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Foreword

Siegfried Zielinski

he origin s atrap. Michel Fou-
cault, a chaeologist of
sexuality, “krowledge, and
power, stressad e cer and
over again — follcwing in the
footsteps of Friedrich Nietzsch=. in
seeking the provenance of complex
phenomena, there is never only a sir.-
gle point, a single truth from which aii
else derives. Interdiscursive contexts,
such as video art made by women, or
feminist video art, likewise develop
from a set of historical conditions.

Women'’s revolt against patriar-
chal relations in Europe after the Sec-
ond World War, aspirations to break
the taboos regulating established
gender norms, an invalidation of the
legitimacy of male domination in the
art market and in cultural institutions
since the latter half of the 1960s —
these were decisive for those condi-
tions. But there was also another set
of impulses resulting from techno-so-
cial, techno-political, and medial fac-
tors.

In the early 1970s, the writings of
so-called theorists of the apparatus in
the Parisian journals Cahiers du
cinéma and Tel Quel (Jean-Louis
Baudry, Jean-Louis Comolli, Marcelin
Pleynet) radically did away with the
naive idea that the technologies of film
and cinema were in any way neutral.

Basing their analyses on sources as
diverse as Plato’s critique of the im-
age in his ‘Allegory of the Cave’,
Husserl's phenomenology, Lacan
and Kristeva's still incipient psycho-
analysis, and above all a Marxist-
inflected critique of ideology, these
‘heorists made it unmistakably clear
net the dominant power relations
were inscribed in the apparatical
struzwure of cinema technologies
themse!ves and that film undergoes
complex precesses of encoding, from
the recording o extarnal reality to its
projection on tria'scieen.

Laura Mulvey ccncretised these
perspectives on the ciiier:a in 1975,
with her critique of traditiona fim. Vis-
ual Pleasure and Narrative Ciaer 1a.be-
came the paradigmatic text of fe nirist
media critique, with concepts such-as
‘phallocentrism’,  ‘scopophilic in
stinct’, and ‘a woman'’s to-be-looked-
at-ness’ evolving into analytical
leitmotifs in progressive thought on
cinema. In the following years, Italian-
American cultural theorist Teresa de
Lauretis and the Korean-American art-
ist and theorist Theresa Hak Kyung
Cha, who was raped and murdered in
lower Manhattan in 1982, helped to
further develop the apparatus-heuris-
tic into an important theoretical instru-
ment for the women’s movement.
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Enormous critical potential also
unfolded in the immediate field of me-
dia technology itself. Laura Mulvey
and Peter Wollen’s critical-discursive
Riddles of the Sphynx was still, in
1977, produced on 16mm film (with
music by the legendary Mike Ratledge
of Soft Machine). At the same time, in
France and Switzerland with their joint
production company Son+Image,
Jean-Luc Godard and Anne-Marie
hiéville had been working for several
yeaiz already with the amateur’s
ga .get —electronic video — which they
preferred o cinematography because
of the ligntress and flexibility of the
medium.

Like this wk, which was done in
the beginning with explicit reference
to the Russian evart-garde artist
Dziga Vertov,' the wiio'e early period
of artistic engagement «uith the new
electronic medium was veny extlicitly
political in character. The Rainaan se
Corporation, originating in the Uiited
States but expanding to include other
groups and cooperatives from other
capitalist countries, understood video
as a component part of social move-
ments and as a medium of interfer-
ence: for a systematically decentral-
ised television of many producers and
for greater autonomy in possible cul-
tural expressions. This development
had a techno-economic basis: the
new mobility of this video technology
— its continuing reduction in size and
price peaked with the Sony Portapak
introduced in Japan in 1967 and in the
US in 1968 — was what opened the
possibility of thinking a flexible, spon-
taneous, and autonomous applica-
tion of the medium.

There was already manifest artis-
tic video work done in the second half
of the 1960s, by the likes of Bruce

Nauman, Nam June Paik, and Wolf
Vostell. Female artists discovered the
potential in this new aesthetic and po-
litical instrument a little later, but with
greater energy and impact. The Men-
struationsfiim that VALIE EXPORT
made in 1967, now considered lost,
was still filmed on 8mm cine film. The
provocative, now iconic projects in Ex-
panded Cinema that VALIE EXPORT
and Peter Weibel made in the late
1960s are not at all video works. Cut-
ting (1968) was a multi-part perform-
ance using paper screen, slide
projectors, and a naked male actor
(Weibel), whose body hair was
shaved with a razor into decorative
patterns by the director (EXPORT).
EXPORT/Weibel's Tap and Touch Cin-
ema (1969, German title: Tapp — und
Tastkino) was an action piece that dis-
pensed entirely with film as a medium;
that was the profound meaning of the
action, which understood itself to be
above all a critique of the image-
nnAaginary. The documentation thatre-
“eins of another action featuring
Fe'e: \W/eibel reading through a mega-
phone frem an inflammatory text on
the capita’st-=xploitation of sexuality
in cinema“ whi'e. among others, the
filmmaker Werher-N=kes is permitted
to stroke EXPORT's kreasts for a few
seconds was also catwred on cine
film. The confrontation between the
illusionary and the real was also the
guiding idea behind EXPORT's Action
Pants: Genital Panic. But the originary
action is less well-known. Wearing
jeans with a hole cut out at the geni-
tals, VALIE EXPORT squeezed her
way through the rows of a movie thea-
ter, just prior to the start of a show, so
that the seated audience was pre-
sented with the object of male desire
immediately at eye level.
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An early exhibition of exclusively
video art, organised by Willoughby
Sharpin New York, in August/Septem-
ber 1970, included only men. Here
Vito Acconci, Bruce Nauman, Dennis
Oppenheim, and others presented
their first black-and-white tapes in
half-inch reel format.

Shigeko Kubota began assem-
bling her Broken Diary videos
(1972/73) in the Experimental Televi-
sion Center ir 3in.jhamton, New York,
in the final days ¢” e Fluxus move-
ment. Marcel Duct arip. John Cage,
George Maciunas, ard a young Nam
June Paik were her aitistiC 2ci'abora-
tors. At the now famous [/1oM/. con-
ference Open Circuits in New York in
1974, from which resulted the book
The New Television: A Public/Privatz
Art, Kubota was the only female artist
invited to speak about her work. She
opened her speech like this: ‘Men
think: “I think, therefore | am”. / |, a
woman, feel: “I bleed, therefore | am”.
/ Recently I've bled ... ten thousand
feet of half inch tape, every month.
Man shoots me every night ... | can’t
resist. | shoot him back in broad day-
light with a vidicon or tivicon, taping in
overexposure. / Video is Vengeance
and Victory of Vagina’.2 At the confer-
ence, Joan Jonas was nevertheless
able to deliver a statement from the
audience, which she used to present,

Endnotes

briefly and impressively, her 1972
work Organic Honey’s Visual Telepa-
thy. Ulrike Rosenbach’s earliest black-
and-white videos also date back to
1972. Friederike Pezold’s body-ana-
grammatical works first began ap-
pearing in 1973, following several
videographic experiments in 1971. As
of 1973, VALIE EXPORT also turned to
film, and more intensively to the elec-
tronic medium. In 1973 alone, EX-
PORT produced the video sculpture
Time and Countertime, early video in-
stallations like Interrupted Movement
and Autohypnosis, the video tape Vis-
ual Text: Finger Poem, and the per-
formance videos Asemia and
Hyperbulia.

By the mid-1970s at the latest,
with Martha Rosler's grandiose par-
ua - of female household labour, The
Cimiotics  of the Kitchen (1975),
worr.en’; art had taken hold of the new
electron'c redium and begun to as-
sert itseh pelincally, symbolically, and
aesthetically.

A project e .cWVA European
Women’s Video Art 'n “ha.79s and 80s,
has supported the urccuering and
de-marginalisation of these practices
and the book will act as a kay.‘netru-
ment to continue in this sense.

(Translation by Lauren K. Wolfe)

1

. Vertov’s famous film Man with a Movie Camera (1929) is still to this day mistranslated, both with respect to

gender specificity and technological description. The original Russian title could be literally translated as ‘The

Human with the Cinematographic Apparatus’.

Shigeko Kubota, ‘Women’s Video in the U.S. and Japan’, in Douglas Davis, Allison Simmons (eds.), The New
Television — A Public/Private Art (New York: Electronics Art Intermix 1977; Cambridge/MA, London: MIT Press,

1978), p. 97.






Preface

Laura Mulvey

urope 1n ‘Nomen's Video Art

in the 7us-and 80s’ brings a

nearly forgatfen moment in

the history ¢ wemen's art

practice bact tolif2,. vividly
evoking its special sensc of ¢xcite-
ment and promise that still icso ates
across time. The essays trace an al-
most magical coincidence betwee’
the appearance (across the 1970s
and 80s) of video technology and
women’s urgent need, inspired by
early feminism, to find a new mode of
expression through a new kind of art.
Repeatedly and from multiple per-
spectives, the book is a reminder of
the way that the fragility and informal-
ity of the medium worked as a
complement to a nascent feminist
aesthetic, which was able to benefit
from the ephemeral and the immedi-
ate. The stories told in these essays
have opened my eyes to the history of
a feminist art of which | have always
been aware but, | now feel, | have
never properly understood.

Working as a feminist with film in
the 1970s was a very different experi-
ence from the feminist encounter with
video. For instance, film had its own
important radical traditions and, in
1979, | argued for ‘an obijective alli-
ance’ between a feminist aesthetic
and the avant-garde, with an empha-
sis on materiality and on structure,

with a wary approach to self-expres-
sion, especially as an emanation of
the female body and spontaneous
emotion.' But as | learnt about this
extraordinary episode in feminist aes-
thetics, | found myself using terms
such as ‘bringing back to life’, and
‘magical coincidence’ to evoke both
tie wonder of this art and its own
watticular materiality, grounded in
tinie and space, as cognitively rich as
that of cinema and dedicated to ex-
perimenine with ideas and images
specific .o wornen’s experience of op-
pression.

Feminist fiim and video were both
dedicated to chailer.yino. patriarchal
tradition, especially its-cxrinitation of
the image of woman in ~it.and in
commodity culture. But thc wry. the
absolute novelty of the medium -
fected the encounter between wom<n
artists and video comes across strik-
ingly from different accounts of move-
ments across different European
countries. In itself, novelty brought lib-
eration: video had no place in the
history of art and gave women artists
an unprecedented freedom. As Elaine
Shemilt puts it:

It was the freedom that we were
afforded. Every artist that used
video had that, but | would argue
that creating moving imagery
where a film crew was not required
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was
women.

particularly
2

liberating  for

The equipment was easy to use,
awoman could handle the camera on
her own and, perhaps even more cru-
cially, the form had not been contami-
nated by years or even centuries, of
male domination. But Shemilt's re-
marks point beyond this practical and
ideological issue. If the new camera
offorded freedom, what kind of new
ar.guage, images and ideas did the
ne vt eedom then afford?

I”"1s riere that the question of the
‘specificity ofthe medium’ takes a fas-
cinating turn that leads directly to the
‘specificity “ci v orren’s oppression’.
Over and over again, across national
and cultural differen<esy.Znemes recur
that are closely assaciaed with the
female body and mcst particularly
motherhood. Then, in the precess, as
Catherine Elwes points out, the miutu-
ally exclusive terms ‘mother’ anc-“art-
ist’ are unsettled. While these images
worked in deliberate opposition to the
traditions of male art, more signifi-
cantly, they provided a completely
new visibility to women’s own experi-
ences of their bodies. The new cam-
eras enabled the artist to film herself
intimately and the pregnant belly
came to be a crucial visual trope, giv-
ing visibility to something nearly uni-
versally experienced, but universally
subject to patriarchal taboo, all too
often lived in isolation. But the image
of motherhood inevitably leads further
into feminist politics: the difficult task
of bringing this rich, complex inter-
weaving of the physical, the emotional
and the social aspects of motherhood
out of the unspoken world of women
into cultural discourse, in this case,
through video art. In this example

alone, the video camera afforded the
woman artist access to the feminist
aspiration to move from the silence
and isolation of the private into the
public sphere.

In terms of themes, video en-
abled the intimate and the private to
be explored by women artists, and
also, as eloquently discussed by
Laura Leuzzi, offered new modes for
representation of the self, introspec-
tion and subijectivity. Beyond themes
relevant to women, video materialised
new ways of conceiving time and
space. As the image appears on the
monitor the instant it is recorded, the
time of ‘now’ can be expanded, or
fragmented, creating unexpected lev-
els of simultaneity. Leuzzi points out
that the formal device of instant feed-
back brought extra dimensions to
feminist video self-portraiture, impor-
tant, for instance for Elaine Shemilt’s
Doppelgénger (1979-81):

Artists could see themselves on the
video monitor whilst videotaping
and the tape was available imme-
ciat_ty after the shoot. The monitor
coeu'a gerierate an instant double of
the arust . 3

And, as Maevz Connolly empha-
sizes, video couid wrensport site spe-
cific performance 1017 outside into
the interior of a gallery, creating a for-
mal dislocation of time and space that
could, in the Irish context, evoke the
thematic dislocations of migration
and post-colonial legacies.

Throughout the essays in the
book, there is a further, more disturb-
ing, temporal dimension. The com-
pletely new ways of visualising time,
so essential to the work, are haunted
by video’s own and actual ephemer-
ality and its uncertain future. On the
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one hand, with a pre-history that re-
lated strongly to performance art, es-
sentially a one-off form, the tentative,
fragile, nature of the new language of
video coincided with the tentative
move women were making into art
and self-expression. In a rejection of
the commodification of art, the new
medium’s relation to the present, even
its uncertain future, could keep pre-
tentiousness, preciousness and inci-
dentally, mals artitic self-importance,
at bay.

Butonthe cine =and, throughout
the book, there ic «n urdertow of
mourning, first of all, for'thclack of
infrastructural support (mention :d. for
instance, in Irish and Polish cor.=xt.)
that limited women'’s video art prac-
tice and, then, for all the work thzc
failed to survive. In their conversation,
Sean Cubitt draws attention to the dif-
ficulty of making copies of tapes, in
the first instance, but also to their ma-
terial  vulnerability; while  Elaine
Shemilt remembers:

| did not feel as though video was
a medium that was supposed to
stand the test of time. It was de-
signed to be short term and usually
part of an installation ... | made a
new body of work; it was all transi-
tory, short lived. It's odd now to look
back at the remaining videos with a
precious attitude.*

Malcolm Dickson traces the im-
portance of artists as activists and
propagandists for their medium. He
discusses Stansfield/Hooykaas’ com-
paratively successful preservation of
their work, but also notes: the practi-

cal and theoretical issues around me-
dium specificity and the technological
shifts that result in certain ‘carriers
becoming obsolete’. He also points
out thatinthe UK, with a similar activist
spirit, key artists found a place for
video in the art school curriculum un-
der the name ‘time-based art’.°
Introducing After Uniqueness. A
History of Film and Video Art in Circu-
lation (2017),° Erika Balsom re-
phrases André Bazin’s question ‘What
is cinema?’ as ‘Where is cinema?’ (us-
ing the term ‘cinema’, obviously, as a
catch-all). In ‘European Women'’s
Video Art’ the problem of ‘Where?’
resonates poignantly, from the very
beginnings of women’s work with
video when its ephemerality and re-
‘usal of definition was almost part of
1S noetic instance, through the stories
ol loss and disintegration. The book
suggests that ‘where?’, in this context,
is a spae 1rr ideas and memories as
well as tiie onysical presence of the
object (howeve: vee'come that would
be). | would like-20.<nd with a quota-
tion from VALIE EXPORT that ele-
gantly sums up the imr,ortzncz of the
book and the way that the piit::al and
the artistic potentials of the vide o me-
dium were inextricably entwinec:

The question of what women ca.
give to art and what art can give to
women can be answered like this:
transferring the specific situation of
women into the artistic context es-
tablishes signs and signals that are
new forms of artistic expression
that serve to change the historical
understanding of women as well.”
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Endnotes

1. Laura Mulvey, ‘Film, Feminism and the Avant-garde’, in Id., Visual and Other Pleasures (London: Macmillan,
1989), pp. 111-126.

See p. 87 in this publication.
See p. 12 in this publication.
See p. 90 in this publication.
See p. 72 in this publication.

o g » D

Erika Balsom, After Uniqueness. A History of Film and Video Art in Circulation (New York: Columbia University
Press, 2017).

7. See p. 119 in this publication.



Introduction

Laura Leuzzi

n 2003, i1 her article on the New

York Womer's. Video Festival

(1972-80),"Meinda Barlow com-

mented ‘there cculd £=2 no better

time to undertak= trus-task, for
both the legacies of vide and femi-
nism are literally at peril’.! Sirice nen,
studies exhibitions and research have
been dedicated to specific wome'
artists —who have now become ‘main-
stream’ - such as, for example,
Marina Abramovic. But overall, the
fundamental contribution of women
artists to video — especially in Europe
—is yet marginalised and the legacy of
women artists’ early video is still pre-
carious.

In 2015, Elaine Shemilt (Principal
Investigator), Stephen Partridge (Co-
Investigator), Adam Lockhart (Media
Archivist and | (Post Doctoral Re-
searcher) were awarded an Arts and
Humanities Research Council stand-
ard grant to undertake the research
project ‘EWVA — European Women'’s
Video Art in the 70s and 80s’ at Dun-
can of Jordanstone College of Art and
Design at University of Dundee (Scot-
land).

The application to the Arts and
Humanities Research Council was
prompted by the knowledge acquired
during the AHRC funded projects the
team was previously involved with:
REWIND and REWINDI/alia. EWVA

emerged from the profound agency
and understanding of the necessity to
investigate and uncover the contexts
in which women artists’ video was pro-
duced and first exhibited, in order to
trace how the artworks were distrib-
uted and also to collect information
about access to technology, expertise
=nd funding. Furthermore, it was clear
aiet the loss of many works was par-
tizaly due to the ephemerality of many
earl virleo artworks, performances
and iis’alletions — to which women
were paruct'arly committed, often be-
cause they refused the commodifica-
tion and reifica.ion a1 their work.

A key aspect thet emerged from
preliminary studies wus that some
early women's video artwe ke ‘reso-
nated’ with each other: many »ideos
showed similar approachesto tt e rre-
dium, reflected upon commoun
themes and issues and employed
similar metaphors and semantic ele-
ments. Many artworks were linked to
feminist theories and movements of
the time, challenging patriarchal con-
cepts and power structures that in-
formed the art system — including art
schools and colleges, and more gen-
erally, our society. With its European
scope and international collabora-
tions, EWVA offered a privileged and
specialised platform to investigate
these aspects.
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The project was developed
through a mixed methodology by col-
lecting archival and bibliographical
materials and oral testimonies from
artists, curators, cultural entrepre-
neurs, conservators and producers.
The documents, images and papers
collected were made available
through our website (www.ewva.ac.
uk) in the spirit of sharing knowledge,
but also promoting women artists’
L rofiles, supporting their careers, and
arivecating for equality in the video art
nis.c.y canon.

"rom the beginning of the pro-
ject, *wasranparent that it was not
possible "o give Aa full recollection of
women artisis’'dea in Europe, given
the geographical extent of the project.
A number of case »tudies were cho-
sen from different couitrizs, diverse
approaches to the medium and their
relevance, in order to stirula e re-
search and debate in the ficla and
uncover under-researched  work.
These case studies have highlighted
further themes, issues and how the
social, political and cultural context
have influenced and shaped these
practices.

Another element that emerged
during the interviews was the impor-
tance of feminist groups in producing
and distributing video in the 70s and
80s for many women artists. In the UK,
for example, the feminist group Cir-
cles, founded in 1979 by Felicity Spar-
row, Lis Rhodes, Jo Davis and
Annabel Nicolson, operated by dis-
tributing and supporting women art-
ists’ video and film.?

During EVWA, a number of re-
search and exhibition events were or-
ganised to engage with research
communities, disseminate the find-
ings of the research, and test and

experiment with practice-based re-
search methods and platforms in re-
lationship to the subject of the
investigation. Research, feedback
and data gained and collected in
these events have been incorporated
into the chapters of this book.

In 2015 | co-curated Autoritratti
with the London based curators Giulia
Casalini and Dr Diana Georgiu, foun-
ders of the queer feminist organisa-
tion CUNTemporary. Autoritratti was a
performative screening at the Show-
room, London, that drew from the in-
novative and experimental book
Autoritratto [Self-portrait] by the femi-
nist thinker Carla Lonzi.® The book
Autoritratto created dialogue among
artists that interlaced interviews inde-
pendently recorded by the author,
from which an extraordinarily lively
portrait emerge from the personal and
professional exchanges and intercon-
nections between the artists and the
critics. Engaging with multiple meth-
udelogical approaches and curatorial
suraaegies, including dialogue, autobi-
ogaphy~ cross-genre and frag-
menteu purretives, Autoritratti created
an entwinzd -:ross-generational and
internationc! d’alogue of voices (real
or interpreted) an video artworks by
women artists fror'1 t=c 70s to today,
around concepts of identity, self-rep-
resentation and definition. The event
explored themes such as mother-
hood, the role of women within soci-
ety, traditional popular culture at
large, the status of women working as
professional artists, intimacy, and the
agency of the body. An iconic video
that was included in the screening
was Ketty La Rocca’s Appendice per
una supplica (Fig. 1), a work pro-
duced by the video pioneer Gerry
Schum in 1972. The performative



work explored issues such as gender,
communication, language and dia-
logue and acted as a milestone in
ltalian and European video art history
and in our screening.

A second iteration of this format,
entitled Self/Portraits at the Cen-
trespace, Visual Research Centre
(DCA, DJCAD, University of Dundee)
and co-curated with Casalini and
Georgiou, developed further on
Lonzi's apprzact and engaged with
theories from the '@iian feminist phi-
losopher Adriana Cavarero’s book
Relating Narratives: /story.2lling and
Selfhood (2000), whera 27 exieloration
of one’s own identity is fre ned 1s the
desire to hear one own story ne’.ated
by another |oerson.4

Another practice-based methoc:-
ology consisted of the re-enactment
of early video works. In October 2016,
| co-curated with Lockhart, Shemilt’s
Doppelgénger Redux, a live re-enact-
ment of the early video performance
Doppelgénger (1979—1981).5 The re-
enactment acted as a fundamental
research tool to investigate the piece:
it allowed for greater understanding of
how the artist took advantage of the
mechanisms and technical features of
early video equipment and allowed
her to decompose and recompose
the structure of the piece. The re-en-
actment embedded both the memory
of the original artwork and the live
engagement of the audience. The
production and the backstage of the
video were revealed live to viewers for
the first time. It created an intimate
environment and provided an en-
hanced emotional involvement by
projecting the feed from the camera.

Other relevant exhibition and re-
search events developed during the
project include The Time is Right for

Introduction

..., Marikki Hakola, Ketty La Rocca,
Elaine Shemilt, Giny Vos, an exhibition
curated by myself and Lockhart at
Summerhall, Edinburgh (2 August —
24 September 2017, Fig. 2). The exhi-

Lition explored the approach of
wemen video artists to a wide range
o7 socio-political themes and issues
such” as peace-making, systems of
power, raalogue, conflict, control and
equality, i _connection with contem-
porary contexts, uzbates, and histori-
cal events.

In Autumn 2017, EWVA was in-
vited to participate in Ncor: Festival in
Dundee as part of The Folyznsnic Es-
say on Memory curated by Lir A evan-
dra Ross, Gayle Miekle and msel.
The curators investigated the EWLA
and REWIND archives and each se
lected two video-works, exploring,
from a feminist approach, the theme
of memory from different perspectives
and angles; including historical and
personal memory, archetypes and
forms of narrative. The selection was
reciprocally revealed only during the
event and the curators developed a
discussion, responding live to the in-
dividual works, offering opinions,
comments and feedback based on
their own curatorial and art historical

Fig. 1. Ketty La
Rocca Appendice
per una supplica,
1972, still from
video.

Courtesy of The
Ketty La Rocca
Estate, Florence.
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Fig. 2. Marikki
Hakola, The Time
is Right for ...,
1984, photo
composit.
Courtesy of the
artist.

expertise, research cne packground.
This semi-improvised aiciogue stimu-
lated an interesting respons< frc.n the
audience which reacted to the sele c-
tion and the debate.

In March 2018, EWVA joined
Threshold Space at Horsecross Arts
to celebrate International Women'’s
Day with an iteration of the series 3G
Three Generations of Women Perform,
curated by lliyana Nedkova and my-
self. The event incorporated women
artists’ video with live performance
from the video pioneer Elaine Shemilt,
and young artists, creating an inter-
generational dialogue.”

This book constitutes the main
output of the research conducted
through EWVA and aims to retrace
some of the stories of early women
artists’ video experimentation in
Europe, and their achievements, and
features chapters on some funda-
mental case studies of European
women artists’ early video artworks.
This book aims to contribute to the

reassessment of women artists’ in-

volvement in early video art in
strengthening their profiles and iden-
tities within the art historical canon.
The volume includes chapters on
uenes, elements, styles and trends,
‘hel emerged as particularly signifi-
cant acress Europe in early video art-
works k. .women artists:  self-
portraiture,” identity and  repre-
sentation iri relation to art history, the-
ory and the caror (Leuzzi, Emile
Shemilt); ephemeali*y; traces of art-
works and the apparaius (Partridge);
the dichotomy between Nature and
Urban environments (Lockhart); ro-
mance, agency of the body, sexuality
and eroticism (Cinzia Cremona);
closed-circuit video (Slavko Kacunko);
and how women video artists chal-
lenged the traditional concepts and
stereotypes in relation to motherhood
(Catherine Elwes). Elaine Shemilt de-
velops a complex dialogue with the
media art theorist Sean Cubitt engag-
ing with political contexts, transitions
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in mediums and themes in relation to
early women artists’ video in Europe.

Some chapters focus on select
under-researched case studies from
specific European regions including
the Balkans (Jon Blackwood), North-
ern Europe (Lorella Scacco), Poland
(Marika Kuzmicz) and Ireland (Maeve
Connally). The chapter by Malcolm
Dickson is dedicated to the germinal
work and legacy of the Scottish/Dutch
video pioniers. duo  Stanfield/
Hooykaas. These  chapters provide
exceptional spcciciic. analysis and
assessment of how womel artists ex-
perimented with the .m<dium, also
providing a clear context of hcw the

inception of the medium differed from
country to country in Europe, due
mainly to political and economic situ-
ations and systems.

We were honoured to open this
book with a preface and a foreword,
by two esteemed theorists and aca-
demics in the field, Laura Mulvey and
Siegfried Zielinski.

In conclusion, the EWVA book
aims to provide a tool for academics,
curators and the general public, hop-
ing to uncover and reassess the many
histories of women artists, in order to
inform future conservation, study and
exhibition of the pieces, as well as
their induction into the canon.

Endnotes

1.

Melinda Barlow, ‘Feminism 101: The N feiz Women’s Video Festival, 1972-1980°, Camera Obscura, 54, v.
18, n. 3, 2003, pp. 3-38, p. 4 for the quote.

. Katy Deepwell, ‘Felicity Sparrow: forming Circles’, r naradoxa, v. 34, 2014, pp. 86-95.
. Autoritratti was part of the feminist program Now You 7 an Go, organised at The Showroom, Raven Row and the

ICA in London by the Feminist Duration Reading Grou p an 1 coordinated by Helena Reckitt and Dimitra Gtizta.
Autoritratti included videos by Anna Valeria Borsari, CinZia-wremona, Catherine Elwes, Tina Keane, Ketty La
Rocca, Federica Marangoni, Maria Teresa Sartori, Elaine (:hemilt. and Elisabetta di Sopra. The event featured
live performances by Catherine Elwes, Maria Teresa Sartori an 4 El.*.1e. Shemilt.

. Self/Portraits included video artworks by Pilar Albarracin, Cinzii. C'emona, Catherine Elwes, Francesca Fini,

Antonie Frank Grahamsdaughter, Sigalit Landau, Tamara Krikorian, Mud'a' Miathis & Pipilotti Rist, Lydia Schouten,
Elaine Shemilt, Annegret Soltau. It featured live performances by Ciicia’'oremona, Elaine Shemilt and Lydia
Schouten.

. The event was part of the festival Visions in the Nunnery, at the Nunnery Gal!_rv.- ocw Arts, London, curated by

Cinzia Cremona and Tessa Garland.

. Neon Festival is a digital arts festival based in Dundee, started in 2009. The 8th € fitic' nf the festival in 2017

was dedicated to Media Archeology and was curated by Clare Brennan, Sarah Cook, M7.« Daniels, and Donna
Holford-Lovell. This edition of the Festival was a collaboration between DJCAD, University o' Lur dee and Abertay
University. A polyphonic Essay on Memory included works by Antonie Frank Grahamsdaughter, Rose Garrard,
Tamara Krikorian, Annegret Soltau, Maria Vedder & Bettina Gruber and Marion Urch.

. The curated screening included videos by Klara Kuchta, Federica Marangoni, Elaine Shemilt and Teresa

Wennberg. The event was closed by site-specific performances by Contemporary Art Practice students from
Duncan of Jordanstone College of Art and Design led by artists Richard Layzell and Pernille Spence.






Self/Portraits: The Mirror, The
Self and The Other. Identity
and Representation in Early
Women's Video Art in Europe

Laura Leuzzi

Self-Portrait and Gender

uring the Renaissance, a

new sense of agency in the

role and identity of the artist

stimulated the self-portrait

as an independent genre.
Since that period, many artists have
explored this genre with different re-
sults and sensibilities, employing new
and old media. For a number of rea-
sons, including unequal access to
professional artistic education, the
marginalisation from ‘high art’ genres
and the expected role of women within
society in the past, many women art-
ists were not allowed to become
professionals in the field of art and
allowed to reach ‘the grandeur’." Con-
sidering this, nonetheless, several key
examples of women artists’ self-por-
traits are to be found in the Modern
Age. Self-portraits at the time not only
depicted the artist’'s appearance, but
also, and more importantly, repre-
sented the status and achievements
she obtained. Ultimately, self-portraits
were employed for professional and

promotional  purposes.’ Relevant
cxamples include Artemisia  Gen-
dleschi's Self-portrait as Allegory of
~ainting, and Sofonisba Anguissola’s
and’ Lrvinia Fontana’s numerous
Autoritre i (¢ elf-portraits).

With advancing access to the art
profession and practice, the number
of women articis' self-portraits  in-
creased significanty auring the 20"
Century. For many of ‘nen, the self-
portrait became a tool to dely e con-
ventional and stereotypicai imuoz of
the woman as a mother and a sait:
to defy the idea of the female nude as
the embodiment of beauty and the
object of the voyeuristic male desire
and to renegotiate their repre-
sentation, with the aim to negate the
‘male gaze’ (a famous definition cre-
ated by Laura Mulvey in her famous
piece Visual Pleasure and Narrative
Cinema in 1975).% For example, as
noted by Whitney Chadwick, Surreal-
ist women artists frequently employed
the self-portrait and self-repre-
sentation and that, in Laura lamurri’s
view, this can be explained by the
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necessity to challenge ‘the ambigu-
ous mythicisation of women so typical
of the Surrealist movement’ and to
face, particularly through photogra-
phy, ‘self-perception starting from
their own bodies’.*

Marsha Meskimmon, for exam-
ple, defines what she calls ‘occupa-
tional portraits’. Since the beginning
of the 19™ Century, the representation
of women artists at work, as makers,
Lroducers, in their demiurgic activity
of 'creating art became a ‘simple’ but
me ainaful trope: it challenged the
ve.y art hictorical canon that has mar-
ginalicer anaaxcluded women. It rep-
resented a powerful statement: to
affirm their statCs ¢f professional art-

ists and to proclaim their inde-
pendence.5
With second veve  feminism,

many women artists felctiie necessity
and urgency to regain control ¢ their
image and representation in a patrior-
chal society, and incarnated in riai-
stream media, to present themselves
with no mediation, ultimately defying
the stereotypical equation woman/
saint/sinner and the duality within the
patriarchal art system of artist/man
and woman/model.’

Themes previously sanitised by
the hand of the male artist, including
women’s sexuality, desire, aging and
pregnancy, were finally developed
from a woman's perspective, becom-
ing tools to question what is identity
and draft their own self-portrait. Sec-
ond wave feminism led to an unprece-
dented number of representations of
the female body, including the artist’s
body; self-representation and self-
portraiture were explored in different
media and with different results, aim-
ing to represent women from a
woman's perspective and for women.

An image not meant to please, but as
toolto express themselves, communi-
cate, engage and challenge society
and its stereotypes.

In this paper, | will argue how the
category of the self-portrait is signifi-
cant to critically interpret and contex-
tualise some key women artists and
early video artworks, which engaged
in and tried to defy some tropes and
topoi of this genre from various per-
spectives. In this respect, video be-
came a tool to de-territorialise the
genre of self-portraiture, as a means
for female artists to actively position
themselves in art history and to further
challenge the art historical canon in
general.

Early Video and Women
Artists: Using their own
Body

When video was made commercially
available in the late 60s and early 70s
i e USA and in Europe, it appealed
“0.many visual artists as it presented
seea —".alvantages.7 Besides being
relativ:ly 'cssexpensive than film, the
technology, wiss comparably easier to
operate.8 Vides clid not require a large
crew and artisis were-able to operate
the equipment alcne or in very small
groups of two or tiiree, creating an
intimate set: a safe space for experi-
mentation. Furthermore, video didn’t
need processing and printing, as in
the case of film. The images could be
viewed — while taping — on a feedback
monitor and the artist could check the
shot constantly. The video could be
also replayed on the monitor after
shooting. All these elements favoured
the exploration of the body, identity
and self-representation.

In 1976, the American video artist
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Hermine Freed pointed out that artists
used their own body because it en-
hanced a sense of control, allowing
the artist to work alone.® This brings
us to a point raised at the beginning
of this chapter. In a context of re-ap-
propriation of their own image as a
way of self-representation, video was
particularly attractive to many women
artists in the 70s and 80s for these
reasons, also because it was per-
ceived not to'ne Jominated by male
tradition.'® The pregiessive availabil-
ity of the video cam .74 coincided par-
tially with second viay e ferainism and
female artists and fen.inie ~giiactives
soon employed it in doc imen aries,
performance documentatiorn ard ait-
ists’ videos."" Women artists involved
in video and performance in Europ:z
and especially in England, were weli
aware of the risks of objectification
that lay in the use of their body and
nudity in their practice. They were
keenly aware of the dangers of re-per-
petrating the ‘male gaze’, especially
using a medium — video — that was
employed by Broadcast TV.

As noted by British artist and
theorist Catherine Elwes, they ‘looked
for ways of problematizing the ap-
pearance of the female body whilst
negotiating new forms of visibility’.12
Elwes describes some approaches
adopted by women video artists to
bypass the ‘pitfalls of sexual repre-
sentation’. For example, Elwes dis-
cusses the case of Nan Hoover'’s use
of ‘the built in close-up lens of the
video camera to disrupt the unity of
the female body’.13

Educated at the Corcoran Gallery
School in Washington from 1945 to
1954, Hoover moved to Amsterdam in
1969, and started to work with video
in 1973, becoming a pioneer of the

medium in Europe. In her analysis of
strategies of re-mediating the image
of the body, Elwes references
Hoover’s Landscape (1983, Figs. 1a-
b) in which the camera peruses the
artist's hand from such close proxim-
ity that its creases and surfaces look
like a landscape and the female body
loses its sexual connotation.'* This
illusion is reinforced by intense blue
sky in the background of this unusual
landscape. In this work, we can iden-
tify several key elements of Hoover’s
practice: the illusion, the use of light
and the hand, which is a recurring
element in her videos. On this issue,
Dieter Daniels commented: ‘[...] the
hand is a self-portrait reduced to its
most essential elements’."® The hand
o the artist evokes the gesture of
panting and manipulating matter, the
‘craftsmanship’, the traditional prac-
tice.\n Hoover’'s case, drawing was
her mos. be'oved technique), but also
the status o1 the professional artist.
The hand becsiize a metaphor for
what has been cleried to women for
many centuries, and a pertrait of the
artist by a visual synecuor»e.

The body is central to" Hhover's
early video practice and we can Jetect
several other strategies employed v
the artist to re-mediate its image: ®in
Movement in Light (1975-76), for ex
ample, Hoover moves her body —
which is only partly visible — very
slowly in front of the camera. The slow
motion combined once again with the
‘fragmentation’ — as well as the strong
use of light —leads into abstract forms,
and as a consequence, totally de-
sexualises the body. Two other ele-
ments contributed further to a
de-objectifying effect of the artist's
body: colour and light. This can be
observed, for example, in Hoover's
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Figs. 1a-b. Nan
Hoover,
Landscape,
1983, stills from
video.

Courtesy of LIMA
Amsterdam.

Projectic - 11980). The camera cap-
tures shaaows of objects on the wall,
creating perspectives and illusions
from ephemeral effects. The viewer
once again tries to identify forms and
elements, deformed by lighting ef-
fects; at some point we detect a win-
dow and the artist in the darkness, as
a shadow. At the end of the video, the
artist slowly crosses the screen: a
confirmation that we have not seen a
ghost and, using Plato’s allegory of
the cave, the viewer is finally able to
see reality as it is, unmediated. The
artist finally turns her back to the cam-
era, standing as an unintelligible pres-
ence, avoiding capture once again,

offering herself to the eye of the
viewer.

Hoover always stated she was
not a feminist and defined herself as
an ‘apolitical’, ‘free person’ and her
approach was informed by ‘equality
thinking’ as she used to think of her-
self as an artist first and then as a
woman. On this issue, Jansen com-
ments that Hoover’s shadows and sil-
houettes could as well be ‘male or
female’. The de-sexualisation and ma-
nipulation of Hoover's own body ap-
pear to be part of a process of
neutralisation of the sexual connota-
tion and de-personalisation of the
self-portrait:  the self-images are
aimed to become something else, the
body is a gateway to imagination. Al-
though the body seems to become a
way to tell ‘other’ stories, and to avoid
the artist’'s own life story, at the very
same time it is a way to express their
internal world and a desire to narrate
it.

The artist’s hand assumes a key
“0l2 in several artworks. A relevant
exan cieof this is The Motovun Tape
(1976 Fi5. 2) by the Croatian artist
Ziva Kraus. The video was made on
the occasicn ¢ the Fourth Encounter
in Motovun wlich wus dedicated to
the theme of identity.~this was when
Kraus used video fcr tiie first time. In
The Motovun Tape, Kraus explored
the theme of identity in relation to per-
sonal memory as well as the historic
memory of the city of Motovun
through the physical contact of her
hand. Originally, as shown in some
photographs taken during the shoot,
the video was meant to open with a
shot of the artist's navel. The artist
reckons that Paolo Cardazzo — co-di-
rector of Galleria del Cavallino and
producer of the video — cut out this
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sequence later in the post-production
phase in Venice."” The navel evokes
fundamental concepts including the
generative power of women'’s body or
in some religions such as Hinduism
for example, the generation of the
world.

In the video, the portrait of the
artist is reduced to a minimum: the
hand, the hand that in Kraus’ practice
also draws and paints, acts as a
synecdoche < r th» artist. The video is
ultimately an invesdaation into the
theme of identity th &cads us to both
a collective and perschal mizmory rep-
resented by the wallc. o thecity of
Motovun, that are charged with his-
tory, made of Istrian stone ciering a
connection to the city of Venice,
Kraus’ new adopted home (to wherz
she moved in the early 70s). This work
opens up an investigation to the cen-
trality of the representation of the hand
in artists’ self-portraits which has been
the object of several studies. '

Portraits to an Electronic
Mirror

The mirror has played a key role in
history in shaping artists’ self-por-
traits: beside the theoretical and so-
cietal reasons that accompanied the
development of the self-portrait dur-
ing the Renaissance, technical pro-
gress in  mirror-making and the
availability of mirrors greatly facilitated
the practice of self-portraiture. In-
deed, ltalian Renaissance theorist
Leon Battista Alberti conjoins the in-
vention of painting with the myth of
Narcissus (the doctrine of imita-
tio/electio).

In Western Philosophy, the mirror
has been a complex, somewhat am-
bivalent symbol: for platonic philoso-

phy it was mostly considered to be the
bearer of false and deceptive knowl-
edge, an illusion (and Saint Paul
would use a similar perspective in 7
Cor, 13.12); in contrast, it could also
e read as a symbol of the divine and
a 1ol to reflect and capture spiritual
cosence of things (Saint Paul, 2 Cor).
In the visual arts, the mirror may as-
sume a po:itive value. It was some-
times emipluyed as a metaphor for
painting itself, &’ surposedly trustwor-
thy representatic:i ¢ reality and in the
Renaissance it alsc ‘assumed the
function of amending <ea!ty from its
imperfections (for example 2= in Al-
berti’s imitatio/electio docirine cnce
again).'

As noted by Meskimmon, exa n-
ining the traditional modern art histori
cal canon, the mirror was a symbol of
vanity and when included in female
nude artworks painted by male
authors, suggested a sort of innate
desire forwomen to be objectified and
act as a passive element of male de-
sire. On this topic, the art historian
Frances Borzello remarked that the
very myth of women artists’ affinity
with self-portraiture — which in reality
has no foundation — may likely have
been supported by this negative

Fig. 2. Ziva
Kraus, The
Motovun Tape,
1976, still from
video.
Courtesy of the
artist.
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female association with the vice of
vanity with the mirror.

In Lacanian psychoanalytical the-
ory, the ‘mirror-stage’ is a fundamen-
tal moment in the formation of the /,
differentiated from the mother, and in
gaining an individual identity. Feminist
thinkers and authors have challenged
‘the logic of the mirror’ that diminishes
and objectifies women. As pointed
out by Meskimmon, ‘to challenge the
rirror and its associations for women
Is‘again perceived to be an important
ste gL on the path of female emanci-
pa.[im’.2b Simone De Beauvoir, Lucy
Irigarayv.<inz-Virginia Woolf all employ
the metahor of the mirror to explain
how, in paulechal society, women
simply reflected, and possibly magni-
fied the ‘first sex .2 Thi>"mirror meta-
phor’ with its inuications’ s
fundamental to analyse i attempt to
renegotiate forms of ‘represer . ation
outside the male dominateu /strLc-
tures of art, philosophy, history ard
literature’ 22

Most significantly, in the 70s the
mirror was used as a powerful meta-
phor in video in several early theoreti-
cal essays. In 1970, for example, the
[talian art historian and critic Renato
Barilli defined video as a ‘clear and
trustworthy mirror of the action’. In
1977, the German art historian and
curator Wulf Herzogenrath described
‘Video as a mirror’, as one of the three
artistic ways to use video in his classi-
fication. Probably this metaphor was
inspired by the instant feedback pro-
vided by video. Artists could see
themselves on the video monitor
whilst videotaping and the video was
available immediately after the shoot.
The monitor could generate an instant
double of the artist that could play as
an interlocutor or an antagonist; and

recording more than once on the
same tape was also possible in order
to make multiple ephemeral ‘doppel-
gangers'. The viewers could see their
own reflection in the mirror glass of the
monitor on which the work was dis-
played (at the time projections were
rare).

The mirror-metaphor was central
in Rosalind Krauss’ renowned essay
about video, The Aesthetics of Narcis-
sism from 1976.2 Krauss states that
‘unlike the visual arts, video is capable
of recording and transmitting at the
same time — producing instant feed-
back. The body [the human body] is
therefore, as it were, centred between
two machines that are the opening
and closing of a parenthesis. The first
of these is the camera; the second is
the monitor, which re-projects the per-
former’s image with the immediacy of
amirror.” Proceeding from an analysis
of Vito Acconci’'s Centers, Krauss
linked this loop to a narcissistic quality
Ut video, although at the end of her
lece she took a step back from this
assetion: Although her paper pro-
vided \er 2lements to analyse video
at the time ar.d still partially provides
avenues for tor.ay, we can consider its
main point — tF 2 nuraissistic nature of
video, to be comp'staiy surpassed. In
2003, Michael Rusl. cihallenged this
interpretation suggesting, very inter-
estingly, that Acconci was instead ad-
dressing himself to the invisible — to
the audience beyond the camera. Fol-
lowing from Krauss’ essay, in Sexy
Lies in Videotapes (2003), Anja
Osswald highlighted that the meta-
phor of video-as-mirror is not com-
pletely accurate. Video doesn't offer a
reversed image, but a double, so the
‘other’ breaks the narcissistic loop.
Ultimately, video for Osswald, the
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‘electronic mirror’ is ‘rather the reflec-
tion of the self-reflection’.?*

From Osswald’s perspective, this
would be supported by the fact that
only a few videos include the term
self-portrait in the title. These videos
confine the artist to the depersonal-
ised role of ‘an empty container’, ex-
posing the ‘rhetorical artificiality of
self-images’ (including the doubling,
splitting that are part of our analysis)
and what she deines the ‘paradox of
“self-less self-images”.?® Nonethe-
less, it might be wc,t remarking that
relevant exceptions e.ist axd that be-
sides the title, severa:.ezhvideos —
especially the ones by ferr ale a(ists —
engage the issue of representir. thi2
artist’s appearance, body and iden-
tity, challenging stereotypes and no -
mative interpretations imposed by
society and tradition. Interestingly
enough, both Osswald and Krauss
agree on the introspective function of
video.?® This element might suggest
that the camera beyond its physical
representation, in some way recon-
nects the electronic mirror to the spiri-
tual interpretation of the traditional
mirror.

Starting from all these premises,
| think it is interesting to verify if and
how the metaphor of video as an
‘electronic mirror’ — keeping the nar-
cissistic element completely to the
margins —and the creation of a double
are fruitful in two lines of enquiry. First,
to analyse women artists’ video art-
works that engage with issues of self-
portraiture, self-representation, image
and identity. Second, to question if
these elements are still relevant to un-
derstand how women artists used
video to challenge the traditional
visual art genres, subvert the
stereotypical version of women’s

representation, as a form of aestheti-
cised beauty and object of desire and
investigate, experiment and renegoti-
ate alternative forms of visibility and
exposure.

Among the examples of most re-
nowned videos that include the word
‘self-portrait’ in their title, there is A
Phrenological Self-portrait (1977, Fig.
3) by the Swedish video pioneer Mari-
anne Heske, produced at M HKA in
Antwerp. This work provides a key
example of the examination of the very
notion of identity through video and
the use of both doubling and mirroring
elements. In the work, Heske ad-
dresses herself and writes on a moni-
tor that plays a video of herself. This
monitor within the video evokes the
system of video feedback that is core
0 the mirror-metaphor. The piece
cpens by showing the monitor with a
vides that displays Heske with her
head dewn' The artist then raises her
head facing the camera directly. Not
only the camera Ui thie video recorded
on the monitor,-=ut-consequently the
second camera, tn:: vrie *o make the
video a mise en abym: i< reinforced
when the work is shown on-a ronitor.
So Heske is addressing u<, -the
viewer, directly, as Rush suggestcd
for Acconci. Then another Heske en-
ters the scene, placing herself in front
of the monitor, facing herself towards
the camera. There is the double, the
other, the interlocutor of the artist, and
a dialogue starts between the two:
referring to what Osswald pointed out:
the video allows for producing a dop-
pelganger of the artist.

Heske in the recorded video on
the monitor lists with numbers and
names the ‘individual organs’ that
compose the brain and where ‘func-
tions’ were localised according to the
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Fig. 3. Marianne
Heske, A
Phrenological
Self-portrait,
1977, still from
video.

Courtesy of the
artist.

phrenological theory irrented by the
German physician Frarz goseph Gall
in 1796. The second Hezie — the one
that performs in the video - re peats
what the one in the monitor says and
draws on the reflecting glass scice’,
on her own image/portrait, tne
phrenological chart of the brain, of
which she keeps a model in her hand.
This repetition creates an echo, aform
of reiteration or mirroring: there is no
real dialogue between the two, the
actions of the second seem to derive
from the first. And yet, in a couple of
passages, the ‘live’ Heske anticipates
the other, reminding us that every-
thing has been pre-recorded, it is a
past action, the double provided by
the electronic-mirror is just an illusion,
as video ultimately is. It reminds us
that the second Heske — the one out-
side the small monitor is the one in
control: as such, a sort of shift in the
power dynamic occurs. Finally, Heske
moves in front of the monitor, in front
of her own portrait and facing the
camera, repeats the list, preceded by

her recorded self, but this time point-
ing out the parts of the skull on her
head: the artist and her portrait/dou-
ble coincide. The writing visible on the
glass creates a halo around her face,
and tautologically accompany this
repatition. In the end, the ‘monitor
“ieske’ says ‘That's the one’, the ‘live’
Heste replies ‘ok’, echoed by the
other. 7 hs‘liva’ Heske leaves, and her
doppelgaryge  remains alone for a
brief moment.-The monitor is turned
off and the wri'inc'cr-the glass stays
to reveal once mc e *a= illusion of its
materiality.

Phrenological thinking became
extremely popular in the 19th Century,
later dismissed as a pseudoscience.
With this video performance, Heske
ultimately raises issues of how man
has tried to grasp, describe and ex-
plain human behaviour and attitudes
in a constructed and artificial way;
also of how our beliefs and perception
of what is science and what has
changed and transformed.

Heske stated: ‘| am playing by
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categorising my own mind with my
alter ego in A Phrenological Self-por-
frait. Video is particularly suitable to
reflect and correspond to the human
senses’.?’ In this statement the artist
summarises a series of elements that
are part of our analysis: the double,
the reflection and the investigation of
the possibilities of video. Heske
stated she was not part of any feminist
movement — ‘For me feminism = hu-
manism = hinai rights‘.28 From this
perspective, videc s amployed for an
investigation of ider iity, of self-portrai-
ture as a traditiondl yenre and as a
concept, and resonctes witn video
works of that time in the way it € xperi-
ments with the medium.

Heske’s practice is deeply rooted
in ecology, and she paralleled
phrenological approach of the humar:
skull to a geographical exploration of
the Earth.?®

Examining other early video art-
works by European female video pio-
neers, several European women
artists also employed physical mirrors
in their innovative video artworks
when addressing issues of identity
and representation, evoking both the
traditional use of this tool in painting
and the metaphor of video as elec-
tronic mirror and a tool. A relevant
early video artwork that employs the
mirror in and outside the screen is
Elaine Shemilt's Doppelganger. To-
day, Elaine Shemilt is an internation-
ally renowned printmaker, but little is
known about her early experimenta-
tion and work with video. This is in part
due to the almost complete loss of her
early video pieces. Shemilt started in-
corporating video in her practice in
1974 as a student at Winchester
School of Art, with a Sony Rover Por-
tapak. In the following years she made

several video artworks including Con-
flict, Emotive Progression and iam-
dead, which were featured in The
Video Show, a seminal independent
video festival held at the Serpentine
Gallery, London (1to 25 May, 1975).3O

Although she participated in this
exhibition, Shemilt was never part of
the British video ‘community’ (which
included London Video Arts) and her
exchanges with other video artists
were almost non-existent.

Due possibly to this isolation and
to the fact that she considered video
as part of ephemeral installations, in
1984, before moving to Dundee, Scot-
land, Shemilt destroyed the only exist-
ing copies of her 70s videos. The
traces —including photographs, draw-
‘1gs and prints — from those 70s vid-
202 remain as the final artworks. Two
videos. from Shemilt’s early produc-
tion-00'" made before 1984, are still
existing: D¢ ppelganger (1979-1981,
Fig. 4) aru vomen Soldiers (1981).31

Doppelgérye: s a performance
to camera that vas‘made by Shemilt
at the end of a three-y zar.residency at
South Hill Park Art Cerimz,.where,
thanks to an award from" S uthern
Arts, video facilities were availebla.

In the video performance, S eriilt
draws with make-up a portrait or Fer
reflected image on a mirror, placed ir.
front of her. As the performance pro-
ceeds, the portrait slowly shapes up
and the double — the doppelgénger is
formed. The artist continues to mimic
with her face the expression as if she
were applying make-up onto her own
skin. In the end, the double on the
mirror is left alone, replacing the artist
in front of the viewer. Shemilt's Dop-
pelgénger Redux, a re-enactment of
the video-performance at Nunnery
Gallery, Bow Arts, London in 2016 was
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(the electronic, but also the real one)
is a gateway to her. Elizabeth Grosz's
words about Irigarays’ interest to-
wards Carroll’'s Through the Looking
Glass come to mind: ‘She goes
through the looking-glass, through,
that is, the dichotomous structures of
knowledge, the binary polarisations in
which only man’s primacy is re-
flected’.* The artist offers her body to
the audience, an un-sanitised version
of it, in an attempt at de-objectifica-
tion. Keeping in mind Elwes’ point of
view, this multi-layered representation

actment reveals, th:: arst used a key
feature of early videc. t"ie ‘ideo feed-
back. A monitor that siieamed the
feedback was placed perpedic ularly
to the mirror so that the imag: was
reflected in one of its angles: it ore
observes Doppelganger closely, the
artist is looking at her left. She is look-
ing at the reflection of the feedback on
the mirror. In this way, Shemilt clearly
engages directly with the point raised
by Osswald: she needs to reverse the
image produced by the feedback in
order to portray it correctly on the mir-
ror. The artist shows in this case a
deep understanding of the medium
and how it functions.

Analysing the sequences, photo-
graphs of Shemilt interrupt the flow of
the performance. Multi-layered im-
ages of the artist appear, sometimes
naked, creating multiple doubles. This
echoes the sense of multiple person-
alities conveyed by the schizophrenic
audio recordings that accompany the
performance. This image acts as a
window to her inner-self: the mirror

Fig. 4. Elaine as «n el'ective practice-based re- of the artist’'s own body can also be
Doppei;g%rgg;: search.t0! i Lnderstand better how  interpreted as another strategy for re-
1979-1981, still  the videc was originally taped. In the mediating and representing the fe-
Couggg}‘gﬁfﬁé video, the portait is apparently built male body through a technique similar
artist. merely on the mirror, but as the re-en-  to the one that Shemilt was develop-

ing with her prints.

Furthermore, it destabilises the
notion of the ‘self’, creating a repre-
sentation that is — to use Meskim-
mon’s terminology in the context of a
feminist approach to the male-domi-
nated genre of autobiography and its
“oton of a ‘stable self®® - ‘de-cen-
tred" and-questions identity as a tran-
sient, ~orctantly shifting and stratified
element, un<overing its ‘construc-
tions’.

Re-enactir g t*e traditional role of
the painter with “thz~mirror stage,
Shemilt directly refeerices the genre
of artists’ self-portraiture (and also
specifically that of women artists) and
therefore engages with the art histori-
cal canon. The piece stimulates re-
flections upon the perception of
women as professional artists, their
status in the canon and within society
and more specifically within art
schools and the art system. Once
again the self-portrait is used to chal-
lenge the patriarchal art system and
advocate for recognition.
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For a powerful visual comparison
for Shemilt’'s Doppelganger, we can
even go back to early Renaissance, to
one of the many illuminated repre-
sentations of Marcia — one of the char-
acters of Boccaccio’s Concerning
Famous Women — in which the artist,
placed obliquely in relation to the fore-
ground in the intimacy of her studio,
paints a self-portrait that look like a
double, using a mirror.®*

A direct.afeience to the use of
the mirror with its 2yrabolism in paint-
ing and notion or si:if portrait is to be
found in Tamara «Kri\orian’s Vanitas
(1977, Fig. 5). Inthe vidaa, thocamera
frames the artist and an'oval mirror
reflecting a still life with vanias -na a
TV monitor. The TV broadcast is inter-
rupted by a video featuring Krikorie
with an oval mirror reflecting the back
of the artist’s head and the monitor in
which the artist speaks. In these inter-
ruptions, the artist explains how she
conceived the work and her research
about still life, and specifically the
vanitas and the artist self-portrait. Krik-
orian’s interruptions, in some sense,
evoke the idea of what Stephen Par-
tridge has defined as an artists’ TV
Intervention: an artist’'s piece that
breaks the flux of normal broadcast-
ing without the broadcaster's media-
tion. In her interludes, Krikorian
explains that she drew inspiration
from Nicolas Tournier’s An Allegory of
Justice and Vanity (1623-24, Oxford,
Ashmolean Museum). Her analysis
then focuses on some renowned
pieces including David Bailly’s Vanitas
Still-life with a Portrait of a Young
Painter (1651), where the artist is sur-
rounded by his works and symbols of
vanitas. In this case, as noted by Krik-
orian, the self-portrait becomes the
subject of the vanitas. This notion

resonates with the very concept of the
video itself.

Interestingly, the silent Krikorian
in the foreground assumes a very re-
flective pose of melancholic medita-
tion on the ephemerality of life. While
1 contrast, the Krikorian within the TV
cctis looking to the camera, address-
ing *he audience (although her face
cannct be ¢=2en clearly due to the low
quality or thc image), replicating the
communicative suategy of the TV pre-
senter. Her voics'1s ' mediated by the
loudspeaker, creatny.-a sound
equivalent of the mise €,1 22vme. Krik-
orian remarked that Vanitas i a ‘self-
portrait of the artist and at" he'same
time an allegory of the epheme al r.a-
ture of television’.*® In this quote, e
artist underlines how the video ex
plores two traditional artistic genres —
the portrait and the still life with vanitas
— of which the TV has become part,
implying its transitory nature. Here,
the artist employs some fundamental
topoi of both genres: the portrait and
self-portrait (the mirror and the mise
en abyme) and the still life with vanitas
(once again the mirror, the candle —
usually extinguished, the fruit, the
glass and wine as Eucharistic sym-
bols). The inclusion of these elements

Fig. 5. Tamara
Krikorian,
Vanitas, 1977,
still from video.
Courtesy of Ivor
Davies.
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Fig. 6. Klara
Kuchta, Etre
blonde c’est la
perfection [Being
Blonde is
Perfection],
1980, still from
video.

Courtesy of the
artist.

and the words spoken 7. her interven-
tions engage directly win art history,
so that Krikorian positioric nerself in its
canon, and indirectly — oncc arjain —
encompasses the concept of the rec-
ognition of women artists.

The mirror inrelation to portraiture
and representation of the female body
are also themes raised on many occa-
sions by the Hungarian-Swiss artist
Klara Kuchta in early video practice. In
Etre blonde c’est la perfection [Being
Blonde is Perfection] (1980, Fig. 6), for
example, Kuchta combs her hair, one
of her signature motifs, in front of a
mirror and a female voice continues to
repeat how being blonde means to be
perfect (‘La beauté des cheveux c’est
sa blondeur, étre blonde c’est la per-
fection’ / the beauty of hair is its blon-
deness, being blonde is perfection).
In this work, the mirror symbolises
physical beauty and in order to break
this stereotype, the artist physically
breaks the mirror, destroying the in-
tegrity of the image. Also, with the
friction between the image and the

voice — which becomes more and
more distorted with time — the artist

rebels against these stereotypes
linked to women’s beauty and creates
a dramatic climax.

The themes of hair and stereo-
yoical female beauty are part of
‘\wonta’s life-long research into the
capivaists socio-economic  system.
These thimes have also been ex-
plored i Biondo Veneziano
[Venitian Bionc'el, a video artwork pro-
duced in July 1975 in Venice by Fer-
rara’s Centro \Vidrcarte for the
exhibition Venerezia Revenice. In the
video, Kuchta’s hair is dyed in the
traditional process of Venetian
Blonde, a type of light red/blonde col-
our, which became popular in Venice
during the Renaissance. For the artist,
the hair acts as a ‘social metaphor’, to
discuss the origins of the capitalist
system and its degeneration in the
‘accelerating global capitalist celeb-
rity culture’ of the 70s. In the exhibi-
tion, charts and graphs that describe
Kuchta’s research into how women

kFar
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manipulated the appearance of their
hair (at what age they started going to
the hairdresser, how many times per
month, etc.) accompanied the video.
Referring to a traditional ‘constructed’
standard of ‘angelic beauty’ and sym-
bolically captured in Biondo Venez-
iano by this particular hairstyle, the
artist questions not only how these
standards have always influenced
women’s self-perception in the past,
but also how :he are still influenced
today.36

As explained b!<uchta, who had
studied the traditiona’ process of hair
colouring as repor>ds by Pietro
Bembo, this particular wa’ of b sach-
ing the hair characterised the w.men
in Tiziano Vecellio’s paintings — from
which it took its name. Once agair,,
reference to the history of art seems
to play as a tool to challenge the pa-
triarchal, traditional portrayal of
women’s beauty, and how this em-
bodies a mercantile economic and
social structure as it does for capital-
ism even today.

In a letter to Janus, Kuchta also
notes: ‘Le mouvement de la camera
était en spirale continuellement, sym-
bolisant la continuité et perpetualité
historique et gestuelle’ [The move-
ment of the camera was continuously
in a spiral, symbolising the historical
and gestural continuity and perpetu-
ity37]. As commented on by the artist,
‘the shooting in the round’ — from the
‘theatre in the round’ — aims to defy

Me, Myself and I:
Ephemeral Doubles,
Doppelgéangers and
Puppets in Front of the
Electronic Mirror

A key element that emerges in our
analysis of early video artworks dedi-
cated to portraiture, is the double.
Created with a mirror or with other
media, the double appears to engage
with other forms of re-mediation and
re-negotiation of women’s bodily visi-
bility and provides an essential tool to
explore the body. This use of the dou-
ble can be observed in Anna Valeria
Borsari’s Autoritratto in una stanza,
documentario  [Self-Portrait in  a
Room, Documentary] (Fig. 7), and is
a. fundamental video performance
nroduced by Galleria del Cavallino,
Venice in 1977. In this piece, Borsari
isolat~ & herself in a room of the gal-
lery, and-through a photo and video
camera ‘nvstgated her body and her
identity intiospectively, in relation to
the confined space.” The viewer is
walked through this dritimate journey
by the artist’s own veo.d-.

In the video, the representation
and exploration of the artist’s body is
indirect: we never see her. At iirst, the
camera shows us the room: we sec
through her eyes, we are her. Anc
then, the camera shows us a female

I Fig. 7. Anna
the 180-degree style of filming to V:?Ieri_a Borsari
show all sides in constant movement. Autor/ttratto in
This particular style aimed to increase Zgzusr:gggrio

[Self-Portrait in a
Room,
Documentary],
1977, still from
video.

Courtesy of the
artist.

a sense of ‘intimacy and an immersive
experience’ and reflected the artist’s
approach to communicate more di-
rectly and in an enhanced way
through video with the viewer.
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version of Leonardo’s Vitruvian Man:
Borsari’'s drawing, which has been
outlined from her own body, challeng-
ing the male dominated classical
model which embodied perfection
and becomes a tool to represent and
study the artist’'s body. Once again,
the reference to the traditional art his-
torical canon re-emerges: the artist
aims to question its assumptions
based on the patriarchal system and
Lropose alternative forms. With the
draving, the camera gently travels
throogh the pencil line, visually ca-
ressigthe artist’s body. This light and
concentualienresentation is followed
by a vistally contrasting pile of sall,
that materiailv: occupies the space
and replaces the artist’'s body, sym-
bolising its connecuor ‘10 the earth,
and its rhythms.

Another pioneer whic.employs the
use of doubles in her early viseo prac-
ticeis the Italian artist Federica N.aren-
goni who started experimenting the
medium while collaborating with Cen-
tro Videoarte of Palazzo dei Diamanti,
Ferrara, the only publicly funded ltal-
ian video centre in the 70s and 80s. In
1979, Marangoni made The Box of Life
(Fig. 8), a performance initially shot on
16 mm and later transferred to
video.® In the first segment of the
work, Marangoni melts wax body
parts, cast from her own body, and
red wax flowers on an electrically
heated table, with a blowtorch. In the
action the artist retrieves the body
casts from a small cupboard - the
so-called Box of Life. Since 1975, Ma-
rangoni used to bring a similar cup-
board to the city market (Il baule del
corpo ricostruito in una piazza al mer-
cato [The Reconstructed Bodies
Trunk in a Market Square]);39 selling
those casts of female body parts as a

form of protest against the objectifica-
tion of women’s bodies and their im-
age. Marangoni literally objectifies her
body in multiple doubles and materi-
ally annihilates her doppelganger to
visually exemplify how the body is a
territory of exploitation in capitalist so-
ciety. Ultimately she raises her voice
on issues such as human trafficking
and the exploitation of sex workers. In
the second part of the video, the dou-
ble is incarnated by transparent plas-
tic masks, moulded on Marangoni’s
face, worn by the artist and the group
of people who surround her. Maran-
goni commented on this sequence,
that she is like a priestess after the
ritual of ‘sacrificial oﬁ‘ering’.40 The
doppelganger in this case plays an
ambiguous role: although at first the
mask looks like a layer upon the faces,
still perfectly recognisable, little by lit-
tle, as the figures’ breath opacifies,
the veneer and the camera goes out
of focus, single characters start to dis-
aprear and the face of the artist mul-
tiples. This physical ‘barrier’ in some
wey de-rarsonalises the singular and
builds up‘a group of equals to repre-
sent the fa<t 1at life is ephemeral and
that we are al' d=stined to the same
end.

This theme 5 rcinforced by a
quote from Marcel Duchamp’s epi-
taph at the closure of the video:
Drailleurs, c’est toujours les autres qui
meurent [Anyway, it's always the other
guy who dies].41

In 1980, Marangoni once again
employed the use of wax body parts
on an electric table in the installation
La vita &€ tempo e memoria del tempo
[Life is Time and Memory of Time] for
the Venice Biennale. In this work, the
double is also embodied by a nega-
tive silhouette on a plexiglass surface:
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it stands among two videos on moni-
tors, which represent the transient
quality of time embodying once again
humanity’s destiny, life and death.
Looking to Marangoni's video art-
works and installations, analogies can
be drawn to Elaine Shemilt's early
video performances (as iamdead or
Conflict) in which the artist employed
the use of casts and wire puppets.

Interestingly enough, for both
Shemilt and.Z4arongoni, these ethe-
real, indexical ancir.some ways de-
personalised sclf-.citraits play as
tools to represent f.urianitarian or ex-
istential issues, their eocieso2come
that of every person in ar atterpt to
embody these reflections. Re_ding
these elements through Elwes’ point
of view, the use of these ephemerl
doubles could be also seen as strate-
gies to re-mediate and to renegotiate
new forms of visibility and repre-
sentation of the female body. Ulti-
mately, they also evoke, once again,
traditional artistic practice: the demi-
urgic labour of the artist that manipu-
lates matter.

The reference to the art historical
canon and the double is key to read-
ing the renowned live video perform-
ance Don't Believe | am an Amazon
(1975) by Ulrike Rosenbach, in which
the face of the artist is superimposed
onto the head of Stefan Lochner’s Ma-
donna im Rosenhag [Madonna in the
Rose-bower]  (Wallraf-Richartz-Mu-
seum & Fondation Corboud, Co-
logne, 1451). Arrows are shot by the
artist and hit the reproduction of the
painting and at the same time the
portrait of the artist superimposed
onto the video. The two faces/portraits
(Robenbach’s and the Madonna)
were shot independently and merged
together on a monitor: the audience of

the performance could see the per-
formance live and the video which
merged the two images on the moni-
tor. Don't Believe | am an Amazon
addresses multiple issues from a dif-
ferent prospective. On one level,
"{fosenbach is directly addressing the
craditional, stereotypical and idealised
representation of women in the arts.
She chrllenges the ‘pure’, ‘ethereal’
and ‘uratteinable’ representation of
the woman n art history, which rele-
gated the fema': 1o *he role of mother,
saint and virgin,wor.stantly embodied
by the figure of tte \Virgin Mary or
Saints. The idealised rortcye! of the
woman — fruit of a cultural, so-1al and
political construction fixed iricer.tiries
of western art history — is eviierulv
represented in Rosenbach’s video v
the presence of Lochner’s painting.
The rose in Lochner’s work, in particu-
lar, is one of the traditional attributions
of Virgin, rosa mystica, particularly
popular in the Medieval Age: ‘Rose
without thorns, you have become a
Mother” were words from a popular
song.*® This image of pureness of the
Virgin is contrasted by the violent ac-
tion of the Amazon which could sym-
bolise the patriarchal system, with its
‘structures of power’ based on ag-
gression and attack.*®

Fig. 8. Federica
Marangoni, The
Box of Life,
1979, 16 mm
transferred to
video, still from
video.
Courtesy of the
artist.
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In the 70s, the conversation on
the methods of representing women
in western art history was opened up
and debated by different authors —
including, for example John Berger in
Ways of Seeing (1972) and an accu-
rate analysis of motherhood was
made in 1976 by Marina Warren in
Alone of All Her Sex: The Myth and the
Cult of the Virgin Mary. Rosenbach’s
body of video work in those years
complements and comments upon
this debate and defies this tradition,
dir o2y referencing art history.

Jn ar other level, the ghostly por-
trait ¢t the aitist floats upon the more
stable image Of the Madonna, and
creates boun 2 effect of a sort of
double, but at the same time a new
image, that of a *hird"character in
which the lines of the .wJ 1e ces, as the
two characters, merge. 7iie Madonna
and the artist are part of fhe same
being. The arrow hits both, a’id 'ts
haunting sound shakes the viewer. 'n
this case, agreeing with Osswald and
Krauss’ interpretation of video, we
propose its use in connection with
self-portraiture and the representation
of identity, used as an introspective
tool: quoting Annette Jael Leehman
‘the video recording is mental feed-
back of the artist’.**

From this brief analysis emerges
an understanding of how the genre of
portraiture connected with themes of

the representation of identity and im-
age seem to be key to reading post-
1968 women's self-portraits, and
consequently some fundamental
works of women video pioneers. The
lack of a male dominated tradition
within video art allowed the liberty to
explore the tropes of this genre and
re-appropriate them. The powerful
tool and metaphor provided by the
mirror play a new, renovated role:
matching the mirror-metaphor associ-
ated with the video as medium itself,
it assumed the function of the intro-
spective device. In the context of the
systems of art and academia, women
sought recognition and status: in this
respect, video became a tool to rep-
resent the professional artist and to
advocate for a new status and a new
position for women within the art his-
torical canon.

Ultimately, with the rise of sec-
ond-wave feminism, video became a
new weapon for women artists to defy
siereotypical representations of the
';ony. to change the perspective from
mc a2l to-artist and again newly back
to mosel hut with a shift from object
to active supi=ct.
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Natural Interruptions

Adam Locikhart

ho ‘Ureaks a butterfly
upon & wheel?” An ex-
pressicn firs: coined by
AlexanGar?cuc.in his
Epistle to Cr Arb athnot
in 1734." The allusion being as *_.wriy
something so gentle and insignificant
as a butterfly be placed on a horrer.-
dous torture device such as the wheel.
This expression has been used many
times since to describe excessive
punishment or criticism for minor mis-
demeanours.

As will become clear throughout
this chapter, a common theme in
many women’s early work was the
association of nature with the urban
environment and technology, and
also, in a number of cases, the vio-
lence against nature.

In 1982, the Italian artist Federica
Marangoni created a video perform-
ance called I/ volo impossibile [The
Impossible Flight] (Fig. 1). This in-
volved the destruction of various but-
terfly effigies by cutting, nailing,
smashing and burning them. After
each type of destruction was per-
formed, the resulting recording ap-
peared on a monitor behind her. This
continued until all four screens were
filled, turning the destruction or ‘kill-
ing’ into a spectacle.

In the previous year, 1981, she

made the digital piece, Il volo impos-
sibile — Videogame [The Impossible
Flight — Videogame] (Fig. 2) made at
Centro Video Arte in Ferrara, assisted
by technical engineers Carlo Ansaloni
and Giovanni Grandi. It is a pro-
grammed computer animation in the
style of three different early video or
arcade games, from the shooter and
dc-man genres. However, in this
case, the ‘enemies’ are butterflies
rather thian ghosts or aliens. As the
butterflies f'y around freely, various
sounds are heard irom popular ar-
cade games, svchias Space Invad-
ers, ‘firing’ at the butiorilies, but none
of them are killed. It's pCt until the
Pac-man type game that vie :ce the
butterfly becoming trapped in-the
maze, and it is killed by a warricr-tvpe
figure. In the final game, a buttelv
looks like it is escaping from a cage
and flying off into the distance to free-
dom. ltis almost like the butterflies are
trapped inside the monitor and in the
end can finally escape. This is similar
to Tamara Krikorian’s An Ephemeral
Art (Fig. 3) first shown at the Third Eye
Centrein Glasgow, in 1979, where real
butterflies were displayed inside an
empty TV monitor and could be
viewed through its glass.

There is something quite pro-
phetic about Videogame. Although
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Fig. 1 (above).
Federica
Marangoni, //
volo impossibile
(The Impossible
Flight), 1982, still
from video.
Courtesy of the
artist.

Fig. 2 (right).
Federica
Marangoni,
Videogame,
1982.
Courtesy of the
artist.

the violence in video garaes at the
time was unrealistic and cartzen-like,
it still pointed towards the diiestion
that video games subsequently fook

culminating in the more realistic vio-
lence of the Grand Theft Auto (GTA)
series (1997- present) and its clones,
which have generated much debate
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and controve,sy on their psychologi-
cal impact on ths user, particularly
upon young peuple. i was one of the
first videogames in tte UK to receive
an 18 certificate by tha 2332 Inter-
estingly, Dave Jones, one of the origi-
nal creators of GTA, stated th-. Pac
Man was an influence on the game,
where the main character runs over
pedestrians and is chased by the po-
lice, replacing the dots and the ghosts
in Pac Man.?

Something to note that is unusual
in this case, for video games of that
time, is that the colour of the back-
ground screen is green, when nor-
mally this would have been be black.
This is interesting, as usually green is
associated with nature and also with
peace. A common theme in many
early women'’s video work was this
association between nature with the
urban environment and technology. In
2009, women played a huge part in
the Iranian Green Movement, seeking
change by peaceful means. Perhaps
most notably, Neda Agha-Soltan, a
26-year-old music student, who be-
came a symbol for the movement,
tragically died from a gunshot wound
after protesting peacefully in Tehran.*
A butterfly on a wheel indeed.

Wildebeest [Wild Beast] (Fig. 4),
a video installation, by Dutch artist
Giny Vos shares some of these con-
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cepts. This was first shown at Aorta in
Amsterdam in 1986. In the piece, a
herd of 47 small toy gnus are arranged
on the floor as if they are galloping or
stampeding across a constructed ‘sa-
vannah’ made from sand and mini-
ature trees. This savannah was
formed into the shape of an animal
“iide. Behind them, inthe middle of the
NIC2, is a video monitor showing the
same herd of fleeing gnus previously
recc.de'l by a video camera moving
as though i was a diving and swoop-
ing aeropiar.e above them. This is ac-
companied by a montage of library
recordings of rea: ai craft sounds and
the thundering scuau-of hooves.
Every so often, a guns'iot.c hzard as
though someone in the aircr=t were
firing a rifle at the gnus. The piece
evokes ideas of what is real anc what
is fake, and succinctly deals with mt-
ters of life and death. Of course, noth
ing is actually real or alive in this piece,
even the soundtrack has been cre-
ated as a collage from various
sources and edited together to give
an impression of an actual sound re-
cording of the event. The concept of
fake news has come to the fore more
recently, however manipulation of the
media by various powers has existed
for many years. In this work, the moni-
tor shows the fake, manipulated ver-
sion and in the front of this we see the

Fig. 3. Tamara
Krikorian, An
Ephemeral Art,
Installation,
1979, Third Eye
Centre, Glasgow.
Courtesy of Ivor
Davies.
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Fig. 4. Giny Vos,
Wildebeest,
1986, installation
with sand, plastic
wildebeest,
miniature trees,
monitor,
modelling clay.
Courtesy of the
artist.

reveal with ine{ay enimals and trees,
fixed and unmoving. All the manipula-
tion being carried out %y an unseen
performer, likely the art'st.

An interesting thenic'in both Vos
and Marangoni’s pieces i¢ th.it the
animals are both simulationsar.d r ot
real. Also, in each piece, none o1 the
animals are ‘killed’, even though the
environment in which they are set in
warrants this to happen. In Wildebeest
we can hear the gunshots, presum-
ably directed toward the gnus. In
Videogame, low-resolution digital fir-
ing sounds and explosions are heard
and, although the warrior figure in the
Pac-man-like section does eventually
incapacitate the butterfly, it is resur-
rected at the start of the loop again.
These works point toward a hack/in-
tervention achieved by artist Brent
Watanabe in Grand Theft Auto V called
San Andreas Deer Cam (2015-16). In
this artwork, Watanabe inserted a vir-
tual deer into the fictitious city of San
Andreas, where all the gaming action
takes place, allowing it to wander
around of its own accord in amongst
the other computer-controlled char-

acters in the game. Intriguingly he
made the deer immortal, this resulted
in it being run over, shot at, beaten up
and blown up by tanks. Like Maran-
goni’'s piece, the deer became inca-
pacitated, but got up again and
carried on. San Andreas Deer Cam is
presented by use of a virtual camera
u 2 follows the deer around the city,
simiar to the camera in Wildebeest
fol'ovingrthe gnus.

[Yie vanerability of the animals in
these plecss = also echoed in the way
in which tnhe (hree works are pre-
served. All thize now only exist as
documentation. Sc.ar Cubitt mentions
that in Videogame 1ae iragility of the
butterfly is apparent in the fragility of
the tape.5 The U-matic tape used to
record the output from the computer
monitor has degraded over time and
the digitised version of this tape re-
tains the drop out and video noise
from the tape. This recording has now
become the ‘work’. Wildebeest is an
installation, so unless the installation
is recreated, the only thing that exists
is the videotaped documentation. Of
course, the video shown on the moni-
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Fig. 5. Marie-Jo
Lafontaine,
L’Enterrement De
Mozart/Combat
De Cogs, 1986.
Courtesy of the
artist.

tor still exits separately, bu this
requires to be shown correcuy 2C part
of the installation. San Andreas Deer
Cam used to be available as a live
stream of the deer’s current activity,
but this is also only available now as
documentation.

The Belgian artist Marie-Jo Lafon-
taine, took the virtual to reality in the
piece L’Enterrement De Mozart/Com-
bat De Cogs (1986, Fig. 5). This trans-
lates as ‘The Funeral of Mozart/Cock
Fight'. Here we are shown a recording
of a real, live cock fight. lllegal now in
most western countries, the practice
continues in certain Asian countries
and in the underground. It still contin-
ues to fascinate, yet at the same time
the brutality is indisputable. As an in-
stallation, the piece features 6 moni-
tors displayed in 2 rows of 3, with each
monitor showing the same thing, serv-
ing to increase the intensity of the
event. The squawking and flapping of
wings creating an eerie tone. The
bank of monitors is built, like much of
Lafontaine’s work, into a sleek dark
monolithic sculpture. This is similar to
the video sculptures by the artist
David Hall, such as his Situation Envis-

aged series (1978-1990). This mono-
lith takes on a futuristic look, almost
like a bank of CCTV monitors looking
‘ito the past. The piece, of course,
.eiarences someone from the past,
camely  the  composer,  Ludwig
Amadel s Mozart.

Irife.ct, "here are many parallels in
his life wiih this piece. Lafontaine’s
1999 monograwii states ‘The Image
itself bursts wit' arrogance, com-
pletely filling the szi=2e¢n -~ Everything
about the bird is tense irc'n the crest
to the spur. The wings are soread, the
body puffed up, while the m<jestic
crop is swollen with confidence 8
Mozart was known for being a show
off, with his extravagant dress and hic
self-confidence built upon his preco-
ciousness that one might regard as
arrogance. The fight could also be
attributed to Mozart’s supposed ri-
valry with fellow composer, Antonio
Salieri.

At the beginning of the piece, two
cockerels are briefly positioned in a
stand-off akin to that of gunfighters in
a western movie, waiting to pounce.
We also hear music similar to that by
Ennio Morricone in the Dollars Trilogy
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(1964-66), featuring Clint Eastwood.
Spurs are normally attached to the
ankles of the cockerels to aid their
fighting, similar to the stereotypical
cowboy. The fight is also shown
slightly slower than normal which
evokes a cinematic drama to pro-
ceedings, much like Mozart's music.
Of course, only one of the fighters can
win and due to the title of the piece,
L’Enterrement De Mozart, we have to
cssume that it is Mozart that is the
losig cockerel, who of course, died
pre maturely from an unknown illness.
Around thz time of his death, he was
writing h's Bcauiem in D Minor, which
he did nc: corr plete before his death.
The Requiein “aase, is the religious
ceremony held in the Catholic church
for the souls of thede~d. It could be
said that Mozart wrouz this for himself,
a final act of posturing.“owever, it
wasn'’t finished, almost as i/ he were
saying that there was more to con e,
and there certainly was. After bis
death, his music became much more
popular than it was during his lifetime
— even to this day. As Lafontaine's
piece ends with the loser incapaci-
tated, it starts again on a loop reviving
the cock to fight over and over again,
much the same as Mozart’'s music,
turning the attention to the mystique
of the ‘loser’ rather than the ‘winner’.
As in Videogame by Federica Ma-
rangoni, the life/death loop continues,
and the action takes place in a small
arena, the computer screen, in L’En-
terrement De Mozart the action is in
the confines of the fighting arena
known as the cockpit and also in the
video monitors exhibited in the gallery.
Curiously, the word for cockpit in an
aircraft is derived from the cock fight-
ing arena.’ Early aviation was heavily
utilised for war and fighting and still it

is today. It is also used in Formula 1
racing to describe where the driver
sits. This sense of primarily male
dominated competition fits well with
the primitive ‘cock fight'. The UK artist
Tina Keane, in her piece, In Our
Hands, Greenham (1984, Fig. 6) fea-
tures a childlike song, amongst oth-
ers, called Take the Toys Away from
the Boys, mocking the escalation of
military hardware, particularly nuclear
weapons, during the Cold War. This
work is about the women-only move-
ment who protested at the Greenham
Common Peace camp outside an
RAF/USAF base housing cruise mis-
siles, located in Berkshire, England
during the 1980s. In addition to the
songs, the piece contains audio testi-
mony and super 8 footage of women
in the camp. Chroma-keyed on top of
these images is a pair of moving
women’s hands along with images of
spiders mating which alludes to the
Rudyard Kipling poem The Female of
ihe-Species (1911),2 where tradition
ulctates that the female spider is
aomnant: A subtle, yet elegant obser-
vation of 22 futility of male posturing.
A review o' th = protest in 2007 stated
‘The women orilv: nature of the peace
camp gave wcmei space to express
their beliefs and acse:t-their politics in
their own names ar.<. v aditions with-
out the customary dominance of
men’.® These women could be said to
have surrounded this ‘cockpit’ calling
for the hostilities to end. The base,
now obsolete, is closed and is now
being used as a location for films and
art projects.

In 1977 the UK artist Rose Gar-
rard made a video work called Smile
Please (Fig. 7), which plays on the
rivalry between Winston Churchill and
Adolf Hitler during WWII, and their
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public personas. She takes on the
idea of the clown who always smiles
and never reveals their true feelings.
Her own face is seen in the black and
white piece manipulated with luma-
key whilst taking off masks and mixing
this with images of Charlie Chaplin,
Hitler, Churchill and clowns, blurring
the boundaries of political leaders and
slap-stick comedians. At the end of
the piece, she announces:

After hei.ad gone, some people
said herowas <. nero and villain was
a villain. And eiicr_he was gone,
some people said nero vas avillain
and villain was a her,.Set some
people stayed silent ind said to
themselves. There are heioec ard
villains in all of us. They are never
conquered, we must keep watc'
behind the smile in the mirror ... .

As with the cock fight, we also
never know which one is the hero and
which is the villain, rather, both of
them are victims. More recently the
artist Fiona Banner took these ideas
of conflict and turned them into ele-
gance. In her piece, Harrier and Jag-
uar (2010) exhibited at Tate Britain she
‘tamed’ two decommissioned fighter
jets — a Sea Harrier and a Sepecat
Jaguar. The Harrier was held captive,
hung by its feet, pointing nose down
and the Jaguar was lying on its back
on the floor in a submissive orienta-
tion. Thus, finally ending the life of
conflict for the two animals.

The domestication and captivity
of animals by humans has always
been controversial. Escena dom-
éstica con gusano verde [Domestic
Scene with a Green Worm] (1983, Fig.
8), by the Spanish artist Marisa Gon-
zalez features a caterpillar which is
seen moving around in different loca-
tions in a home and being watched

and talked to affectionately by a
young child. Adult voices are also
heard interacting with the child, the
mother (the artist) engaging the boy
and the caterpillar. The father is heard
complaining that the child isn't eating
“iis food. A classic domestic scene
(nNet we are privy to as strangers, just
e the caterpillar is. The child is fas-
cine’ed oy the creature, just as many
young ‘chiidren are, learning and
exploring 0~ world, just as the cater-
pillar is exploriig ts surroundings.
Both the child ¢nd ine caterpillar are
at the beginning o1 th=ir lives, al-
though interestingly &' thic. moment
the child is being told off ror-i0* =ating,
whereas caterpillars at this st7.oz of

-

Fig. 6. Tina
Keane, In Our
Hands,
Greenham, 1984,
still from video.
Courtesy of the
artist.

Fig. 7. Rose
Garrard, Smile
Please, 1977,
still from video.
Courtesy of the
artist.
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Fig. 8. Marisa
Gonzales, Escena
domeéstica con
gusano verde
[Domestic Scene
with a Green
Wormy, 1983,
still from video.
Courtesy of the
artist.
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thew life are constantly eating. Of
course, th 2 next stage for the caterpil-
lar is imetariorhosis when it turns into
a butterf/, linking again to Maran-
goni's Videogzine, where it can es-
cape from its domestic captivity. The
scene is again frarnec oy the video
monitor, with only the cate-pillar seen
throughout.

Another of Giny Vos' pieces deal-
ing with issues of captivity, is the vidi:o
installation Nature Morte [Still LIfZ]
(1988, Fig. 9). In the gallery there is a
cage, the type of which could be
found in azoo with sand in the bottom.
Inside the cage there is a video moni-
tor showing the side or flank of a sta-
tionary zebra, the slight movement of
its body pulsating as we hear it
breathe. Every so often, in front, an-
other zebra moves past. The camera
is fixed throughout. Outside of the
cage, attached to the wall, is the
stuffed head of a real zebra looking
longingly at the monitor inside the
cage. Zebras have never really been
domesticated the same way as
horses and donkeys have, so apart
from seeing them in the wild, one has
to go to a zoo or safari park to see a
live one. In Vos’ work, the dead zebra
is on the wall and the living ones are
caged within bars and then sub-

sequently caged inside the video
monitor. However, the dead zebra on
the wall appears to want to be in the
cage. There are many interesting as-
pects to this work. The black and white
stripes of the zebra resonate with the
bars of the cage, can also represent
life and death and also right and
wrong, but as is the world, things are
never black and white, but grey. The
confused imagery of this piece pro-
vokes the viewer to consider these
things. Even the title confuses this, the
literal translation of Nature Morte from
French to English is ‘Dead Nature’,
however the phrase used in English
for the same meaning is ‘Still Life’,
which references art history and also
confuses the issue of life and death —
a common thread for Vos, similar to
her work Wildebeest mentioned ear-
lier.

There are also a few other less
obvious connections to art history.
The stripes of the zebra are a form of
cariouflage, not used to conceal but
0 distract, confuse or dazzle their
preaatore. In WWI, the marine artist
Normzn ilkinson came up with the
idea of de.z!» camouflage for ships,
which were krown as ‘Dazzle Ships’
using the sam: cenczpt as the zebra
camouflage.!” The idea was that the
enemy submarines .would be con-
fused by the course of the ship
caused by the optical illusion the
stripes and shapes created through
the lens of a periscope. Many of these
designs were influenced by Cubism
and Vorticism and in a way, became
art works in themselves. In 2016, the
Scottish based artist Ciara Phillips
created a new Dazzle Ship which she
called Every Woman as part of the
Edinburgh International Festival, a re-
painted ship named the MV Fingal
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which was temporarily located in Leith
Docks. Its purpose was to commemo-
rate the work which women undertook
in the First World War and particularly
the role in the dazzle designs that, the
largely female team, played working
under Norman Wilkinson, established
in the Royal Academy in London and
around the UK."2 The close up of the
zebras in the Nature Morte video al-
most look like they are being viewed
through a periscooe or the sights of a
hunter’s rifle, the #ctraction assures
it is not always cieal wnat we are look-
ing at.

Another aspect o1 MalyrzMorte is
the moiré pattern that apjears in the
video when the second zevra . /alns
past quickly. The stripes move and are
manipulated by the frame rate anu
interlacing effect of the video camera,
creating an image that looks like it has
been created using some form of
video synthesis, rather than by the
animal itself.

The Adjungierte Dislokationen
[Adjoined Dislocation] series by Aus-
trian artist VALIE EXPORT which she
started in 1973 and particularly in Ad-
jungierte Dislokationen [l (1974-78)
and Il (1978-1997) used the idea of
stripes and video to create expanded
cinema performance pieces. In Ad-
jungierte Dislokationen Il she had two
video cameras attached to her, one to
the front and one to the rear. Each
camera’s output was connected to
two sets of four separate monitors,
stacked in two rows, two levels high.
Each set was positioned at opposite
sides of the performance space. The
front camera was connected to the
top rows of monitors and rear to the
bottom. On three walls, there were
three different images of stripes rep-
resenting the three different familiar

®1

)

*

directions — horizcnaa, »ertical and
diagonal. The fourth wall wvas left for
the audience. Due to the wuse of live
CCTVinthe piece, thereis ai aksence
of videotape, however, this akserce
is referenced within the long strip.s
replacing the recorded medium, the
stripes can also represent scan lines
used in video technology at the time.
In the middle of the scene was a weav-
ing Perspex (originally a rope) path
that she would follow through the
space, and which also became a
snaking sculptural object in itself. As
she followed the path, the moving im-
ages from the walls created new opti-
cal and geometric patterns on the
monitors similar to moving ‘dazzle’
patterns. Of course, as she moved,

Fig. 9. Giny Vos,
Nature Morte
1988.

Courtesy of the
artist.
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the audience would sometimes ap-
pear on the monitors too, breaking the
so-called Fourth Wall. In the end, the
space is converted from a 3D environ-
ment to a 2D one on the monitors,
then back to 3D again when both are
combined in the performance. The
cameras facing forward and back
may represent the past and future fol-
lowing a predetermined path that is
marked out, representing the ‘ideal’
li‘e journey for the woman that she is
noo 2xpected by society to deviate
fro = The next iteration of this series,
Acjuiigierie Dislokationen Ill, did not
requi= 4 invalve an event, but was a
live galleiy installation. The two cam-
eras were auar. ea to the roof, again,
pointing in opposite directions, but
this time rotating vie an <iectric motor.
This time there were t'ire2 banks of
eight monitors against . three walls
with horizontal, vertical and die gonal
stripes. Again, the output of one cain-
era is attached to the top row of rior:-
tors and the other to the bottom. Tne
Fourth Wall can be truly broken on this
occasion whereby the audience also
becomes the performer. Through the
sights of the camera, the hunter and
the hunted become one and perhaps
now in this version the woman has
broken free from her expected path.
The use of live CCTV cameras in
a gallery context was also used sev-
eral times by the long-time collabora-
tion of Scottish/Dutch artists Elsa
Stansfield"® and Madelon Hooykaas.
These artists are interested in the
natural world and its perception, but
particularly in the unseen. Natural
phenomena such as radio waves,
magnetism and wind have been used
throughout their work. In his chapter
for the book Revealing the Invisible, F.
David Peat states that ‘Two female

artists became concerned with ways
in which art can dialogue with nature,
rather than portray, represent, class-
ify, frame, select and Categorise’.14
Humans have always tried to harness
nature, use it and control it for their
own means. Stansfield and Hooykaas
have always made nature the control-
ling element of their work, allowing it
to decide how the work progresses,
and through their design, providing an
avenue in which we can see this.

In their installation piece Com-
pass (1984, Fig. 10), which was a
development of previous similar incar-
nations such as Outside/Inside (1982)
and The Force Behind its Movement
(1984), they used the concept of a
wind vane, which has often historically
been portrayed as a cockerel, thus
making a link to the aforementioned
Lafontaine piece. In Compass, the
wind vane was mounted on the roof of
the Stedelijk Museum in Amsterdam.
Attached to this was alive CCTV video
cariera which was connected to a
yal'ery inside the museum below. In
the ¢alery were four monitors, each
pointirg ‘»werds in the directions of
the compass - north, south, east and
west, with ¢ fiftn single monitor in the
middle. Each ¢r ths mronitors showed
different, previousiyacorded video
material, chosen . spontaneously
which were related to each of the four
points of the compass. These images
displayed elements of nature such as
earth, sky and water. They were also
cropped to form either horizontal or
vertical single lines, echoing the direc-
tions seen on a real compass. Mean-
while, the video images coming from
the roof camera were connected to a
device which, depending on the direc-
tion the camera was pointing, due to
the wind, would replace the image on
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the corresponding monitor in the gal-
lery, ‘pushing away’ the images of na-
ture with the live urban skyline of
Amsterdam. Elsa Stansfield de-
scribes this as ‘a natural interrup-
tion’.">"® The wind, in a sense,
partially curating the exhibition or per-
haps a becoming a co-artist along
with Stansfield and Hooykaas.

Apart from the intervention from
the wind, there is also the concept of
magnetism ir. Compass. The earth’s
naturally occurring nolar magnetic
field has been usec for many years to
operate a simple m.ac,netic compass:
the dial will always point f ornorth to
south working as a navigition aid to
the user. But as unpredictavie «x th2
natural environment can be, this mag-
netic field is constantly moving anu
changing ever so slightly. The phe-
nomenon of magnetism has more re-
cently been controlled and used in
such things as electric motors, micro-
phones, MRI scanners and of course
magnetic tape, which became the
main recording medium for video and
sound for many years. Magnetic tape
was quickly harnessed and experi-
mented with by artists to create new
pioneering work and establishing new
media art forms that were never be-
fore possible. In Compass, although
there is no direct intervention by the
earth’s magnetic field, it is referenced
with the magnetic tape and the mag-
net coils contained inside the CRT
monitors. In their performance piece,
Magnetic North (1982) Stansfield and
Hooykaas used magnets to deliber-
ately disrupt the colours on the video
cameras and CRT monitors, hence
creating, an ‘unnatural natural inter-
ruption’.

Another of Stansfield and
Hooykaas's works, the single screen

<

Solstice (1989, Fig. 11}, reiates to the

*

)

electromagnetic  spectruin. . Con-
tained within this spectrum is vicible
light, radio waves, x-rays, infrared 2:1d
microwaves. In this piece, the obvicus
connection comes from the title, refer
encing the winter and summer sol-
stices. One where light is almost
absent and the other where there is
light for almost a full twenty-four
hours. Scrolling text appears through-
out the piece describing the solstice,
e.g. ‘The Solstice: the day the sun
appears to stand still: Sol (Sun);
Sticium; Statum (Stand Still)’.17 Aside
from this, the other thread in this work
is the reference to Guglielmo Marconi,
the wireless telegraphy pioneer who

Fig. 10. Madelon
Hooykaas, Elsa
Stansfield,
Compass, 1984.
Courtesy of
Madelon
Hooykaas.
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Fig. 11. Madelon
Hooykaas, Elsa
Stansfield,
Solstice, 1989.
Courtesy of
Madelon
Hooykaas.

0, BB

caTicd oLt the first transatlantic radio

transmissienin 1901, This signal was
sent betveen Poldhu in Cornwall,
England anu Siana! Hill in St John's,
Newfoundland.'® The scrolling text in
the piece tells us ‘5.. 5... S... S...
S... S... was the firstictter fransmitted
by wireless telegraphy azioss the At-
lantic by Marconi in [Fece mber
1901"."° 'S’ was chosen dueits sin-
plicity in Morse code, three dois or
clicks. The ‘S’ was sent continuously
for a period whilst the receiving station
listened. There is a correlation be-
tween ‘S’ and Solstice being inferred
in the piece, the scrolling text lists
words beginning with ‘S’ that may
have been represented in the trans-
mission, almost as if a third party is
listening and trying to make sense of
it.

The whole piece takes on a
dream-like state, a video collage with
abstract imagery and various unrec-
ognisable human figures appearing,
all pinned together with a cropped
square in the middle of the screen
displaying images of the sun reflect-
ing on water, representing the Atlan-
tic. It is augmented by the
Francis-Marie Utti soundtrack which
begins with radio-like interference and

then moves into a more melancholic
string ensemble that sounds like
grinding and scraping metal. This fits
with the abstract images of metallic
transmission antennae from Marconi
Beach in Cape Cod, Massachusetts,
where the first transmission from the
United States to the UK took place.
Amongst these images is a photo-
graph of The Ring of Brodgar, an an-
cient stone circle found on the Orkney
Islands in the north of Scotland. Along
with the more renowned Stonehenge,
these sites are said to have connec-
tions to summer and winter solstices
and also to other astronomical align-
ments, functioning, perhaps, like a re-
ceiving station from the heavens. To
broaden this concept, one of the first
images we see in the piece is that of
an astronomical chart and later on, an
image of a radio telescope. This radio
telescope was from an earlier, related
piece by the artists called Radiant, A
Personal Observatory (1988), this fea-
wred a receiving dish with a monitor
‘1 e middle playing out sections of
whaiwor:d later become Solstice. Not
long aiter racdio communications had
been firmh, established in the years
after Marcuni’s sxperiments, the di-
rection of thes: reCeivers were point-
ing up into outer szece, gathering
signals that have &a'lovved great ad-
vances in our knowledge of the uni-
verse. Just like the ancients, our
fascination with celestial phenomena
has not diminished. At the end of Sol-
stice, the cropped square with the
water and sun tilts towards the horizon
until it disappears into a line. Thus, the
sun, in an electronic sense, ‘sets’,
bringing the piece to a close.

The video installation Television
Circle (1987, Fig. 12) or Electron when
shown as a single screen, by the Lon-
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Fig. 12. Judith
Goddard, TV
Circle/Electron,
1987.
Courtesy of the
artist.

don based artist Judith Goauar. also
relates to these themes of mysticism
and electromagnetism. This piecz
consisted of seven large CRT moni-
tors, arranged in a circle with a diame-
ter of around twenty feet, playing back
the same image from a single source.
The first time it was exhibited it was
located outdoors in a wooded area on
Bellever Tor in Dartmoor National Park
on the south coast of England. This
location is significant due to the large
amount of Neolithic standing stones
and stone circles in the Dartmoor
area, creating a modern day elec-
tronic stone circle, resonating for
modern day visitors now as the old
ones did for the ancients; this again
links to the Stansfield/Hooykaas
piece. On the monitors are images of
electrical substations, wires and py-
lons, shot in the twilight creating an
otherworldly  feel. Interspersed
amongst these are shots of a typical
family home, the houses of parliament
and the old Shell-Mex building. Each
of these represent domestic, govern-
ment and commerce respectively, but
in particular, in the latter — energy

commerce. Also seen is the ring of a
cooker, glowing red and stark. Chris
"Vleigh-Andrews describes this as a
[...] contemporary mandala of light
and pnwer’.20 The feeling of power is
enhznced through the piece by the
Keir Fraser soundtrack which features
a drone rxca with crackles and pul-
sating electroni< sarinds. In and out of
this comes a cla:alversion of Jerusa-
lem (1916) (by SiriHuber: Parry with
words by William Blake), ».hich fights
with the electrical soundas, "xehe old
‘England’s green and pleazan’ Iand’
is fighting with the modern wc 1d <At
the end, the soundtrack changes te e
solitary female voice singing the tradi
tional folk song The Banks of the Lee,
perhaps making us think of the past,
however at the same time the modern
domestic cooking ring is seen again
gradually moving away from the
screen into the distance.

Another important aspect to this
piece is the images of fossils encased
in amber which appear throughout.
The word ‘electron’ derives from the
Ancient Greek word fiAektpov (Elek-
tron) which was the word used by the
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Fig. 13. Judith
Goddard,
Celestial Light
and Monstrous
Races, 1985
(2012 HD
Composite
version).
Courtesy of the
artist.

Greeks for ine mirizral ‘amber’. This
was perhaps due to the Greeks’ dis-
covery that amber yvas good at natu-
rally storing static e€ectricity. In the
piece, we see various inisects and liz-
ards fossilised in the amber.alrr ost in
stasis, transcending the ancier( and
the modern world, with the sournd. ot
buzzing electricity surrounding them.
The cracks in the amber also reflect
the electrical wires and pylons seen
before and after. When the installation
was installed at Dartmoor, all seven of
the monitors were encased in steel
frames with transparent Lexan plastic
(used for police riot shields) to protect
the monitors from the weather and
vandalism. This brought in another
slant, that the monitors themselves
were being encased as fossils, pro-
tected by their steel and plastic boxes
for generations to come. These were
CRT monitors which, in the short
space of recent modern history, could
now be described as ‘fossils’ them-
selves.

Many of Goddard’s artworks, fit
this cyclic theme of life and death,
past and modernity, nature and ur-

ban. Celestial Light and Monstrous

Races (1985, Fig. 13) is a single
screen or a 2 x 4 video wall installation
of eight monitors. It was simulated in
2012 in conjunction with REWIND at
Duncan of Jordanstone College of Art
& Design, as an HD composite image.
The piece is prefaced with a quote
nora John Milton's Paradise Lost ref-
sredicing the fall of man. This links with
Tel=visicr Circle/Electron, due to her
fascinaticn with the mystique of Wil-
liam Blake vino illustrated Paradise
Lost by Join Mi*on and penned the
words of the Hoem And Did Those
Feet in Ancient Tm~(1808), which
became the words . cerusalem and
was the preface to Blake's fantasy
poem Milton: A Poem in Two BoOOkS
(1804-1810). This piece mixes the
surrealism of Blake with images cre-
ated using chroma-key to recreate
modern versions of medieval mon-
sters such as the Cyclops and the
Blemmyae highlighting people’s fear
of the ‘other’. Before this, we see a
series of images relating to the mod-
ern world; high-rise buildings, aircraft
and electric lights pointing upwards to
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blue skies. The sound track that ac-
companies this section (again by Keir
Fraser, who also physically features in
this) is hard and fast, the same way in
which the shots are edited, whereas
the surreal part has more melancholic
tone. After the surreal section, we are
taken into nature with images of plants
at ground level, where the soundtrack
takes on a more ambient quality, but
still has a slight melancholic edge and
the images = e eited together con-
templatively and sicwer. At various
points in the souzirack we hear
church bells, which. re.er, c lturally, to

and marriage. Furthermore, the piece
is bookended with an abstract face of
a man at the beginning and a woman
at the end, mysteriously peering back
out at us from the screen, like a mirror.

In all these video works, these
women have tried to make us think
about how we see the world and how
the world sees us, through nature and
technology, past and future. But as we
look at the screen, the black mirror, it
reveals much more than perhaps we
want. ‘[...] there are heroes and vil-
lains in all of us. They are never con-
quered, we must keep watch behind

the continuous life cyci2 ofpiria. death

the smile in the mirror [...]'.21
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Desire for More

Cinzia Cremona

his chiaper cuts across the

other coruihutions to this

book by id nufying and ana-

lysing woiks anc. practices

that focus oridezirat is im-
possible to  overestinate the
importance of this subject in-=cary
women’s moving image practices —
the complex dynamics that restrict thz
voice of a woman when expressing
her desire reveal psychological and
political processes of power, sexual-
ity, identity and relationality. After a
selective survey of the history of the
concept of desire in this context, | will
examine artists and artworks from the
1970s to the early 1990s in this light in
order to build a cartography of early
practices by women who are not
afraid to show what moves them. That
being said, | would argue that for
many women, the negotiations they
have with the fear attached to making
their desire known, is key to reading
the works examined here."

From Freud allegedly asking
‘What does a woman want?’ to the
continued enforcement of laws that
legislate on the rights of the foetus
over the rights of the mother, it seems
completely acceptable to tell women
what they should desire? It also
seems completely acceptable to
judge and comment upon women'’s
actions based on what their intentions

or desire might be, without asking
them. It is generally — although, as we
will see not always — a very complex
process for a woman to express her
desire, because the consequences of
acts of defiance of others’ expecta-
tions can be dangerous. A woman
expressing desire that is not deemed
suitable by the society to which she
‘belongs’ risks exclusion, ostracism
2nd, in some cases, death. A woman
represer ted expressing her desire
can be rusconstrued by the dominant
ideology as-pornography, exhibition-
ism, inappropr.ai= behaviour, ma-
nipulation, all th& »vay to hysterical
pathology. For tnesz reasons and
many more, a womar's ~vternalisa-
tion of her desire is often cornriex and
contradictory.

The title of this text — Des re “or
More — is also a working hypotheg:s:
what if, under these pressures, the
woman who finds it particularly hard
to qualify her desire resorted to per-
form an unspecified desire for more?
How can we decode these layers of
courage and fear, self-censorship and
shamelessness, confession and de-
mand?

A question of desire

Desire is understood here in Lacanian
terms as an unconscious desire to
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indicate the relation to a lack that ap-
pears to be fulfilled by the other. It is
worth remembering that Lacan makes
a clear distinction between the other
with a small 0, on which the subject
tends to project its desire, and the
Other with capital o — the completely
separate and different Other, relaying
the weight of language and social
norms, and which is radically alien. As
it informs the unconscious, the Other
Lrecedes, informs and continues to
ar. pon the subject through lan-
gu.ge and in the dynamics of the
gaze. When the gaze is at work, the
radicel 2!eriiy of the Other is reduced
to a funcion ¢ the subject itself and
it becomes e ather with a small 0.3

The subject uses the other to en-
gage its own desire andinterprets the
response inrelation w its tndamental
lack of wholeness. Froniiiis perspec-
tive, the gaze originates in the st bject
being looked at, and not in the subje ct
looking. This omnipresent disemuo-
ied gaze carries the power of the
Other — laws, rules and prohibitions
that shape the cultural and social en-
vironment in and through language,
but it also shapes unconscious desire
itself. Whereas looking physiologically
engages images and appearances,
the gaze activates the complex signifi-
cance of objects and subjects, en-
gaging desire and language.

Moving image critical discourse
on representation of women and their
desire has inherited Laura Mulvey's
reading of the gaze as constructed in
Visual Pleasure and Narrative Cin-
ema.* In Mulvey’s approach, the gaze
is transitive and mono-directional: it
originates in the (male) cinema spec-
tator to end with the on-screen repre-
sentation of the (female) character.
She argues that because of this es-

tablished power dynamic, ‘there is no
way in which we can produce an alter-
native [to the language of patriarchy]
out of the blue, but we can begin to
make a break by examining patriarchy
with the tools it provides, of which
psychoanalysis is not the only, but an
important one’.®

Undoubtedly, the pressure of
both of these dynamics of the gaze
was perceived —and in many ways still
is — by a large number of artists who
make desire and its negotiation the
focus of their practice. Under these
conditions, desire is censored and
distorted, adapted to fit the limits en-
forced by interlocutors, family, audi-
ences, institutions and generally to sit
within the frame of an internalised im-
age of the expectations of the Other.
Among the biggest dangers in ex-
pressing desire that is not acceptable
to the Other are rejection and abjec-
tion.

Abject. It is something rejected
irom which one does not part, from
~aich one does not protect oneself
s *.om an object. Imaginary un-
cenmuness and real threat, it beck-
ons te us and ends up engulfing us.
It is thuo-n.ofiack of cleanliness or
health tha. caus=s abjection but
what disturbe Tientity, system,
order.®

Kristeva describes the complex
swinging back and forth of the subject
between surrender to and distancing
from a desire that one has learned not
to accept. This process is continually
paralleled by political mechanisms
that accept or reject desiring subjects
and their performance of desire — as
Judith Butler continuously reminds us,
being excluded endangers lives that
are not intelligible.
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Desire to desire and desire for an
undefined ‘more’ may be useful no-
tions to examine how some artists ma-
terialise, in their moving image
practices, appropriate responses to a
culture that expects women to fit into
specific parameters of desire. A gross
taxonomy of practices demonstrating
various degrees of surrender, self-
censorship, fear or distortion of desire
would be disrespectful towards the
artists and tk2ir vork. Nevertheless,
using this approa~n to explore early
women'’s moving in.age work offers a
fascinating tool of anulysis

Practices

The German artist Ulrike Rosenbach
proposes the video screen as a tor
for separation and distanciation of hei
sexualised body from the viewer. Her
strategy moves women’s repre-
sentation away from the role of object
of desire assigned to them without
renouncing visibility. In her first live
videoperformance, Isolation is Trans-
parent (1974, Figs. 1a-b-c), Rosen-
bach wraps herself in white ropes
behind a pane of glass, in front of a
video camera that relays the images
to a monitor. She describes the work
as ‘psychological feedback’, and the
virtual space inside the video monitor
as her ‘inner space’:

[t]he recipient who watches the
video-feedback gets to know that
the video provides a demarcation
between him and me. The monitor
pane mitigates my direct impact on
him, makes it cool and neutral, so
that the view of the psychological
reflection that | want to convey to
him becomes more important and
primary.”

The contemporary presence of

her physical body performing live and
of its image relayed on screen articu-
lates the grammar of this mediated
relational dynamic. Moreover, by tak-
ing control of the tools, Rosenbach
can determine her own image and
perform a desire for visibility that re-
moves her from objectification as a
first step towards agency in desire.
She does not deny her own desiring,
but attempts to deflect the male
viewer from the desirability of her body
in order to draw attention to her ‘inner’
psychological life. Working on the
same premises as Laura Mulvey’s that
‘there is no way that we can produce
an alternative out of the blue’, Rosen-
bach sets out in the first instance to
disrupt the processes of the gaze so
‘hat visibility can encompass, in this
caze, her psychological life.8

From this perspective, it be-
comes Important to examine moving
image fracices that do not explicitly
focus on sedal desire to uncover dif-
ferent possible ccrfigurations of the
desire for more:

The British artict ludi*th Goddard
produced her first videos while still a
student at the Royal College of Art.
These early works — particu.arly T'ime
Spent and Under the Rose (1983%) 2id
Lyrical Doubt (1984) — perform a c'a-
logue between desire and expecta
tions. In Time Spent, Goddard herself
is sitting at a domestic table, almost
frozen, while out of shot looped voices
(two male and one female) discuss
travelling and other activities. She ap-
pears to be waiting and somehow un-
able to move. The suggestion of
repetition, lack of agency, invisibility
and incapacity to act creates an un-
comfortable claustrophobic atmos-
phere within which she almost
dissipates, even when she is doubled
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Figs. 1a (above),
1b (below),1c
(facing).

Ulrike
Rosenbach,
Isolation is
Transparent,
1974,
photograph of the
installation and
details.

Courtesy of the
artist.

in the mirror on the other side o the
room. Similarly, in Lyrical Doubt, God-
dard’s face is taken over by the im-
ages of flower shops in West and East
Germany with their stark contrast of

abundance and scarcity. The abrupt
cuts between images give the work a
syncopated pace that in itself relays a
refusal to conform to expectations.
Goddard immerses herself in the
screen and into the image — a form of
belonging and agency, even if the art-
ist herself barely moves — but the price
for this immersion is that her repre-
sentation is completely determined by
what is around and behind her.

It is clear that each element of
Goddard’s work has symbolic and
metaphorical significance — the flow-
ers explicitly hint at genitals, particu-
larly vaginas, and are shown as
vulnerable or strong, open and bro-
ken, in large displays or held by a
trembling hand, looked at by a female
subject with full agency or visually
swallowing her. The Garden of Earthly
Delights (1991) brings this approach
to a zenith and references directly a
Boschean triptych. This three-monitor
installation performs desire in dia-
icoue with social pressures, fear, ex-
wenation, gender and culture at large.
In c:ash ssene, the same woman takes
centre stige: first as a bride who




a5

Chapter 3 / Desire for More | VWA

sheds her gown and blonde wig, then
as a mother traversing the screen and
the city, and lastly as a spinning figure
in the sky in the most direct perform-
ance of desire for more. Each frame
of The Garden of Earthly Delights over-
flows with colours, movements, pres-
ences and objects in a disturbing
carnival that is almost a nightmare, yet
the work’s pace, and composition,
and the body language of the woman
are highly cor roii=d.

Like Bosch, ‘Geddard overlaps
symbols in “an - unmanageable
toomuchness. There Is nd> need to
establish which elementis-icared or
wanted, as desire maintaiiis the para-
dox of the co-existence of the twe Tri2
position of a woman in many societies
still entails irreconcilable demands -
conditioned to desire one or more of
these combinations as well as their
own freedom, self-determination and
agency, many women find them-
selves in the impossible situation of
living with an overwhelmingly para-
doxical desire, further complicated by
fear of its consequences. Goddard
does notresolve these contradictions,
but exposes them as desire for more.
Despite the quantity of elements, her
images are carefully composed into
ordered spaces. To desire more does
not mean being a passive victim of
desire or a hysterical,9 out of control
subject. It may mean acknowledging
a condition of living under pressure
where occasionally anger (You May
Break, 1983), dissociation (Celestial
Light & Monstrous Races, 1985) or
longing (Who Knows the Secret?,
1985) take over.

Conversely, the Dutch artist Lydia
Schouten performs her desire and
freedom with ease in playful, colourful
and inventive fantasy worlds, in which,

for example, she rolls on chalk draw-
ings allowing the bright pigments to
cover her skin. This unbridled freedom

embodies her desire to celebrate the
female body and play ‘with animals
and men of cardboard and taking the
nicative myself in my adventures’."®
Schouten’s work maintains the quali-
tieswr herlive performances in that her
movem:nts _are  only  generally
planned In their quality and se-
quences, as she al'ows a crescendo
of intensity to guiue 'ier decisions. The
Lone Ranger, Lost i thz Jungle of
Erotic Desire (1981) of'ere a colourful
and safe cartoon jungle fo. tF= artist
to explore and enjoy: ‘I didni't want to
be Jane, waiting for the stories Hf Tar-
zan, but making my own adventures’
And in Romeo is Bleeding (1982),
wanted to travel the world flying
through the sky, landing one moment
in the city, having my affairs with dif-
ferent men (however they were con-
structed of foam or cardboard) and
the next moment landing in the jungle
and having erotic affairs with ani-
mals’. "

Schouten’s freely expressed fan-
tasy desire bypasses the problem of
being cornered in the role of the object
of desire. She is clearly the desiring
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Fig. 2. Lydia
Schouten,
Covered with
Cold Sweat,
1983, still from
video.
Courtesy of the
artist.

subject, free from ‘ne <onstraints of
cultural expectatioris - ard uncen-
sored. The colours, croreography,
rhythms, characters and tit'es Of her
works leave no doubt that sne fe¢ls
free to desire and to live her desire, o
matter how unconventional it is or how
easily it can be condemned as abject.
Covered with Cold Sweat (1983, Fig.
2) continues the theme of the cartoon
world and the bi-dimensional men,
once again emphasising the active
role of the desiring woman. The joy
that animates Schouten’s videos
shows her ease with her own desire
and sexuality and her freedom from
the pressures of a culture that would
like to see woman as the object of
man’s desire. Schouten freely desires
and from her perspective the other
and object of her desire is naturally
man. The cardboard and polystyrene
men of her video works are literally
objects to caress, kiss, stab and
dance with. This can be read as a
revolutionary act only if Mulvey’'s
statement that ‘there is no way in

which we can produce an alternative
out of the blue’ is accepted as an
undisputable fact.'® In Schouten’s
practice her body is desirable and
desiring without separation as there is
no problem in becoming the object of
ancther's desire when one is first a

aesiring subject.

Jimi'arly, the individual and col-
laboreuve hody of work of the Swiss
artist Pipilzi=ist (Elisabeth Charlotte
Rist) demunsiietes a knowingness
and comfort with-uesiring and being
desired in expanues relational and
representational prectices. Between
1988 and 1994, Rist was a member of
Les Reines Prochaines, a multimedia
performance and music band
founded by the artists Muda Mathis,
Teresa Alonso and Regina Florida
Schmid. The group proposes a frag-
mented and contemporary feminist
aesthetic, which includes cooking
sounds, costume making, political
statements, complex visuals and
‘democratic music’.'® Japsen (Figs.
3a-b-c), produced in Basel in 1988
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with Muda Mathis and with the help of
Teresa Alonso, but not attributed to
Les Reines Prochaines, carries many
of Rist’s signature images. Fast cam-
eramovements, women moving freely
in the city and in natural surroundings,
animals and plants, extreme close-
ups, unusual viewpoints, intense col-
ours, explicit references to sex, the
strategy of dividing up the work into
distinct sections and a recognisable
combination =t piayfulness and sinis-
ter overtones.

Rist had alicac ;- started working
with video in 1986 produc'ng a work
that responds directly.to” thoubiqui-
tous male pop artist in th s lanjjuage
of the pop promo. In I'm noc the Gitl
Who Misses Much (1986, Figs. 4a-b),
she dances in front of the camera wit'i
the top of her dress pulled (or falling?)
down to expose her breasts. The artist
repeatedly sings ‘I'm not the girl who
misses much’ in response to The
Beatles’ lyric from Happiness is a
Warm Gun, written by John Lennon in
1968: ‘She is not the girl who misses
much’. In this videoperformance Rist
obliterates her face and voice with
electronic effects and answers back
to pop music with a strategy close to
Rosler’'s Semiotics of the Kitchen, and
to Adrian Piper talking back to her
white other. As a woman interpellated
by incorporated mass distributed mu-
sic, Rist plays with the aesthetic and
technical possibilities of postproduc-
tion, and allows her own eccentric
voice to resonate with all its morbid
complexity. In this agitated use of the
first person singular redolent of hys-
teria, she takes control of her desire
by allowing it to go overboard and by
not containing it within her dress.

It could be argued that Rist per-
forms the desire for more simply by

being more — faster, louder, more dis-
torted, more exposed and yet dis-
guised behind the video artefacts.
Music, performance and sexuality
have remained a significant intoxicat-
ing blend throughout her practice.

Figs. 3a-b-c.
Pipilotti Rist and
Muda Mathis,
Japsen, 1988,
stills from video.
Courtesy of Muda
Mathis.
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Figs. 4a-b.
Pipilotti Rist, I'm
Not The Girl Who
Misses
Much,1986, stills
from video.
©Pipilotti Rist.
Courtesy of the
artist, Hauser &
Wirth and Luhring
Augustine.

Rist proposes a version of visual
pleasure that integrates narrative and
characterisation, colours, floating
forms and strategies that encourage
viewers to engage in specific relation-
ships with the images on screen. The

artist’s signature imagery of close-ups
of eyes and body parts complements
the narrative structure in which the
knowing innocence of the female pro-
tagonist and her agency drive the plot.
Her works feature mostly women,
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often naked and behaving in unex-
pected ways. These female perform-
ers and characters offer a
representation of self-determined
femininity, freely expressed desire
and playful sensuality. Rist’'s women
drive the narrative by acting outside
the framework determined by patriar-
chy.m

Whilst Schouten and Rist freely
perform their desire, other artists
thrive on the £ 1dle ss negotiations with
the Other that sccult in limitless
postponement.“Zizcl illustrates this
mechanism when I.e ‘writer that ‘from
‘I can’t love you unlesc Lgnzyou up”
to “Don’t give me what | sk fer, be-
cause that's not it” — desire I1s d~ ined
by this ce n’est pas ca: that is, its most
elementary and ultimate aim is to sug-
tain itself as desire, in its state of non-
satisfaction’.”® | would argue that the
British artist Catherine Elwes engages
with this set of contradictions more
directly than many other artists, and
skilfully navigates the complexities of
desire and repression connected with
sexuality and motherhood. Elwes
seems to create situations that act as
multidirectional mirrors reflecting de-
sire as well as the operations that
shape it. Her awareness of the pres-
sures that media representation,
class, religion and more generally the
Other impose on the female subject
becomes a precious tool to unhinge
and critically engage with this constel-
lation of forces. She performs her de-
sire, avoiding to offer herself as the
object of desire. Her clipped received
pronunciation contributes to this dis-
tanciation — Elwes demonstrates a
deep understanding of the language
of authority and that she can make it
her own without hesitation.

Interviewed by Laura Leuzzi and

Elaine Shemilt, Elwes articulates
women'’s interest in interpersonal rela-
tionships in the context of the intimacy
and immediacy of video.'® It is under-
standable that under the pressure of
being defined by the other as his
other, a female subject needs to un-
ravel love, desire and intimacy. In With
Child (1984) in particular, Elwes tack-
les the persistent sexual desire that
besieges her pregnant body, the im-
posed order and the threatening
chaos that surround the body and
psyche of a woman, the difficult love
for her child, and more generally de-
sire and its suppression. But first, she
wonders about representation and
about ‘how to create an image of
womanhood or femininity that re-
fiected what you were rather than what
you' were expected to be’."” But ex-
gcctations are contradictory as well,
so Fiwes performs these contradic-
tions “visceallv, erotically, formally,
visually and aurally. The stop-frame
animation of thz eretic encounter be-
tween two stufies mmonkeys collapses
an artificial technical -F.ythm with the
explicit jerking of sex end-he flowing
notes of a symphonic sourutrack, af-
fecting and creating distariziaton in
equal measure. The sucking Of tie
thumb caressing her nose, the ‘Ull
breasts hanging as she dresses ¢
doll, and the hands folding white linen
are all gestures that stage and restage
the paradoxes of desire and its formal
containment. Elwes also performs the
darkest side of desire by flashing a
kitchen knife, adding shooting
sounds to her doll's movements and
clashing toys against each other.
The popular and social defini-
tions of family, intimacy and romantic
love could be seen as ways to organ-
ise desire into acceptable and man-
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ageable structures. Falling in love it-
self constitutes a blinding surge of
desire driven by an overwhelming
sense of recognition of something in
the other. Many legal systems are only
beginning to acknowledge that vio-
lence within the privacy of home is
socially unacceptable, but it is easy to
imagine how this has been the context
to let desire loose safely and in ways
that apparently do not interfere with
social relations. Lauren Berlant writes
akout the ‘institutions of intimacy’ and
of «cw ‘the inwardness of the intimate
is‘met by a corresponding public-
ness 841 #ie. context, intimacy is the
ultimate ‘1terfe ce of normativity and
performativity - sutjects perform their
own versions of the institutions of mo-
nogamy, marriage ¢nd ~arenthood as
they confront prescr.ora versions of
their roles within them. i=numacy is an
opportunity to test the inceinp atibili-
ties within the subjects’ ‘history of
identifications’.'?

While it would be easy to stop at
a sexual definition of desire, the con-
cept harbours so much more. Aggres-
sion, power, belonging, motherhood,
destruction, union, separation, care,
freedom, possession, submission,
recognition, validation — there are no
limits to what desire desires, making
it the most dangerous element of sub-
jectivity. In this framework, the clashes
of contradictory desires in the work of
Elwes walk the difficult line between
the desire to be seen and the desire
not to be objectified. Similarly, while
navigating their own desire, women
also negotiate the desire of the other
and of the Other in order to break
oppressive patriarchal patterns of pre-
tend reciprocity. Where reciprocity
consists of male desire defining the
boundaries of female desire, women

look for strategies for self-determina-
tion.

The paradox of performing and
representing herself as a desiring, de-
sirable and desired subject multiplies
the diversity of approaches in
women’s moving image work. One
recurring strategy consists in associ-
ating performance with video to dis-
rupt and layer the dynamics of the
gaze. Where Rosenbach in /solation is
Transparent (1974) adopts the mate-
rial differences between the screen
and the living body to highlight proc-
esses of looking and distanciation,
other artists use video as a stage to
perform personas that exaggerate or
defy the constraints placed on
women’s desire. Even in their unbri-
dled playfulness, Lydia Schouten’s
humorous exaggerated costumes,
made-up faces, cardboard men and
animals hint at caricatured shifting of
roles and power games.

Similarly, in Mama'’s Little Pleas-
ue{1984, Figs. 5a-b) the German art-
‘ste’Bettina Gruber and Maria Vedder
(Fiy. 8, inxtapose two female charac-
ters witn 7l fferent costumes, body lan-
guage anc’ih-songs that accompany
their presence. -The first character
wears a short white sailor’s uniform
and hat. She fixes ko eyes into the
camera and conseutiently the view-
ers’, eating gooey red food out of a
calla lily flower and licking it sugges-
tively, eating petals and fondling a
stuffed penguin. Her stylised move-
ments border on the grotesque, but
her eyes indicate that she is in control.
The dissonant and simplified songs
that separate the two parts of the work
are reminiscent of the atmospheres of
Les Reines Prochaines and Rist’s in-
dividual works. The music is the oppo-
site of seductive as it creates a
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different form of distanciation — pro-
vocative words are set to dissonant
and strident music. The character
plays with the penguin, throws the
flowers to the floor and poses with a
cardboard dog. Another similarity
specifically with Japsen (1988) con-
sists of Pipilotti Rist and Muda Mathis
delegating some aspects of desire to
a dog, an important presence in the
second part of the work.

As the fi'st cong fades out, the
image fades to bla_k and cuts to pink.
Gruber reappea:s ¢ »ull fours wearing
a red tulle dress ‘het allcws her to
build visual referencec.toinz-enening
of a red flower, often usec as a meta-
phor for a vagina welcoming nte:-
course. As a living dog shakes its tail
and weaves its way in and out or
Gruber’s skirt, she gingerly moves hei
hips and remains fairly passive. The
combination of sounds and Gruber's
laconic movements in her red dress
form an ironic ensemble that could be
interpreted as a parody of sexual
availability. The words of the song
also evoke several sexualised read-
ings: ‘So do me wrong, so do meright,
but who cares what the prince looks
like tonight’. It is tempting to interpret
this as a call to debunk the myth of
prince charming as the man who will
fulfil a woman and an appeal for free-
dom in sexual desire. In fact, | would
argue that Mama'’s Little Pleasure per-
forms a desire to be outside estab-
lished roles and conventions. The use
of the flower by the first character sug-
gests the sexual pleasure that a
woman can derive from another
woman’s vagina, while the second
character could be seen to profess
sexual desire outside romantic love.
Yet, it is more accurate to state that
Gruber and Vedder expose the com-

)

plexity that surrounds <« woman'’s de-
sire. Desire is inextricably ink2d with
a formal game with establisaer. roles
and structures of power. Playfilnese
remains tainted by dark emotional 1'n-
dertones.

A similarly dark undercurrent tr-
averses the videos of the Austra-
lian/British artist Deej Fabyc, whose
work in moving image moved from
Super 8 to video at the end of the
1980s. Fabyc examines her own de-
siring body complementing slow
paced, barely moving images with ob-
jects and relevant texts. After some
projects that focused on surveillance
and the awareness of being watched,
she produced 80 Days (1992, Figs.

Figs. 5a-b.
Bettina Gruber
and Maria
Vedder, Mama’s
Little Pleasure,
1984, still from
video.

sourtesy of Maria
Vedder.
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Fig. 6. Maria
Vedder and
Bettina Gruber in
the studio, 1982.
Courtesy of Maria
Vedder.

-

7a i) while living in Paris. The recur-
ring ‘mage of a room so narrow that
the bed-oucines the walls shows the
artist mctionless or stirring, com-
pletely coverec v awhite duvet under
the reproduction of a suggestive
painting of a naked wo»an. At its first
appearance, this scene wins to black
and white as words fror " abyc’s diary
seamlessly merge with secticas of
Gertrude Stein’s Melanctha.?®1n 1ag3s
of flowers, of the artist bathing, cro-
cheting and eating accompanied by
upbeat music are tainted by the per-
ceivable darkness of seeing her com-
ing out of bed fully dressed and the
realisation that this is probably a
symptom of depression.

Fabyc negates desire and desire
turns against her — the lack of sexual
desire is as frustrating as the unful-
filled longing that finds no response or
satisfaction. Desire and the impossi-
bility of desire, blocked or denied de-
sire can turn aggressively against the
subject and become a form of self-
harm. The subject of 80 Days is wait-
ing and passing the time in a way that
could be seen as damaging. Even
when she takes a phone call and ar-
ranges a visit, the sigh that immedi-
ately follows performs a fatigue
towards the outside world and an un-

willingness to make the effort it takes
to interact when there is no desire that
moves the subject to act. Repressed
desire leaves a mutilated subject
fighting against itself. The atmos-
phere, pace and undercurrent of this
work are reminiscent of Chantal Ack-
erman’s Jeanne Dielman, 23 Com-
merce Quay, 1080 Brussels (1975) —
Fabyc goes about her chores, but her
thoughts move in different directions.
Moreover, a simmering threat of vio-
lense is perceivable in the way her
,0ice hurries during the phone call.
Th: werc offers fragments of only
three out-Sithe 80 days mentioned on
the green Zteh A Sketch at the end of
the first ‘day’ 2"1c this leaves open the
possibility that this turning of desire
against the desining cubject might
lead to irreversible cansequences.
Although Fabyc’s first significant
works in video Look not for Meaning
(1990) and Putting the Heart in It
(1991) are from the very beginning of
the 1990s, it is important to include
them in this discussion in order to
remain aware of the difficulties women
artists continue to face in openly de-
siring and performing their desire.
Fabyc operates under the notion that
all sex is a transaction and the under-
lying anger perceivable in her work
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derives from this awareness. She
found support with feminist lesbian
groups, but suffered from the ab-
sence of dialogue with other practitio-
ners using videos. For this reason,
she moved between Europe and Aus-
tralia, finding a fertile environment in
the UK'in the early 1990s. This embed-
ded internationalism, practiced by a
number of artists, precedes email and
social media — it is not based on the
ease fostered by emerging technolo-
gies, but ideologically based, a con-
text fostering practices and dialogues

not rooted in a specific locality. This
nomadism is sometimes the cause o:
the loss of early works and lack of
local support as artists end up not
belonging anywhere.

The combination of difficult prac-
tical conditions and the general hos-
tility towards desire in women artists’
work and life fill women’s videos with
particular intensity and urgency. De-
sire ripples through video images like
a pressure bubbling up from under the
surface. Rereading early moving im-
age practices from this perspective

Figs. 7a-b. Deej
Fabyc, 80 Days,
1992, stills from
video.

Courtesy of the

artist.
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offers the opportunity to recognise the
importance of these early works as
performances of feminine voices that
found little space in a male dominated
environment. | have only scratched
the surface of the works mentioned
here and there are many more that

context. Nevertheless, this brief sur-
vey shows how many early women
artists engaged with desire as desire
for more in an understanding that de-
sire cannot be contained, rationalised
and qualified even at the moment of
living, performing and representing it.

would be important to examine in this
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On Women'’s Video Art in the

context of Yugoslavia,

1969-91

Jon Blackwo¢

Introduction

The potential of video as a t~cinoi-
ogy and vehicle for communication
was recognised, and its socializir g
role determined. The producers —
the artists — in former Yugoslavia
did not control the fate of these
utopian desires, which were dic-
tated rather by ideological and eco-
nomic demands [...] video artists
were essentially isolated in a ghetto
from which they were unable to
have a wider impact on society.

ritten from our vantage
point, the categories of
‘Yugoslavia’ and ‘video
art’ are historical. Hav-
ing grown up in the
1980s with video art as the most con-
temporary of the new art practices,
and with Yugoslavia seemingly a per-
manent fixture on the map of Europe,
it is a strange essay to have to write.
But the awful dissolution of Yugosla-
via in the 1990s, and the swamping of
video by the emergence of digital
cultures and their attendant technolo-
gies, makes this perhaps a timely
moment from which to consider the

key role played by women artists and
cultural workers in the emergence of
video technology from the late 1960s,
nght through to the post-Yugoslav
oresent.

The scope of our discussion,
how<zver, falls mainly in the late Yugo-
slav period 11968-91) and | would like
to consider four principal case studies
in the uses of video'made by women
in this period. Att=1 estructural consid-
eration of the place ¢f'women artists
in late Yugoslav society, ard the place
of video art and video teciinhlogies
with this specific cultural ecosy stem,
we will consider the examples o Nu'sa
and Sreco Dragan, Marina Ab:a-
movic, Sanja Ivekovic, Dunja Blazevic,
and Zemira Alajbegovic; in our con-
clusion we will consider the legacy
and reflections made by contempo-
rary artists on these pioneering ca-
reers, in the late Yugoslav period, and
hint at possible future research devel-
opments in uncovering histories of
video art made by women in former
Yugoslav republics not covered as
much in the current historiography:
Bosnia-Herzegovina and Macedonia.
We should begin with a succinct over-
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view of the development of modern
and contemporary art in Yugoslavia,
and the position of women as it
evolved in successive generations of
artists and cultural workers.

Founded during the German oc-
cupation on November 29, 1943, to
begin with, the future Socialist Federal
Republic of Yugoslavia was modelled
on the Soviet constitution, and in the
first years after the end of the Second
Vi/orld War, seemed set to copy the
Sovint template as faithfully as coun-
trie >0 the Warsaw Pact. But the posi-
tich ‘of Yugoslavia in the post-war
geopalitiCalcrder was determined by
the 1948 forrr biro crisis, in which the
Yugoslav 1eac'cr, Josip Broz Tito,
broke decisively with Stalin and Soviet
Russia, and determine~ a ‘third way’
course for the country e iuled abso-
lutely; neither part of thic'soviet bloc,
nor the emerging Western Fowe rs af-
filiated to NATO, but as a/ ncn-
aligned’ country seeking frienchy
relations with both sides of the Cold
War divide, and using this pivotal po-
sition as a means of jockeying for a
leading role amongst the countries of
the developing world, emerging from
the colonial era.

In cultural terms, Tito’s political
handbrake-turn in June 1948, brought
to an end a very brief period of social-
ist realism in the Yugoslav context. It
is also important to understand that
there was never really such a thing as
‘Yugoslav’ art. Modern and contem-
porary art in the period of Yugoslavia
was dominated by the three most
powerful republics in the federation —
Serbia, Croatia and Slovenia —with art
schools in the capitals of each of
these republics determining the
shape of certain practices; Belgrade
for painting, Zagreb for sculpture, and

Ljubljana for graphic art. And it was
these three cities that were to play a
prominent role in the development of
video art in Yugoslavia from the late
1960s onwards.

‘Yugoslav’' art, therefore, was a
portmanteau term for the specific pro-
gress of cultural development within
each of the six republics, and two
associate republics, of the federation,
which had their own specific cultural
histories and developmental priori-
ties. In the context of the socialist
world, and Yugoslavia’s very specific
position as a pivot between the two
antagonists in the Cold War, the con-
text for visual culture was markedly
liberal compared with that experi-
enced in Warsaw Pact countries. Bel-
grade hosted travelling exhibitions of
contemporary Dutch and French artin
the early 1950s, and welcomed a
comprehensive show of American ab-
stract expressionism in 1956.

In the context of the partisan
siniggle for the liberation of Yugosla-
iairom fascist occupation, women
en0,ed mot only equal status as full
combuaris en the front line, but also
the promis¢ e full equality and an end
to deep-router., traditional patriarchy
in peacetime.’ Th: .research of the
feminist collective’ CRVENA, in par-
ticular Adela Ju$i©. and Andreja
Dugandzi¢, into the anti-fascist
women'’s archives in the Historical
Museum of Bosnia-Herzegovina in
Sarajevo, hasrevealed arichly layered
history of the development of
women’s ideas and political aspira-
tions ahead of the future peacetime
development of Tito’s Yugoslavia.2

Unfortunately, these aspirations
remained largely unrealised in peace-
time. Whilst it is true that women had
much more opportunity for education
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and professional advancement in so-
cialist Yugoslavia than in previous
state formations, as the 1950s devel-
oped, so too did a re-formulation of
patriarchy. A propaganda film of
1958, Grad od Deset Ljeta [A City at
Ten Years Old], of Novi Travnik, dis-
cussing the development of the ‘new
socialist city’, presents a familiar nar-
rative where men are engaged in con-
struction and _industrial jobs, with
women returr ng 0o traditional roles in
childcare and acrestic labour; the
film even jokesab .u. the supposed
haplessness of men .n the domestic
context.® Such propaganzanaratives
present Yugoslavia as aycung, Jevel-
oping country aspiring to grew &3
quickly as possible, yet is notably si-
lent on gender equality and the roles
that women and men have to play ir
such a project of modernisation.

But this short, informative, light
hearted film, typical of the kind pro-
duced to reinforce the political narra-
tives that the Yugoslav leadership
wanted people to internalise, was very
much part of the pre-1968 generation,
of a phase of re-construction and cor-
rection of war damage that lasted well
into the following decade. The first
experiments in video art were to come
at the end of the 1960s, in part grow-
ing from a rich cross-fertilisation be-
tween political and artistic
subcultures, and the heady mix of
New Left ideas which informed and
sustained some aspects of the youth
rebellion that swept across the Euro-
pean continent in the summer of 1968.

This was a moment of political
turbulence and subsequent sober
self-examination that gripped Yugo-
slavia. By this stage, Tito was seventy-
six; as in other countries, a younger
generation had tired of hearing war-

time stories and of the sacrifices
made by their parents, and looked for
change. Whilst, politically, this was ex-
pressed through the Croatian spring
(1968-71), a loose grouping of intel-
lectuals who wanted to look again at
Croatia’s status within federal Yugo-
slavia, and the ‘Slovenian roads affair’
(1969), the idealist side of the de-
mands for political change were ar-
ticulated in the ‘June events’ of 1968
in Belgrade, Sarajevo and Zagreb,
which took the form of student upris-
ings against police brutality, control of
intellectual discussion, and perceived
failings in the system of Yugoslav self-
managed socialism.*

Whilst it is difficult to draw a direct
link between this intellectual and po-
"dcal atmosphere and the emergence
J1 video art, certainly it formed an im-
cortant loam from which the early en-
gagzment with the new medium grew;
not to'mzntion arenewed focus on the
role of wuimzn within Yugoslav socie-
ties. An import=iic cutcome from the
years of protecis was the estab-
lishment of studentaic yeuth cultural
centres in the major cit'ies of the Fed-
eration, notably in Sarajevo(1969)
and in Belgrade (1971), as a plz.ce for
younger people to meet and dcvelop
culturally. The SKC in Belgrade was ¢
become synonymous with the devel
opment of the ‘New Art practices’ in
the 1970s in Yugoslavia, particularly in
performance art, in video and in inter-
national manifestations such as the
Belgrade October salon, and the Bel-
grade international theatre festival
(BITEF).

Structurally, the development of
video art in Yugoslavia proceeded
slowly in its first decade. The reason
for this was the prohibitive cost of
camera equipment and the availability
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Fig. 1. NuSa and
SreCo Dragan,
Belo Mieko Belih
Prsih [White Milk
White Breasts],
1969, still from
video.

Courtesy of
SreCo Dragan.

of video-tape. Video ar’, b reason of
necessity, had to be made in partner-
ship with institutions, in paricular the
various television stations of Yu/os a-
via; the relationship between video
artists and national broadcasters was
aclose one, throughout the period. As
Barbara Borcic has shown convinc-
ingly, this period came to an end —and
many of the pioneers ceased making
video for a period — because of a
shortage of video tape and equip-
ment, and also in frustration at being
stuck on the very margins of the differ-
ing Yugoslav art worlds, working in a
medium still seen as very new, and
lacking ~ comprehensive  under-
standing or following.

Beginnings and
Development of Video Art
by Women in Yugoslavia

The first piece of video art made in
Yugoslavia was made in Ljubljana. In
the atmosphere of social and creative

experiment described above, the
creative partnership of NuSa and
Sreco Dragan, which lasted from
1967-88, produced the first experi-
ment with the new medium. Nusa Dra-
gar. (1943-2011) had graduated in
s0zi0logy and  psychology in the
sanu y~ar that this video was pro-
ducecd, ~xhilst Sreco (b. 1944)
emerged “ior Ljubljana’s faculty of
fine arts. Sia¢e Dragan also moved in
the same social 2 creative circles
as the radical avant.garde grouping
OHO, who were ammangst the first to
experiment with performance, proc-
ess and post-object art in the Yugo-
slav context.”

In the early years of video produc-
tion in Yugoslavia, the mood was very
much one of tentative experimenta-
tion, gradually growing in confidence.
The Dragans’ first video work, Belo
mleko Belih prsi [White Milk of White
Breasts] (Fig. 1), appeared in 1969. In
actual fact, this work is a still image of
awoman'’s breast, with a bead of milk
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visible; playing across this image is a
sequence of changing, edited graphic
signs.

This video piece stands at a turn-
ing point, between the traditional still
image, and the coming new tech-
niques of editing, cutting and mixing.
These techniques assumed an in-
creasing maturity and subtlety in later
works produced by the partnership,
such as 1974’s Sakti is Coming that
speaks direct /to 2merging postmod-
ern concerns of th< image-within-the-
image, and of endli:cs repetition. The
Dragans’ involvemar. in 1he earliest
developments of videa 21 5uickly al-
lowed them to grow an intern: tional
profile; NuSa worked at the britis' Filin
Institute in London for a period in 1972
where her knowledge of video anu
television techniques grew exponen-
tially; together with Sreco, she was
included in Richard Demarco’s ca-
nonical exhibitions of Yugoslav art in
Edinburgh, in 1973 and again in 1975
(Fig. 2).°

Alongside technical experimenta-
tion, the other key early function of
video art was documentation. These
documentary works became artworks
in their own right as the event it re-
corded faded in the memories of
those who had seen it live. In the early
1970s, performance and video were
intimately linked together in Yugosla-
via. A good example of the documen-
tary link is Abramovic’'s Art Must be
Beautiful, the Artist Must be Beautiful
(Fig. 3) first performed in 1975, at the
Charlottenburg Art Festival in Copen-
hagen.7

Abramovic¢’s performance is now
canonical, but at the time, this video
allowed viewers an insight that would
have been difficult for the live audi-
ence. The piece lasts for fifty minutes,

in which the artistaagressively combs
her hair using tv.oiarge combs, clearly
in pain at times fiom the scraping of
the comb’s bristles =n “her. scalp,
whilst repeating the mantra” 2.t must
be beautiful, the artist must pe oeau-
tiful’.

On one level, this is an unalloy~d
feminist critique of patriarchy and it:
potential to reduce the role of the art
audience and the female artist to one
of passivity and consent to being ob-
served. The performance, therefore,
in its strange mixture of vigorous, self-
harming physical activity and lapsing
into trance-like periods of active si-
lence, fundamentally rejects not only
the gendering of art practice, but also
of its reception.

Yet on another level, the video
document of the performance gives it

Fig. 2. ASPECT
’75, cover of the
exhibition
catalogue,
Edinburgh,
Fruitmarket
Gallery, 1975.
Courtesy of the
Demarco
European Art
Foundation and
Jemarco Digital
Archive,
University of
Dundee.
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Fig. 3. Marina
Abramovic, Art
Must be
Beautiful, the
Artist Must be
Beautiful, 1975,
Charlottenburg
Art Festival,
Copenhagen,
Denmark. ©
Marina
Abramovic.
Courtesy of the
Marina
Abramovic¢
Archives.

a life that it otherwige viould not have
had. Moreover, the iccis of the cam-
era on the artist’s head and. hands
allows the viewer of the videO tc have
a psychological insight into the aev:zl-
opment of the performance anu the
physical struggle experienced by tne
performer; a close up insight that sim-
ply would not have been possible for
the spectators of the live event. It is
this psychological drama, and the
subsequent critical interpretation and
artistic re-appropriation that have
given this particular work a lively time-
line in its reception, and helped to
grow the artist’s profile substantially
after her departure from Yugoslavia
for the Netherlands in 1975.
However, it is perhaps the work of
Sanja lvekovic in video that addresses
most directly the position of women in
‘actually existing socialism’ in 1970s
Yugoslavia. This artist graduated from
Zagreb’s academy of Fine Arts in
1971, and quickly found herself asso-
ciated with the ‘New Art practices’ in
the Yugoslav context. In her focus on

the structural position of women in
Yugoslavia, the patriarchal organisa-
tion of the internal socialist ‘market-
place’, and her wry observations on
the outworking of male political power
in this decade, in retrospect, Ivek-
uic’s work offers the most sustained
wn7.ysis of these issues; central to her
precice ~rather than just a part of
them.!vel‘avic stressed in an interview
in 2012 thac:
[...] | rave repeatedly asked my-
self, what 5 rmy ~osition in the so-
cial system, riy.<'ationship with
the system of power, domination
and exploitation, and how | can re-
spond and act meaningfully as an
artist [...] | want to be deliberately
active rather than a passive ‘object’
of the ideological system.®

Moreover, as Laura Leuzzi's de-
veloping research has shown, Ivek-
ovic  benefitted  strongly  from
participation in the Motovun ‘encoun-
ters’ between Yugoslav and ltalian
video artists in the 1970s, and through
these connections was able to have
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some of her work produced in the
[talian context, bypassing the limita-
tions of Yugoslav conditions for pro-
duction.

A good example of Ivekovic’s
1970s work is Make Up Make Down
(Figs. 4a-b), a five and a half minute
video made first in black and white in
1976, with the involvement of the Gal-
leria del Cavallino in Italy, with a new
version in colour made in 1978. The
subject of the'woik is the private, inti-
mate moment or ~oplying make up.
The artist is not'visi 2! in the film, but
the focus is rather ¢n the make up
products, and how Ivekeyicateracts
with them during the process. The
work speaks to a broader nairet. e of
the commodification of identity and
desire, and through a pitiless exam:-
nation of those processes, inviting
broader analysis of the rituals that
women engage in before presenting a
public persona.

Parallel analyses of the male
domination in the role of defining
beauty and then acting on it socially,
can be found in Instructions no. 1 of
1976, in which the artist draws a series
of mock-plastic surgery lines and
marks on her face before obscuring
them, or the performative action
Trokut [Triangle] of 1979, where simu-
lated masturbation on a balcony dur-
ing a parade by Tito in Zagreb caused
a hurried reaction from state forces,
show a clear and focused develop-
ment of a practice that has institu-
tional critique of political power, and
the exercising of that power on a gen-
dered basis, at its core.

If the artists that we have focused
on so far are widely acknowledged as
pioneering profiles in  Yugoslav
women’s video art, then we must also
acknowledge the key role played by

women in the dissemirati<» end pro-
duction of video. Perhaps th= most
important figure to acknowledo: here
is the curator, writer and pro iuccr
Dunja Blazevic. Trained as an art his-
torian, BlaZevi¢ was a key figure at the
Student Cultural Centre Art Gallery in
Belgrade, where she served as direc-
tor from 1971-76 and then head of
programming, until 1980. In 1978,
BlaZevic¢ was one of the joint organis-
ers of an international conference on
feminism, entitled Comradess Woman
— Women’s Questions: A New Ap-
proach at SKC, which featured a rare
meeting between western feminists
and those active in the context of so-
cialism.’

Figs. 4a-b. Sanja
Ivekovi¢, Make
Up Make Down,
1976-78, still
from video.
Courtesy of the
artist.
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In this early period, she also cu-
rated exhibitions that openly queried
the status of traditional art forms in the
Yugoslav context and included radical
calls for a change in the production
and function of art in socialist society.
In her text on an exhibition at SKC
called Okotobar 75 — An Example of
Counter-Exhibition: Statements on Ar-
tistic Autonomy, Self-Management
and Self-Critique, she stated:

Art should be changed! As long as
e leave art alone and keep on
aansferring works of art from stu-
1ios 1H depots and basements by
o social regulations and
mect anisn.s,. storing them, like
stillborri chiidren, for the benefit of
our cultural offspring, or while we
keep on creatiny, t>rough the pri-
vate market [...J-artwill remain a
social appendage. - something
serving no useful purpose, but
something it is not decen’ o cul-
tured to be without.'®

meis

If this was true of painting and
sculpture, then it was truer of video art.
With only a small number of practitio-
ners, difficulty in acquiring equipment
and material, and a tiny audience,
what video art needed more than any-
thing was an informed public. The
logical step was to try to move exam-
ples of video art onto mainstream tele-
vision, and this Blazevi¢ was able to
achieve after a change of role in the
1980s.

As Barbara Borgi¢ has shown, '
video art began to move away from
the realm of aesthetics and art criti-
cism in Yugoslavia at the end of the
1970s, and towards the realm of the
mass audiences that television could
bring. Blazevic¢’s move from the world
of curatorship to television production
began in 1981 when she began to

work for TV Belgrade; she introduced
video art on her programme, Other Art,
in that year, and from 1984 to 1991,
her series, TV Gallery, was to produce
over sixty programmes on contempo-
rary art practices, including pro-
grammes on video. We can locate
BlaZevic's practice as a television pro-
ducer as perhaps, in the 1980s, sur-
passing her undoubted experience
and ability as a curator and arts ad-
ministrator, in influencing the taste for
contemporary art amongst a popular
audience, reaching those who were
not immediately involved, at a social
or practical level, in the differing art
scenes around Yugoslavia.

Whilst Blazevi¢'s pioneering tele-
vision began to shape new audiences
for video art, in the last decade of
Yugoslavia — the 1980s — the practice
and aesthetics of video began to di-
verge. The 1974 re-draft of the Yugo-
slav constitution — the final version —
granted full cultural autonomy to each
u! tie six republics, allowing local cul-
‘dares to be funded at the level of the
locai carty’s cultural apparatus. While
in lese de2leped republics, such as
Bosnia anx Macedonia, this finally al-
lowed for e s¥ponential growth of
local scenes; (iorienublics such as
Slovenia, this was th= aerm of an in-
dependent set of culwral priorities,
that in effect, were foundation blocks
for independence and statehood
some sixteen years later.

In the 1980s, it was Ljubljana that
was to emerge, perhaps, as the venue
for the most radical experimental and
counter-cultural currents in late Yugo-
slavia. Institutions such as SKUC and
the appearance of Neue Slowenische
Kunst [New Slovenian Art] from the
city’s underground have been exten-
sively researched and written about in
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the last twenty years; particularly in the
international profile now enjoyed by
the artistic collaboration, IRWIN. How-
ever perhaps, less work has been
done on the nature of video produc-
tion in Ljubljana during this period.
The work of Zemira Alajbegovic is
instructive in this regard. Part of the
video artists’ group FV, which was
associated with the Disko FV night-
club in the citv, Alajpegovi¢’s 1983
work Tereza - rigs. 5a-b) reveals, at
once, the configer.ce of an artist de-
veloping closely in cuilaboration with
alayered and multi-p¢ rspe stival video
art scene, but also, ccnfizenanough
to make a work openly sce dtica! of the
Slovenian political gerontociacy, ard
the increasing emptiness of their
rituals and messages.12 Over just forir
minutes, Tereza cuts betweer
excerpts from performances of
Slovenian pop songs, interspersed
with footage of Communist politicians
receiving applause and parading in
public on ceremonial days. On one
level, it speaks of a genuine genera-
tional conflict; between an older gen-
eration socialised under Tito's
socialism and content to repeat its
structures and rituals, and a younger
generation for whom the slogans and
practices derived from the partisan
struggle had little meaning beyond
empty repetition and perfunctory ob-
servation. Tereza, therefore, is a piece
which shows the emergence of a con-
temporary televisual culture which
bore little relation to the founding nar-
ratives of the Yugoslav state, and the
coming emergence, a few years later,
of a global youth culture driven by
American brands such as MTV.
Alajbegovic’s practice, of course,
did not develop in isolation. Together
with Neven Korda, she produced

video under the cua’s.aseudonym
ZANK, and the duo werz 2'cn involved
later in the multi-media evant of the

Borghesia artists’ group. "sh~ svas
able to benefit from improvem¢ntsin
the conditions for the production:of
video work, through the Galerije.
SKUC video production programme,
and the encouragement and interest
of producers and managers at
Ljubljana television; and in particular,
of international exhibitions and dis-
cussions on video art in the city, in
1982 and again in 1985.

Cultural decisions, taken at re-
public level since 1974, ironically had
an unintended consequence; they en-
couraged local cultural scenes to
think critically and independently, and

Figs. 5a-b.
Zemira
Alajbegovié,
Tereza, 1983,
stills from video.
Courtesy of the
artist.
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without doubt played a small part in
the eventual coming apart at the
seams of the Yugoslav federation in
the period 1989-91.

The growing acceptance of video
art in the 1980s and the emergence of
a television-savvy generation, saw
video art begin to appear consistently
beyond the Belgrade-Zagreb-
Ljubljana axis in Yugoslavia. The first
dedicated showing of video artin Bos-
I ‘a-Herzegovina was at the Olympic
o7ilery in Sarajevo in March 1985, cu-
rat.2 bv Nermina ZildZo: this exhibi-
tich fieatured a range of the most
prominentvideo practitioners from
Yugoslava e.ongside colleagues
from the UK, UZA and West Germany.
Video art also featured in the canoni-
cal Jugoslovenska [0k «nenta exhibi-
tions in Sarajevo’s Sterdetija in 1987
and 1989, the biggest-snowings of
contemporary art from Yugoslavia
mounted in the federation duriig ‘ts
history.

In Macedonia, social and creative
friendships between TV producers
and visual artists, according to the
pattern established elsewhere in the
federation, began to produce con-
crete results, with Dragan Abjanic, Ka-
tica Trajkovska and Iskra Dimitrova,
producing their first works at the very
end of Yugoslav times. The mature
outworking of these early experiments
did not happen until after the dissolu-
tion of the Yugoslav federation in
1991, and Macedonian inde-
pendence.

Conclusion

The Bosnian artist Maja Bajevic’s
video piece Art Must Be National of
2012, is a painful re-working of Marina
Abramovic’'s, Art Must Be Beautiful

discussed above. In the performance,
Maja re-works the original piece,
copying the physical movements of
Abramovic in the original and merely
replacing the word ‘beautiful’ with ‘na-
tional’. The piece is painful as, in avery
pungent way, it illustrates the fate of
the Yugoslav idea and the conse-
quences of its dissolution. Any chi-
merical notions of ‘beauty’ have been
overwritten by a political monomania
on national and ethnic identities, and
the often-absurd demarcations of
common language, and ideological
re-writing of history that has taken
place since the end of the Yugoslav
Wars of succession that lasted from
1991-99. Whilst the performance has
beenre-enacted elsewhere in terms of
re-engaging with half forgotten mate-
rial, or re-interpreting it in a different
cultural context, Maja Bajevi¢'s video
piece is an acute summary of futility,
loss and regret.

In this essay, we have discussed
sorie of the contours of the develop-
“ne:it of contemporary visual culture in
the \ormar Yugoslavia, and the key
roles fhiat xromen played in its devel-
opment. Afieran early phase of learn-
ing and techiical experimentation,
video art, confnex to the margins of
artistic avant-gard:siithe 1970s, de-
veloped by means cf.aocumentation,
and by focused engagement with so-
cietal and gender issues of that time.
In the work of Sanja Ivekovic, video is
used as a very sharp tool of institu-
tional and ideological critique.

Video from the beginning in Yu-
goslavia had relations with unlikely
bedfellows; the milieu of experimental
performance, music and theatre on
the one hand and the mass audience
of television on the other. Yet it was
this very relationship, thanks to the
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foresight and determination of Dunja
BlaZevi¢ in Belgrade and others at
republican level, that brought video to
atelevision audience in the 1980s and
grew and shaped a taste for a type of
art that previously had struggled to
gain a profile beyond the milieu of
student cultural centres and a small
minority of active artists.

Although we began the essay by
noting the historical nature of the me-
dium of videc the legacy of this time-
line that we have t'aced in this essay
is still felt strongiy ir i.e work of young
women artists fiorn e «~Yugoslav
countries in our time: for-crample
Adela Jusic’s work on the Eiosnis.n war
and its consequences political’, and
personally (The Sniper, 2007), Milijana
Babic’'s video essay on the humi!-
ations and disappointments of young
women  seeking employment in
chronically precarious post-socialist
economies (Looking for Work, 2013),
or Jasmina Cibic’s video, For Our
Economy and Culture that repre-
sented Slovenia in the 2013 Venice
Biennale.

Moreover, the artists mentioned
earlier in the essay are mostly still
working in video as their primary ac-
tivity. NuSa Dragan, continued as an

Endnotes

independent practitioner, until her
death in Ljubljana in 2011, leaving be-
hind over forty years of video work;
Dunja Blazevic inspired a whole new
generation of young women artists in
her works as director of the Soros
Center/SCCA in  Sarajevo  from
1996-2016; Sanja Ivekovic has en-
joyed an unprecedented profile in the
last decade, with a major retrospec-
tive at MOMA and acquisitions by na-
tional galleries and institutions that
had long been ignorant of her work.

It is in the persistence of these
practices, in the face of the challenges
mentioned, and a still-present patriar-
chal scepticism as to the ability of
women to handle video equipment
and its attendant technologies, that
‘orms the bedrock of much contem-
po-ary video practice in the territories
ol ex-Yugoslavia. It is the richness of
the vvork of the younger generation of
video arusts who have followed, the
continueu commitment to documen-
tation, experimeaiitation, institutional
and social critigez, 2nd cross-discipli-
nary collaboration, (tf.au is-the richest
legacy of the early yea's ciwomen'’s’
video art discussed in this £ss1y, and
one that will endure.
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