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y Chris Meigh Andréws‘

We are all fascinated by water and invariably congregate

ound the fountains in parks or shopping malls. We are

drawn to them for their calming, almost mesmeric presence.

Vith his installation Eau d’Artifice Chris Meigh

Andrews has created a fountain inside the art gallery.
/isitors can relax on a park bench and let themselves be

mesmerised by the light flickering on the water and theb
plashing sounds. There is no chance of getting wet

however, since this water has been filmed on video and

nanipulated by computer.

This installation is presented in association with Samuelson

“ommunications Ltd.
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by Anna Douglas

AN INTRODUCTION

A distinction is often made between “video sculpture™ and
“video installation”, but  for the purposes of
this introduction it makes sense to look at both as part of

the same phenomenon.

Video installation/sculpture det!eibped out of the collision of

several important cultural, economic and
political initiatives.
The most significant connection was,
perhaps, between video installation/sculpture and
performance art. This can be traced back to

the mid ’si:vrjes when body-art and “bappenings" were an
important part of the American avant-

garde art scene. It also coincided with the introduction of

the first affordable video portapack in

Preston

Borough

Council
TElSUREsERVICES
EP AR TMENT

1965 whicﬁ pe{formance artists began using to document
their activities.

During this ‘pen"od many artists were concerned to expand
their political horizons by appropriating
processes of the mass media. To quote Nam June Paik,
acknowledged by many to be the first video
artist, “Television has been attacking us all our lives, now
we can attack it back”.

As Chrissie lles points out in her article “Reflections”, the
central tenets of the performance artist
were shared by the earliest video installation works, for
example the relationship between viewer
and viewed, and the experience of the artm)tk in “real
time’. It is signgficam that many artists at
this time used live closed-circuit TV systems in such a way
that the artist and spectator could become
participants within the work.

Connections between video installation and
sculpture can be traced ba&k even further. Nam June Paik
made use of modified-image TV sets in his
1963 exhibition in Wuppertal, West Germany, as did Wol
Vostell in 1959 as part of his installation
works “E’rei(qm‘sse‘ fur Millionen” and “TV Vernischung”.
The political dimension is significant here
for television, unlike Cinema, was noticeably a one-way
process, controlled by the state or large
commercial institutions. It was (and is) based on the mass
reception of a centrally transmitted signal.

Artists at this time became interested in eriticising and
uncovering the processes and content of
televisfon as a major factor in the sbapihg‘ of society.
Much of this piotieering work was produced
in reaction to the idea of art as object-based and it was
intended 1o challenge the role gf the
gallery/museum/dealer. Ironically, however, it was often
only in a gallery context that the work
found an audience. In its twenty~five year Hjstorj video
installation has evolved from its conceptual
or minimalist art beginning: 0 an almbs; inevitable post-
modern celebration of technology.

The two crucial elements to any video installation are the
video image itself, (which is inevitably seen
as “television” - or at least with rgférence to the experience
of watching television ) and the :scu'lﬁmrql
object or materials (sometimes jusj the TV maz;ito}s and the
way they are arranged). ;The' meaning of
the work comes from the ’réld'tionsbip between the
scu]pizjrq!‘ object (ééd/ei it’s targf:gataﬁon/
and the ﬁde@ image‘itsé!ﬁ N;hagglf it is the image on the
;qfeeh that almost éii;qﬁ-s dominates the
viewer's atzen:ribn! the artist tries to taﬁve:y' meaning in the
installation by creating a balance between
the image on the screen, the space that the installation
a‘c;tupies, ‘or moves across, and its overall

shape.

Chris Meigh Andrews, September | 990



