) by rescanning the monitor
during the performance.

Nancy Hole's Underscan (1974) uses a structur-
ing device unique o vidco. Pushing the under-
scanning button on a video monitor compresses
the picture so that the edges can be scen preciscly,
making a black border around the picture. In
Underscan, Holt uses two kinds of underscanned
images—one caused by pushing the button
halfiway in to compress the vertical sides of the
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picture and clongate the images, and the other by
pushing the button all the way in to reduce the
whole picture. She used this device in displaying,
photographs of her aunt’s house in New Bedford,
Massachusetts. Holt said of this tape that she
decided 1o make a “portrait of someone where
You never saw a person...touching someone with
them never being there. 1 thought about the cycli-
cal nature of time and how it is reflected in the
film and video process through cditing "1* Each
photograph of the house appears three times: reg-
ular, contracted, and somewhat clongated as it is

tion, meaning, and everyday lfe, and concerns
the process of making a tape as much as any spe-
cific narrative that occurs within it. Benglis uses
the flaws and defects of video—vertical rol, satic,
and channel switching—to structure a hypnotic
dialogue. She sets the stage in allegedly real time
and space, and places three figures (produced on
separate occasions and layered together through
the medium of television) within the rectangle of
the screen. In placing the three figures in the shal-
low space of the TV screen, Benglis establishes a
new kind of video portrait space. Although con-

ed through In the
Voice-over Holt reads aloud from her aun's let-
ters, The repetition of certain topics in the letters
is mirrored formally by the tripling of cach image.
Maumble (1972), by seulptor Lynda Bengls,
deals with the intersection of ssucs of representa-
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dnually the process of making the
tape, and vertcally captioning the images on the
screen, Benglis's real theme is the destruction of
imacy—television's destruction of communica-
tion between individuals. The figures on the
screen are alienated from each other but are nev-

ertheless united by the composition of the image
in which they appear together. They seem to be
talking about the meaning of an artisc’s work, but
their communication is unclear. The voices are
layered together ntilthe often ‘lying or false
narration gives an image of television as visual
noise.The tape emphasizes this poin by conclud-
ing, “Mumble, mumble. It very hard o talk.”

Mircor, Mirror on the Wall:
Narcissism and Identity

‘The advent of the closed-circuit system of the
video camera and monitor allowed artists to do.
something previously impossible—to see them.
selves in real time on a monitor while they were
shooting. As Rosalind Krauss pointed out in
Video: The Aesthetics of Narcissism, “the body is

centered becween two machines that are the open-
ing and closing of a parenthesis, The firs¢ of these
is the camera; the second is the monitor, which
projects the performers image with the immediacy
of a mirror.? Although Krauss used the term
“narcissism’ pejoratively,this so-called narcissism
had a positive aspect. Video allowed women
artiss t0 put themselves in the picture for the fist
time because they became the producers of their
own images.

Video art developed during a time of height-
encd policical consciousness that corresponded
with the liberation movements of women, African-
Americans, gays, and Native Americans. Video was
an imporan ol with which women challenged
their place in sociery. Central to video's use i fem-
inist and politcal contexts was it accessibility as a
communication device. According to the feminisc
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ritque of media, women have been seen histor-
cally as the ‘other’—the object of men's desie.

on subjects that previously had been taboo. The
intimacy and frankness about personal ssues that

Analysis of the ion of women remains at
the heart of much video produced by women, and
those who addressed this issue initially made
women the subjects of their work. By “asserting the
validity of women's existence and experiences, by
challenging accepted ideas about those experiences,
or by a combination of both strategics, " women
who made videotapes sought to empower other
women in relation to media and culture.
Julie Gustafson's documentary, The Politics of
Intimacy (1974), presents a group of women of
jous ages, races, and sexual ori dis-

is videotape have been largely lost
today, even though confssion has become the
staple of television talk shows. Itis difficult to
imagine a similar group of women in the 19905
talking about the same subjects in equally honest
or graphic terms. Itis not that these issues have
vanished; they have just been subsumed by new
definitions of women's concerns.

Valie Export's work in the fields of photogra-
phy, film, multi-media, and installation has
reflccted her interest in the feminist concern
about the other

cussing sex roles, relaionships, and topics such as
power, fear, orgasm, and masturbation. Edited to
appear to be the discussions of a consciousness-

raising group, the interviews give women a voice
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ion of
issues. In Raumschen und Raumbiren (1974) she
turns herself into a chesspiece (obviously the
Queen, the most powerful and only female chess-
piece). Through simple special effects—the use of

a split screen and switching live beween three
cameras trained on the same subject—the arist
moves herself on a kinctic, temporal grid, Some-
times she appears nearer and sometimes farther
away. The spatial juxtapositions of her figure on
the split screen correspond to the six sections of
the clecronic music that accompany the tape.
Visual patterns and poetry have been central

concerns in the history of Japanese avant-garde
film, of which video is an outgrowth. Japanese
video art of the 1960s and carly "70s was rarcly
political. Bue Mako Idemitsu used the visual lan-
guage of Japanese flm and video in a socially sub-
versive manner to combine feminist concerns with
process art. What a Woman Made (1973) begins
with what appears to be a silent, motionless,
abstract black-and-white image. Following the acs-
thetics of boredom (as in Andy Warhol's film,

Sleep) nothing happens for about four minutes.
Yet this mute, uninflcted image, subducd by the
use of black-and-white, s actually a ‘dangerous’
object . s depiction is a radical act of representa-
tion. What we are secing is usually taboo and hid-
den—a ampon laden with menstrual blood in a
water-filled toilet bowl. Gradually the blood leach-
esinto the water, forming a linear tain, Juse as
this action begins a male voice-over starts to
describe the innate nature of Japanese women say-
ing, for example, “Raise your girls to be house-
wives.... Havinga gil first i good. She can take
‘are of her younger brothers.... They should be
passive and obedient..wait and follow...imitate
their mothers.... Girls are always indecisive and
can'tsolve problems by themsclvcs... No wlent s

avirtue.... Do not forget to smile.”

‘The advent of low-cost, portable video cam-
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eras gave artists easy-to-use tools with which to
record their personal realites and allowed them to
substitute real lives for imagined ones in their art-
works. The women's movement dictum that the
personal i political, in conjunction with the tech-
nological capacity afforded by video to record
everyday life—to mirror the previously unseen
minutiac of women'slives, was an important
aspect of carly video art, In Being a Woman in
Japans Liberation Within My Family (1975-74),
Kyoko Michishita documented her sister's recov-
ety from brain surgery, using the occasion of this
major rupture in her family’s daily life to examine
her sister's changing awareness of herself and the
impact of her absence on her family. Beneath this
‘examination of one Japanese woman’s circum-
stances Michishita comments on the status of
women in Japanese society. Her tape makes it
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clear that her sister is more needed than respected
in the family and that her function is defined by
food preparation and the maintenance of the rou-
tines of domestic life—with little acknowledg-
ment of her individual identity. The tape also
reveals the sister's changed sense of self s she
begins to take her own life more seriously.

The video camera and monitor function as.
both mirror and confessional. In Lisa Stecle's A
Very Personal Story (1974) the camera views the
artist from above while she talks. Her face ills the
screen. Occasionally, as Steele’s hands touch in a
gesture, they form a brief barrier between the
viewer and her face as she describes the day in
1963 when she found her mother dead. Stecle was
sixteen, and it was a day, she says, when “1 felc
more like myself than 1 had ever done before.” In
the intimate space of the monitor, Stecle ells her

story: she talks about cold weather; warm coats;
fried toastin an electric frying pan; finding her
mother dead on the sofa afier school; and cover-
ing her mother's shoulders, but not her face, to
warm and protect her. The audience functions as
asilent listener, like a priest or Freudian analyst,
listening to the intimate narrative of the tragedy
of her sixtcenth year.

Contemporary women artists often find it diffi-
cult to discern an adequate reflection of chemselves
in arthistory, a history in which women appear
predominantly as images made by men (a mirror
of men's views of women). Ulrike Rosenbach’s
black-and-white Don’t Belicve I Am an Amazon
(1975) begins with a reproduction of Stefan
Lochner'slate medieval Madonna of Rosenhag is
the similarity of names an accident), with its pat-
terned halo and downcast eycs. Using the painting

as a transparent mask, Rosenbach aligns her own
face behind the Madonna’s and shoors fifieen
arrows ino the Madonna. Using superimposicion,
she replaces the Madonna's meek, suffering image
with a strong female archetype—the woman with
abow (it could be Diana the Huntress or an Ama-
z0n). Rosenbach looks down as she notches her
arrows and realigns her face with the Madonna's
before she shoots, creating multiple profies of the
same face. As the arrows srike the face of the
Madonna (which is to some extent Rosenbach's
own), and as Rosenbach tries to exorcisc her emo-
tional doppelganger, the viewer senses self murder.
Butin spite of the attack the original image
remains serenely unchanged except for its painful
new omaments. Only at the end of the tape, when
the camera pulls back t indicate thar the paining
is only a reproduction lying on the floor, does the
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Viewer sense that the artist can cxtricate hersclf.
from the snare of past represcntations of women.
Hermine Freed's ambitious videotape Are
Herstory (1974) also addresses the issuc of the
representation of women in art, Starting with
Cimabue and working her way forward in time
through Raphacl, Vermeer, Manet, Matisse,
Picasso, and Mird, up to Warhol a
Freed re-creates paintings by fumous male artists
and co-opts them by putting herselfin control as
the feisty, often video-camera-wiclding main
character, In her role as narrator, Freed questions
all aspects of the works she presents—from what
revisonist history tells us about the undecipher-
ability of our actions in the present to comment-
ing on her changing objectives. She gives new
meaning t the notion of a female character, cre-

Rosenquist,

can be seen as an expression of the newly bur-
‘geoning feld of women's studies and feminist art
history of the 1970s. But Freed does not express
the anger many women artists have fel at being,
excluded from art history. She attributes that lack
of anger to her adoption of video as her primary.
art medium which, for her, was akin to discover-
ing a new language with no previous history.
Freed's use of “dressing up” and her adoption of
alternative personas in Art Herstory anticipate
Cindy Sherman's later impersonations of film
sills and famous paintings in her photographs.
In all her work Martha Rosler has sought to
give a voice to the powerlesss, o question the sta-
tus quo, and to right injustice by revealing it. Her
conceprual book works, mail pieces, photographs,

ating the world in her own image. Art Herstory
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ch the issucs
of motherhood, domesticty, sex, and carcer,

which grew out of a climate of feminism and an
interestin alternative forms of art. Rosler identifics
food as a central isue in women’s lives and has
produced a number of works on that subject in
different media. She has commented that “food is
the arc of womanhood.... It s an art product, but
one thatis made for the delectation of others and
which disappears... I also slee] food in relation-
ship to clas differeniation.”! Her postcard novel,
A Budding Gourme 574) shoue s

acter's relationship to food is intertwined with class
privilege, especially thatof the say-at-home,
upper-middle-class housewife. Rosler urther
exposes this ‘type’ (which she herself might have
become) by juxtaposing the main narrative (talking
head and photographs of beautifly preparcd
food) with photographs of workers. In Semiotics of
the Kitchen (1975), Rosler turns a “Julia Child type
demonstration of cooking utensis into a hosile
display ofwnpom'y 22 in her ongoing examination

bourgeois who of taphor for ar." Here she
traces the effect of class on a- (s relationship  expresses her stated liidy: “Gourmetism
o food. In this work, we see a woman who views i an imperialist ndeavor."

the cardh's di I delic Tlene Segalove’s shore vignetes touched with

labor-intensive food that she is determined to
reproduce. Although the character played by
Rosler issincere, Roslers deadpan presentation is
tinged with irony. She makes it clea that her char-

irony and satire lack the overt poliical content of
Rosler's work, but they deal with an aspect of the
‘Women's movement that was addressed carly on
in two books that shaped the movement. Both
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Simone de Beauvoir's 7he Second Sex and Betty
Friedan's The Feminine Mystique questioned
women's traditional roles and, because of their
penetrating analyses, led women to reject many
ficets of their mothers’ lives that they had taken
for granted as models to be emulated. Segalove’s
often ingenious view of southern California
Ifestyles and her depiction of her relationship
with her mother reveal the emptiness, loneliness,
and dependence on material posscssions that
characterize the life she documents. Segalove uses
her mother as a straight man’. In Advice from
Mom (1975) Segalove's off-camera voice asks her
mother where to buy a number of things ranging
from plastic plants to new shoes. In a deadpan
voice Segalove’s mother answers her questions
and tells her the sources of the best bargains for
each item but concludes, “good shoes are hard to
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find." In Profesional Retirement Home (1975)
Segalove’s mother takes her on a tour of their vast
and empry family home, which her mother imag-
ines as a retirement home for strangers. As we fol-
low Segalove's mother through the house we learn
that her chicf pleasure in lfe scems to be that she
is glad she doesn’t live in a condominium, and
that she prefers to enter the house by climbing in
windows instead of using doors. Segalove’s analy-
sis of her mother'slifestyle illusrates why
Segalove and many other women of her gencra-
tion have chosen a different path in life—as indi-
cated in her tape, 7V it OK (1976), that refers to
her identity s a video ar
Eleanor Antin is a ilmmaker, painter, and
sculptor. Her provocative and complex body of
work dissolves the boundaries between several gen-
es and media. Best known as a pioncer of perfor-

mance art, Antin’s first projects in the 1960s were
conceptual explorations of the nature of human
reality. As a figurative ardist she deleted the figure
from her work (an carly portraitseries defined

one of the most ambitious examples of a video
artist transforming the constraints of limited

‘means into sumptuous, personal “movies.” Antin
shot The Ba the Bum with a single por-

people by the objects they might have used). Antin
was also one of the principal igures of 1970s body
and performance art. As a performance artist
Anin is best known for her ongoing series of
events in which she takes on the personas of the
ballerina, the black movie star, the nurse, and a
male character—the king. She says, “As an artist
attracted to working in my own skin, I also nced-
ed a mythological machine; but one capable of
calling up and defining my sclf. I inally secdled
upon a quadripolar system, sort of a magneric field
of four polar charged images....*25 Antin presents
these characters in live performances and on video
in The Ballerina and the Bum (1974). This work is

tapak camera, using two improvising actors. From
itsfive-minute opening shor, the pe declares
itsclf, s David Antin has pointed ou, “against
television, time and money.... A whole Chaplin
movie for the price of a good dub."26

Mary Lucier points out that the categories of
video were not as firmly fixed in the late 1960s
and early *70s: the differences between perfor-
mance, video, painting, sculpture, and dance were
lessrigidly defined then than they are today. Luci-
e was presenting performance picces about
female identity when she made “The Trial of Anne
Opie Webrer,” by Robert Ashley (1974). This tape
was a bridge to the video installaions by which
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Lucier is known today and is also the final work
in an cvolving performance that was part of the
repertoire of Once, a performance group in Ann
Atbor, Michigan. Central to the picce is a dia-
logue between musician Robert Ashley and Anne
Opic Weher,  former debutante who had lost a
leg to cancer and who had been a member of
Andy Warhol's avant-garde circle in New York.
The original performance was a conversation
between Wehrer and Ashley (a kind of My Dinner
with Andréten years before the film). The dia-
logue focused on Wehrer as an unusual person;
on a symbiotic relationship between a man and a
woman; and on gossip about art-world society.
‘The videotape of the final version of this ongoing
performance was flmed on a stage in Merce Cun-
ningham’s loft. The performance included the
presence on stage of a photographer (a speaking
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part), Lucier filming the action on stage (a silent
part), and Merce Cunningham’s dancers perform-
ing. Video art and video documentation were not
scen as different disciplines in the carly 19705, and
Lucier took the tape she produced live during the
performance and cdited it (with Ashley's permis-
sion) into a separate work.

Anna Bella Geiger's Pasages (1974) can be con-
sidered as an outgrowth of the task-oriented
dances of the 19603, with their emphasis on ver-
nacular movement. The tape presents a woman,
photographed from the rear, a she climbs a serics
of outdoor staircases that range from the stecp
stone steps that link hill communities to the
broad horizontal stcps of a government building,
perhaps a courthouse. Using the images of muldi-
ple saircases, Geiger conveys a sensc of women's
unceasingly difficult passage through lfe in her

extended metaphorit i, lierally, an ‘uphill
climb’. Geiger's simple depiction of a woman
climbing staircases has few edits, making a virtue
out of working with the limited technical
resources available to her a the time. In spite of
that limitation she creates a powerful, universal
image of women's strugele, women's lives.
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nor Antin
Born: 1935, New York, New York

Resdes: Del Mar, Calforia

Eleanor Antin is a leading figure in the
creation of performance art. At the
heart of all her work s her exploration
of self through her various personas
the ballerina, the black movie star, the
nurse, and the king. These personas

have been portrayed in performance
work, theatre, video, and film as well as
in drawings, movable sculptures, and

paper dolls. Antin began working with
72, using its inherent sclf

video in
reflexive properties as a
narrative possibilities to furcher expand

rror and its

her exploration of self

The Bellring

Black-and-whie,53:00 minutes, sound

sy Ronald Feldman Fine Ares, New York

lering and the Bum s a narra.
tive/performance in which a ballerina
Eleanor Antin in her Russan balerina
persona and full allrina atire) encoun.
2 bum along the railroad tracks,
hey discuss art,lfe, hopes, and dreams
e waiting for thir boxcar to depart

New York




Lynda Benglis

Resides: New York, New York

Over the past twenty-odd years, Lynda
Benglis has worked with a wide variety
of media—polyurcthane, ltex, wax,
s, metal, and video. She began o
use video during the carly 19708 when
she created a formally intriguing and
inventive body of work. The idea of
human form and presence that informs
Benglis's sculpuure also finds its way
into these self-reflexive videos which
are marked by her exploration of the
fundamental properties of the medium
and her interest in reconfiguring reality
in space and time. Feminist concerns
with the exploration of the body as his
tory, autobiography, and gendered

identity also inform her video works

Video Data Bank, Chicago

umble is about communication and

trying to establish contact in a

cally-created and controlled
space. Benglis investigares and manipu.
ates video time and space by layering gen
rations of video footage to create scenes

which Robert Morris, Matilyn

kowsky, and the artisc’s brother appear

be talking o cach other although they
were all taped separately at different times
Benglis has said of this work I’ sct up in
kind of a pattern with a kind of drone
what was said was being contradicted by

oice and what was true or not true
was not known but that was basically how
he tape began in the firs place—what was

ue wasn't known” (Lynda

one interview, 6 June 1993).
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Barbara Buckner Gegraphy 1973 Dao Sengus, 175 Mocbin
1950, Chicao, linois Blckand-white, 12 minutes, sne Blackand-whie, 00 minutes, sound Black and-whie. 414 minuts, s
des New York, New York Councsythe ai Counesy the aris

Since she began working with video  An abstracted landscape created elec-

Barbara Buckner is primarily known A synthesizer picce produced by

in 197, Barbara Buckner has used tronically. i divided ino four short. for her abstract, silent work In thiy the artist in direct response t0 an
advanced video and computer ech. segments called *Lilics” “Terrace, hauntingly beautful ape, however, she out-of-body experience. °I drew
nologies to create painterly works of View from a Hilltop with Fence,” and  doubles herself wthin the frame to g

srong visual and symbolic resonance.  *Fire Under Snow engage herselfin a poctic conversation
Her formal explorations of the trans: about the *loss of her music™—her
formative properties of lectronic muse, her art, in effect,all artise’ rela

'YYEL

processing technology result in

metaphoric works of geeat pctorial

MMAMNI

tionship with inspiration, cheir depen

disappeared at different gray lev-

dence on it and their fear ofits los, There was a feeling of pass
sophistcation. In her non-narrative, ing through an animated world,
often silent compostions, Buckner's asif traveling,” (Barbara

dense and elusive imagery hovers Buckner, 1985)

between abstraction and figuration,
resulting in startingly mysterious
manifestations of an other-worldly
sensibiity

Y
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Do Dane Elen, 1574 i Dence N, 1573

Born 92, Setle, Washingon Color :00 minures o0 minutes, sound

Resdes:Sate, Washngion nd New Yok, Disributed by the M ; Disribured by the Muscum of Modern Art

kmrods: NewYodh = K. and counesythe ati

Beginning with an interest in architec This prize-winning work features a nce Nineis a sophisticated example

ture, Doris Chase moved on to pain duet between Cynthia Anderson (of B of the creative possibilicies of video-

ing, static and kinetc sclprare, dance, the Joffrey Ballet) and specilly dance. Thisis a truly collaborative

Vido, hias, e wiki Shuputs S s ) D ok with dancer Gus Sl g
working with video i 1970, using it to transformed into an atmosphere of col formerly of the Merce Cunningham L
pioncer the concept of videodance as a ored light which seems to flood and Sfl]  Dance Company). The dance sequence il

new form of choreoggaphy. In thee blend in response to the movement was dited together with the *dance

works she was one of the st arists to impulses of the dance. The sum cffec f the arches to produce a fascinating

combine video and dance, She used is to induce a meditative mood tinged .Ei L ement collage—a rhythmically

synthesiers, computers, and other with a leasant melancholy. Fluidly hronized duct of dancer and

ol of emerging technologies to shifing relacionships of form, col = ract kinetic patterns. As it devel

abstract and claborat the dancers and movement cvoke an intimate ops,the visual duet of Dance Nine

images and actions, creating perfor cthereal mood. =l omes an appropriate analogy for

mances that could exist only on the  partnership between video artist

the creatve process tself.

2%
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ey Clarke
Bon: 19a5, New York, New York
Resides: New York, New York

Shirley Clarke was a leading igure n the
American avant-garde cinema of the 19508 and
19605, She may be best known for her involve-
ment in the experimental cinema verité movement
of the late 505 when she produced both dramatic
features and documentaries,including the inde-
pendent classic, The Cool World. Clarke began
working with video in the lae '60s and in 1970
formed the TeePee Videospace Troupe, a loose
collctive working in experimental video

theater, The tapes from the Troupe reflect Clarke's
cinema verité style and are imbucd with the spiric
of excitement and exploration that surrounded

video in those carly ye

ars In ater years she
produced several videodance picces and worked
with Sam Shepard and Joseph Chaikin to create
theatrical pieces exclusively for video.

e TeePee Video Space Troupe

e i Yoan Iyp0-73, 1970-73
Black-and-whie, 3135 minutes, sound
Collcion th Long Beach Museum of Ar,
Long Beach, and courtesy the artis

In the carly days, Shirley Clarke took
her camera everywhere, documenting
her life, her fiends, thir experiments,
and adventures with the new medi-
um. This half hour includes, among,
its segments,  party a John Lennon
and Yoko Ono’s agenc's house, an
evening picnic on the roof of the
Chelea Hotel, and Shirkey, her
daughter Wendy, and Nancy Cain
painting thir face as they alk about
men whil cxploring vdo s 3 mirror.




Valie Export
Borm: 1940, Lins, Ausria

Resdes Belin, Germany

Valie Export, a multimedia arist who
works in flm, photography, body ar, per.
formance, and installation, began working
with video in the lae 19608 and was one of
the first, if not the irs, European woman
artist o do so. Rather than exploring one

medium ata time Valie Export works

through an idea o subject in many differ.
ent media at the same time, creating an
expanded field of consciousness that offers
the viewer many ways of sceing and expe
riencing her work. She has long been
interested in the feminist concern aboue
the representation of women and seeks to
extract, reinterpret, and re-define the
image of women from is socially asigned

Raumschen und Resmbiren, 1974
Black-and-white, 0:00 minutes, sound

Courtesythe aisc

Simple and elegant video perfor-
mance in which the artist, while
standing completely scillin a stu-
dio, is moved about in space and

real time ltiple camera

techniques. Sound consists of an
original electronic score com.
posed by the artist. The picce s
constructed in sections similar to

those of a musical composition.




Hermine Fre
Bo: 1940, New York, New York
Resdes: New York, New York

Alboughhe i i, Hermine

Freed turmed o video i the
because she wanted to incorporate time.
and space with images and ideas. She also
found that video's mirror-like quality pro
vided an ideal means of objectifing the
self. To this end she embarked on a series
ofself-releive investigations, atempring
o discover how new imaging technolo-
gies might affect perceptions ofself, espe-
cally with regard to the representarion of
women. During the brief period when she
wsed video techonology, Freed created an
impressive body of work in which she
explored the medium formally while con
sidering it impact on the formation of
ideniity, memory, and history

Watr Glases, 973
Black and-whitc ¢35 minutes, sound

Two rows ofthree water glasss each sic
ting on a highly refective surface are
lincd up to it within the frame of the
monitor and are repeatedly filled with
water and taped from different angles.
The resul s a sort of video cubist image
The only sound i that of the wate fl

ing the glasses

LEALLLERS!

Disuibured by Video Data Bnk, Chicago
An electronic recreation of the his-
tory of painting from the perspec
tive of  woman looking at the
women depicted in works ranging
from carly Ialian to Pop. The atisc
uses various video techniques to put
herselfinto the paintings while her
voice-over reflects upon the use of
images in history and our tendency
o interpre the past to fi our own

conception of it




Anna

Wode
Resdes RiodeJncir, el
Anna Bella Geiger i a mulimedia
anis who came to video in 1974 afer
having worked with other media

g Super-8. Following in the
on of so many other Latin

incudi

American arists who s their art t0
make politcal statements,she trned
0 video because she beleved it would
be the mose effcctve way 1 address
s relating to the poliical siuation
in Brasil at the time—especially with
regard to censorship and conditions in
the areworld. Her sraegiesinclude
parody and humor and range from
metaphor to direct address

Pasages 974

Blackeand-whit, 353 minues, sound
Courcaythe arist

A woman walks from a sircase in her
home through the strects of town and
up the steps of a large municipal build-
ing, Her literal passage through the var
fous staircases serves as  metaphor for
the artists search for her own center

A0

Suatement in Porrait, 1974
Black-and-white, 7:10 minutes, sound

The artist confronts the camera

directly to make a scatement about
cultural colonialism. The statement
is bracketed by silent images of the
artistin a passive, Mona-L

type
pose contrasting the art

political satement with

traditional female or feminine
cultural role of the observer.

61



An important and pioncering figure
in video documentary, Julie Gustafion
has always been concerned with
women'sissues. She often uses a video
verité approach to present women
tellng their own stories in their own
voices. She was attracted to video
because it was easir to use than film
and because of its newness—she
thought that the field would be more
open to women. For a number of years
she was co-director with John Reilly of
Global Village, one of the foremost
centers for the production and exhibi
tion of independent documentary flm
and video,

minute, sound

Ars Intermix,

A seminal feminist tape in which
ten women talk about their sexual

fecling;

with different social and economic

backgrounds and diverse sexual
development and orientations,
the women reveal culturally deter-
mined arcitudes toward female




Nancy Holt
Born: 1938, Worcester, Maschustts
w York, New York

T further exploration of conceps of
site time, naural phenomena, and
space,landscape sculptor Nancy Holt
has used video to capture the experi
ence ofa particular place ata partculae
time. Her carlier tapes included inves
digations into the nature of perceprion
and how the mind puts parts of images
opgether o make sense o an unseen
whole, She continues to make carth

s, documenting them with video
and then reworking her video docu:
mentation o create videotapes that call
into question the role and nature of the
documentary flm

bl
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uted by Video Daca Bank, Chicago

Certain monitors have an “under

s the images so that the edges
can be clearly seen. Use of this device
des three

ge options—nor.

mal image, compression of only the

sides, and compression of the entire
mage. Holt uses this framework to
display photographs of her aunc’s

c as she reads from letters wri

ten by her aunt. Most of the pho
graphs are seen three times but

they I

k different each time, having

med through under.

e abstract structure
points the intimacy of the

content, incidents in her aunt's life.




Mako Idemitsu
Borm: 1940 Tokyo, Japan
Resdes: Tokyo, apan

Among the fis artists in Japan t0 work
with video, Mako Idemitsu i best
Known for hee serics of domestic narra
tives that cxamine the cultural role and
identit of women within the context of
the contemporary Japanese family. In
these works an ommipresent teevision
set positioned within the domestic
s srves to reveal the inner ralitis
ofthe characters. From 1963 t0 1975
demitsu lived n the United Sutes
whereshe was involved with Jungian
analyss and feminis studics She experi-
mented with both flm and video n this
country, reurning to Japan to become a
founding member of Video Hiroba, an
carly video colectiv.

What & Woman Made, 1973
Black-and-whit,1:00 minutes,sound

Courtesy the srist

‘What appears to be a purely abstract
image i revealed to be a ampon i
toilec bowl. The first half of the tape
is silent. During the last hlf, a male
voice reads excerpts from a Japancse
bestseller, How o Raie Girl Children,
wiitten by a former babstter for the
Japanese royal family that tells how
gilsshould be raised and educared
0 accommodate men, supporting
waditional Japanese belicfs in the dif-
ferent innate natures of the sexes.




n J
Hor: 536, New York New York

Resds New York. New York

An acclaimed mult media performance

broke new ground in thei application
ofthe phenomenological properies of

the new medium 10 self-reflxive

study offemale identicy

H
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Verical Rl 972
lack-and-whit, 0500 minutes, sound

Disrbuted by Electronic Ars Intermix,

o York
In this seminal work, Jonas con-
structs a theater of female identicy by
deconstructing representations of the
female body and the technology of
video. Using an interrupred electron-
ic signal—or *vertical roll"—she dis-
locates space, re-framing and fractur-
ing the image. The relentless vertical
roll disruprs the image by exposing
the medium's materialicy.
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Shigeko Kubota
Born: 1957, Nifgat, Japan
Now York, New York

An active participant in the internation
al Fluxus art movement in the 19608,

Shigeko Kubota was strongly infl

enced by the art and theoriesof Marcel
Duchamp and John Cage. She began
working with video n the late ‘6os and
was one of the is artists o explore
electronic image procesing, Her works
include installaions, video sculprures,
and an ongoing, diaristc chronicle of
her personal life on video which she
began in 197¢

From the sophisticated
artisy ofher clgant insallations to
the spontaneiy of her autobiographical
video journal, Kubora's use of eectron
ic technology ransforms and cecbrates
mature, art, and everyday lfe

Video Girls and Video Songs for Nanajo Sk 197

Black-and-white and color, 27:00 minutes, sound
sribated by Electronic Ares Intermix, New York

Featuring Kubota's often ha ofer

witty clectronic manipulation, this work is
an autobiographical journal of cultural
identity and difference. Kubota writes,

This s  video fusion of synthesized image

and video document. I went to the Navajo
Reservation and stayed with a Navajo fami
Iy for 40 days. This is my video diary of the
women | met in Arizona, Tokyo, Europe,
and New York




Mary Lucier
Bor: 1944, Bucyrus, Ohio
Resides New York, New Yotk

Mary Lucier is a major contributor to the arc

or, mult-channel video

form of mu

insallaion and is perhaps best known for her

empora logy to reinvest
ace the American pastoral myth. Echoing

morif o tgth-century painting, her metaphor.

ic use oflight o signify transcendence, and her
allusions to the sublime, evoke Romantic and
Modernist ideals. She began working with
video in the 1970 after firs exploring sculp-
ture, performance, and photography. In her
early works, such as Dawon Burn (1975), she
investigated the effects of light on the camera's
eye. Aiming a lasr directly at the camera or
pointing a lens at the sun, she burned the cam.
en's vidicon ube i realtime, inscribing it
with callgraphic abstractions oflight

74

“The Trial of Anne Opie Webrer, " by Rober Asbley, 1974
Black-and-white, 51:00 minutes, sound
Courtesy the artist

This is a performance picce by Robert Ashley in
which Lucier participated, playing herself mak-
ing a tape of the performance, a personal con-
versation between Robert Ashley and his old
friend Anne Opie Wehrer. The conversation,
which was of a highly personal nature, took
place in front of an audience in Merce
Cunningham's lofc while it was photographed
and videotaped. The photographer entered into
the conversation but Lucier did not. The con-
versation served as a score for Cunningham's
dance troupe which danced throughout the
entire conversation. This tape is an edited ver-
sion of the original performance which was
titled “The Trial of Anne Opic Wehrer and
Unknown Accomplices for Crimes Against
Humanity." It was always intended to serve as a
work in its own righr.




Kyoko Michishita
ot i34, Sakhli, R (formeryJapan)
Resides Tokyo,Japan

Kyoko Michishita is  writer who has
worked in both video and film. She has
been actively involved with video in Japan
(both as an acist and organiser of culural
events at the American Embassy in

Tokyo) since it was first introduced there
as an arcst's medium in the carly 1970,

in the women's movement, She says she
decided to make videotapes because *I
waslierally shocked with thei power and

vividness in conveying
in conveying messages and a

half-hour videotape.. carrying the same
messge..as..the print medium) would
never compare .. effctiveness fo reach.
ing out o the audience,

oy
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Liberation Within

o0 minutes, sound

Courtes the Muscum of Modern Ar
New York

Cinema verité portrait of the artist's
47-year-old sister from the time
immediately following brain sur

to her complete recovery. Michishita

talks with her family gathere
the hospital about women's roles in
general and that of her sister in par-
ticular in relation t other family




Ulike Rosenbach is a seminal figure in
the history ofvideo and performance in
Europe. A student o Joseph Beuys, she
began working with video in 1971 and.
wsed i in installtions, performance
and single-channel tpes. Through her
art she continues to explore and appro-
priate the mythology and imagery of
woman in history—the dealized

woman and the oppressed woman, Like
et American counterpart, Joan Jonas,
she has ecognized the porenial of
video's mirroring properties and has

 the medium most effectively and
movingly in her ongoing self-rcleive
sty of female ideniry

Don' Belive I Am am Amason, 1375
Black-and-whit, 1500 minutes,sound

I this tape, the artist shoots 15 arrows
into the face of Stefan Lochner's The
Madonna of Resenhag, Rosenbach's

and torturer become one; of woman as
martyr s sacrificed for future power; o

the feminist shoots down

he old image
of masochistic womar

!
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-and- white, 800 minutes, sound

The artise's head, face veiled by a

translucent encasement, is framed by

a plexiglass halo recalling the Statue

of Liberty (subject of a postcard by

nbach). She stares somberly out
rom the screen while revolving and
lashing lights redfine the head’s
ntours and layers, to the tune of
inging bells and “angelic choirs” on

the sound track

(U )




Martha Ros!
Bom: 190, New York, New York
Resdes Brooklyn, New York

Throughout the body of her work
Martha Rosler has sough to give a voice.
o the powerles, o question the staus
quo, and to rightinjustce by revealing ic
Her conceptual and book works, mail

pieces, photographs, performances, and

Videos examine the isues of motherhood,

domesticity,sex, and women's careers,
and grew out of a climate of feminism
and Rosler's own inerest in alternatve
ar forms. She was one of the first atists
e “appropriated imagery,” including
off:the-ir footage from television and
photographs, o analyze the politcal
sructures of soccty s they affect women
and to dissct video'sfunction s  dis-
seminator of information.

A Budding Gourmes, 1974
Black-and-white, 7:00 minutcs, sound
Collction the Long Beach Museum of Ar Long.
Beach, and couresy the s

Rosler uses the voice of a middle-class
‘woman to discuss the implied cultural
and political atttudes inherent in prac-
tices related to preparation and con
sumption of food. Visuals consist almost
entirely of still photographs from
“gourmet” cookbooks and food maga-
zines intercut with images of people
from Third World countries.

Semiosics of the Kitchen, 1975
Black-and-white, 600 minutes, sound
Distributed by Electronic Ares Intermix,

York

This work is a parody of a cooking.
demonstration in which, Rosler
states, “An anti-Julia Child replaces
the domesticated ‘meaning’ of tools
with a lexicon of rage and frustra-
tion.” In this performance-based
work, a sttic camera is focused on a
woman in a kitchen. On a counter
before her are a variety of cooking
utensils, cach of which she picks up,
names, and demonstrates, but with.
gestures that depart from the normal
uses of the utensil. The securely

understood signs of domestic indus-
try and food production erupt into
anger and violence.




s Angeles, Calfornia

Hene Segalove is & mult media atist who.
uses photography, video, and audio 1o

chronile and comment on everyday lfe
i the United Stats, She began working,

with video in 1972, capitalzing on the

medium's small-cale, at-home intimacy

1 produce short, autobiographical works
ing

eleision and s impact on lf n the
2oth century informs her work as does

her ongoing re-evaluation of the usually
denigraed events of ordinary ife, espe-
cally those which have been tradiionally
the province of women. Her tapes charac
teristiclly and subdly reflect upon and.
ransform the formats and audience
expectarions of commercal televison,

Coul Confsion, 1973
Black and-whit, 3:40 minutes, sound
cion the Long Besch Muscum of Ar.

Loog Besch,ad cursmy the i

I his tape, which was Segalove’s first,
she confeses to a crime committed in
the ffth grade. Although we usually

hear her voice on her tapes, his s one
of the few times she appears on camera

Irfesions Reirement Home, 197
Blck and-whit, ko0 minues, sound

Collction the Long Beach Muscum of Ar,

Long Besch, and couresy th arist

Mom gives a tour of the family home
which has become much too big now
thatthe children have all moved out. She
points out some of the finr features and
tellsof her plan to invite a few nice cou:

ples o come to lve there, turning it into
a “professional” reirement home.

The Rod Shoos 975

Long Beach,and courtsy he arist
Mo relates the story of a pair of red

lippers while we s them i satic shot.

Vi OK 1976

Black-and-white 107 minute,

Collcion the Long Beach Muse
Long Beach, and councsy the ars

The image on screen i that of the
artist’slicense plates which read “TV is

* The voice-over is that of the artist
responding to carler remarks made by
people she encountred on the strect
about the meaning of the phrase

e
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Adricefrom Mom, 1973
Black-and-white, 2:34 minutes, sound

Collection the Long Beach Muscum of Art

Long Beach, and courtesy the atist
In this particular episode of

Segalove’s ongoing televisual dia-

e with her mother, the artist fol
lows Mom around the house sccking
her advice on where to purchase
items ranging from steaks to shoes.




iy, Minour

tool
Born 147 K
R O, Consds

Toront,

Lisa Seel’s nterest
represented—especally
{ssues ofthe body and tradicional sym-

(—led her 10 video in

the work she hd been doing with seral
photography. The spontanciy and case
of production thatchansceriz the
medium of video, and the fact that
videoscan be produced by ane person
working alone, enabled Stele o create
ntimate personal narracives with an

ongoing dilogue o inner motivation
and desire and to express he searchfor
ources offeclings, scions, and het
avarencs of eydlical emale concers.

4 Ve Penonal Sy

Bk and white, 1700 minuncs, srand
Diributed by Tape, Toronte

In asingle static shot, the artist
recounts the events of a winter day in
her sixteenth year when she came.
home to find her mother dead

Facing South, 1975
Black-and-white, 12:00 minutes, sound
Disributed by V Tape, Toronto

“ Facing South s a visual diary about
raising plants in an unnatural secting
like a window. The black-and-white
images of natural subjects lend a sort
of coolness to them. | was interested
in looking at 4 reationship with
pature that was not this sort of carth
mother but instead a more prob-
lematized one. Again, as I would do
each of those picces | didn't necessar-
ily know which one would be com-
ing next. It wasn'c all scripted and 1
juse shot it. It was licerally a diary
starting at the beginning and ending
at the end” (Lisa Steele, phone iner-
view, 6 June 1993).




oina
1940, Rk
SusFe New Mesko

Stina is & major fgure in video history, apio-
eet wha has contributed enormously t the
evoluton of the medium and who coninues to
be an important pracitoner of video a art. She
egan working with video in 1969 and (with her
husband Woody Vasulka) vigorously investigat-
e the nature of the vido signal and the mater
ato the

lityof the medium, Her work inquires

cectronic interelation of sound and image

wing mechanized, pre-progr

devices which she devises to exploe perception,
space, and modes ofseing, The textural fusion
of digial and resl imagery and sound i her
apes and installtionscrete ayered spatial and
temporalsytems. In 197 the Vasulkas o-
founded the Kitchen, an aternaive exhibition
and medis arscenver in New York City

Viln Powe, 1965
Black and-white, 1000 minuses, sound

Countey the st

Steina terms this procedural work *a demo.
tape on how to play video on the violin.”
Her background as  violiist and her evo-

lution from musician to visual artist i refer-

a5 she connects it 10 imaging devices, crest
ing abstract visual transpositions of sound

and vibrations.

Black and-white, 2400 minues sound

This tape contains segments from a number of
earler tapes in Steina’s Machine Vision project
which involved the creation of a machine-derived

way of secing uninfluenced by the idiosyncrasies
he human eye. These experiments involved
nstructing mechanical devices to program the
camera to move by itself. Steina has said of these
‘We were absolutely in love with what we

part of video. It could be translated from one
property into another. You could affect the
image, the content of the image itslf, We were
aterested also in processing the images and in
moving them in unconventional ways... What |
really was interested in was this self obscrving
system in which whatever was observing was also
affccting the image” (Steina, phone interview,
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