


VIDEO THAT KNOWS ITSELF
Notes on 'Made in Scotland II'

“There was a taste for wayward and compulsive hobbles, like the marking of
obsessive words in a novel, the construction ef pointless mothematical puzzies
on a pocket calculator. the collecting of fragments of tv. programmes on ad
video recorder and the hows spent playing back particular facial grimaces of
shots of staircases.”

J G Ballard, Myths of The Near Future, 1982

‘Video, everywhere, serves only this end: it Is o screen of ecstatic refraction. As
such it has nothing of the fradifional image or scene. or of fraditional theatricalify.
and Its purpose is not to present action or allow self contemplation: its goal Is to
be hooked up to iftself. Without fhis circular hook up. without this brief
instantaneous network that a brain, an object, an event or a discourse create by
being hooked up to themselves, withou! this perpefual video, nothing has any
meaning today. The mirrer phase has given way to the video phase.”

Jean Boudrilard, Amerca (Chopter 3; Astral America) 1986,

OBSESSION and tha circulatory self reflexive logic of the hook-up. themes
observed and reported by Ballard In his psycho apocalyptic fiction and by
Boudrlilard in the crypto fiction of his theoretical discourse on America. Themes
with brood sociol ond psychelogical implications, themes that optly lluminate o
discussion of the works in this collection of video topes. Themes that describe
the major cultural snifts of the eighties, and an anthology of short video pieces
that display the primary choaracteristics that have been embodied in the twenty
year development of video as art practise.

Dispense with the term Video Art, we have outgrown it, but we have not yet
grown Into the altemative term. Television Art, and perhaps we never will; it is too
fragile, too portentous. Medio Art has become a fashionable alternative,
suggesting a broodness, an encompassing o the technologies and
informational/cultural forms that shope electronic cultlure. However. Increasingly.
the site of 'Media’ s the screen, since most newspopers are produced on
computers, most pop music is produced on computers, most forms of
communication are becoming network bosed ond dependent upon the
phenomenon of Video to materialise. Video. in Baudrllard's conception above.
Is more than a technology for the storoge. retrieval, reconstitution and display of
images - it is o condition, an envelope, a given. amost, whose pervasivenass is
unparallelied even in comparison with the prnt revolution of an earlier phase. So,
Video is what we ore addressing. Video is what Is on the Video Caossette that
this catalogue accompanles, Video is the technology whereby the images were
produced, Video is the condition that shapes the thinking of the artists
represented In this pockage. ’

Man and machine. tha interfoce between us and our environment, the means by
which we know the universe. An obsession with the man-machine Interface, with
the technologles of communication, is a commen and understandable
obsession for those working with video, LEl COX's *'TORSO". reminiscent of the
works of Influential German artist Klous Von Bruch, typifies this obsession, The
jerky, spasmodic movements of the mole torso superimposed upon Images of
telecommunications equipment, suggest an interdependence of the fwo forms
with the sinister implication that the body becomes an extension of the
technology - the prophylactic function of fechnological form as remote sensor of
the body replaced by a new configuratfion. a nefworking of hardwired
technology with the 'soft' bionetwork of bodies. of consciousnesses.

An cbsessive re-rendering of particular iImoges Is the keynote of o series of
recent topes by PICTORIAL HEROES, who address the political power of media
representations through a combination of deconstruction. appropriation and
adaptation, while at the same time referencing the oesthetic development of
Video and thelr own historical position within thaf development, Throughout the
eighties, Video Internationally has often been characterised by use of key
images, usually derived from television, that are crystalisations of majer seclal,
psychological and culfural themes. In the early to mid, eighties. Imagery of war,
nuclear power, and Americal political/economic hegemony were common
themes in a host of video topes. In Britain, the Miners' strike. the Inner city riots of
the early sighties, the potent image of Britoin os Police State. became key
images. key themes. And internationolly, the destruction of the American space
shuttle become a potent symbel of the fragility of the Ametlcan Dream,
signalling, perhaps, a realisation that our future Is terrestial and that interplanetary
travel - a modern Dream of lcarus - Is not o viable optien. Indeed. far from baing
a route to the stars, o perspective on new and Infinite horizens, the space
programme s now seen exclusively and unavoidably as the expansion zone of
the Industrial Milltary Complex.

In "Sniper*, PICTORIAL HEROES ore asking who is being wafched and who is doing
the watching. with the suggestion that Survelllonce ond Voyeurism are closely
linked, Indeed, the popularity In the post of television pregrammes like 'Candid
Camera® could be read as preparation for that ultimate voyeurism which would
interlink television networks with survellonce systems to make us all complicit in
the exercise of social control by media. The sniper is not the one holding the
gun, but the eye beyind the comera, the eye watching the screen. In his highly
influential 1973 video fape. the American artist Richard Semo posfuloted that
‘Television Delivers People To An Advertiser”: the Implication of PICTORIAL
HEROES work is that “Television Delivers Pecple To A Network® and that having
been delivered, they are subsumed, they become functioning units within a
malecular structure of symbolic exchanges that aodd up to a meta-collectivism
predicated upon the myth of the self determined individual (consumer/owner
occupler/shareholder). This can be seen In operation with American cable tv.
home shopping networks, where the entire content of the programme, an orgy of
non stop consumersm. a consumarism of religious dimensions. is derived from
the complicity’ of its viewers. MNeither the programme itself nor the objects it offers
for sole have any meaning other than the llusion of community created by the
symbolic act of participation In the communion of consumption.



Sniper's key imoge of the gunsight superimposed on the scene sites the iape
very neatly within separate but perhaps parallel discourses. The metaphorical
coincldence of gunsight/surveillance camera links It to o broad discussion of
media and soclety, while at the some fime it has an almost sly subtext
addressed to informed viewers ond historians of Video - o self conscious
quotation of David Holl's 1977 tape TV Fighter® in which the
gunsight/bombsite/camera connection is applied fo images of second world
war aerial combat, Of course, the quotation of past Art has been solmething of o
keynote of elghtles cultire. but in Video it is vitually a structural principle of the
form, and it seems that Pictorial Herces' use of guotation is an lronic recognition
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'SMIPER" Pictorial Heroes, 1988,

If the exploding space shuttle Is a highly charged Image that maorks the end of a
dream - a Performance of ritualistic Intensity, o Media Event like the Kennedy
Assassination - then the option to dream of flight through space must once again
be intemaolised. UZ POWER's "A Cruise To The Universe® Is o different kind of
journey, Paper dragons chasing their talls arcund nebuloe of digital imagery,
manadala like images thot combine fairytale narratives with pan-cultural,
mythologles.Liz Power's vision of spoce owes nothing to the guantal, simulated
perspectives of mainstream computer graphics with thelr hyper real solid oblects
suspended In o deep linear spoce of Renaissance objectivity. Her space s
mottled, textured, constantly shifting:; a spoce In which “light Is warped and

refracted. taking on a liquidity rather than a linearity, It Is an emotional and
Imaginative space. a space of mysterious possibliities in which the unlikely is
likely to cccur. The only nod In the direction of conventional sclence fiction (or
astronomical theory) is in the final image of explosion/implosion - the Big Bang
and Its mimer, the beginning and the end of time.

MALCOLM DICKSON's “Arival/Departure” is a joumney of a different kind. though
one whose form Is familiar in eighties culture. The inter-relationship of travel,
landscope and memory are the baosls, the vehicle and the starting point for a
speculative narrative grounded both in shared expetiences - the particular
qualities of landscope seen from a frain window, for Instance - and in theoretical
discourse - Poul Virlio's assertion of the ‘Aesthetics of Disappearance’ (Pur War,
Semiotext(e) 1983) as the perceptual mode Induced by fthe mediating
experences of watching the world from a fraln or a car or on a television
screen. The narrative form of the tape s a digital form - frogments of observation
ike bytes of computer memaory. thoughts about memory itself that indicate ifs
centrality in a culture obsessed with its own past and shiving for a future in which
memory as the storehouse of past experlence forms the basis for an orfificial
inteligence that will perform the mechanical functions of preduction and
environmental monogement. But memory decelves. and the corporote
memaorles of Great Britain Inc. as archived in the databank of Mational Herifage,
are as fiimsy and transient as Date on a RAM chip. os insubstantial as the blurred
images of slowed down film that functien for us as the Sign of Travel.

The memory of Heritage, of fake historiclsm, Is lke a computer virus that has
already invaded our national thought process. our culture, and fhreatens to lock
us into self replicating Feedback. An escape from this is fo invent forms that
challenge both the fyrany of memory os repository of ossumed Truths” and the
pervasvenass of Media as the only means by which we know the world - forms
that expose these constructs for what they are - even if this proves to be
exposing the fact that 0 = 0 - such that by knowing them. we know thelr powear.

Throughout *Arrival/Departure” the phrase Is regularly repeated “Amnesic and
Memory constantly interfere with one onother*. Here are two concepts at the
heart of our conceptual models of o digital universe; the tension between
Memory/Amnesia and that of Interference. Interference is the phenomenon that
occurs when two beams of coherent light (laser light) meet, and is the
phenomenon that makes hologrophy possible, that fuels the drive toward the
ultimate image. the image that Is totally Indistinguishable from *the real’. the
image that finally abolishes *the real® s a concept rooted In rationalist thought
ond enshrined as an absolute. The Interference between Memaory and Amnesia
may thus provoke a conceptual holography that occurs, that asserts itself as an
undeniable phenomenon, but whose implication is the abolifion of the “reallty® of
memaory. In the dimensionless, factal landscape of the virtual realm. the digital
universe of "pure” information, amnesia Is the constant threat of annihilation: loss
of memory is the collapse of meaning. The hacker who infects computer
systems with virus programmes - the information terrorist whose target is Memory
- Is the mythological creator of monsters, the Frankenstein of the information
world,



The creation of “monsters® in the sense of the production of simulations, the self
consclous manipulation of arfifice, Is o theme running through many of the works
in this collection. CLIO BARNARD's tape ‘Dirt and Sclence”, though drawing upon
a common stock of imagery In womens' art - the domestic environment,
housework, cooking and cleaning - breaks with the realls or naturalism of
seventies and early elghties feminist art and gquite consclously utilises and
exposes the illusionism and artifice of television studio production. CAVAN
CONVERY and RICHARD COUZINS both firt with illusion, play with the expectations
of the viewer, while LEI COX in "The Parallel’ dismanties the lliusion of reflection fo
llustrate that at the digital level, the old rules no longer apply.

Many of the tapes in this programme are characterised by their brevity, and
none more so that the pileces by STEPHEN PARTRIDGE and CHRISTOPHER
ROWLAND both of whom produce interstices that punctuate the programme Qs
a whole, Describing each of his three 'Sentences' as a "Work for Television®
STEPHEN PARTRIDGE indicates an interventionist approach fhat recognizes the
fact that if there is any subversive potential In Video's Invasion of mainstream
television, It is in a form of contextual disruption rather than in an attempt to force
a segment of ‘'unmediated" ‘true® ‘representation® Inte the flow of
overdetermined media constructs, The utopean ideal of an accountable
'‘community' television looks less realisable than ever at this moment whean
multinational conglomerates are polsed to saturate the television landscape with
thelr unoccountable messages. However, the appropriation of small segments of
television's space (or time) may force open a small window through which other
points of view may be accessed. STEPHEN PARTRIDGE's “Sentences’ have a
peculiar gquality, like the works of Jenny Holzer, in that they take the formal
structures of seventies Conceptual Art and represent them in a late eighties
media framework: they are Post-Modermist in a very literal sense. They refer back
diractly to some of PARTRIDGE's earliest work in video, yet nevertheless they are
both quoting and appropriating an earier historial moment.

Conceptual Art ot the end of the eighfies Is just another Style to be bomowed,
even If the borrower can lay soeme claim to authenticity. The self reflexivity of
these pleces is significant nof just In terms of its relevance to the whole cultural
frame that encompasses "Made in Scotland’, but also In ferms of the underlying
structures of production and development in Scotfish Video. For under the
influence and tutelage of Partridge, the output of the Television Workshop in
Dundee is making o substantiol contrioution to British Video as a whole, in terms
of the quality and strength of the work, and In ferms of its self identification. That
is to say, its recognition of what video is and how it functions as technological
form. as culfural environment, as conceptual model. The Television Workshop
produces not only Video as object - the product of Individual projects - but also
Video os a meta structure that now clearly differentiates itself from fraditional
theafrical, cinematic, literary and Aesthetlc convensions. Video that knows itself,
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VIDEO AS REARMAMENT

To place '‘Made In Scotland’ In context and to ossess its relevance and Its
limitations, interrelated lssues come under scrutiny. Firstly, its relation to the area
of expermental/time-based art in Scotlond (and its potential confribution to it).
secondly, the assertion of the medium of video and Its growing fashionability in
the 'art world', Thirdly, its relation to the technology of mass communications as
a whole and the implications of that.

Previous portisan writing has reported the existence of artists work ond acfivities in
the areas of performance. Installation and video (1). In the early 80's this was an
invisible area In terms of Institutional art as represented ond perpetuated by
galleries and art schools. More recently, certain departments within Glasgow and
Dundee art schools have shed such indifference and are supportive of students’
work which alms to broaden out in its forms and concerns. Imporfed events. such
as the Mational Review of Live Art (now based In Glasgow) are now incorporating
Scoftish bosed work (by choice ond by necessity?). The *Audio-Visual
Expermental® Fastival in 87 and 88 has Included Scoftish artists or Scoftish based
work (as distinct from ‘Great Britain®) to a markedly visible extent (2), Through a
number of traceable events there con be Identified o body of artists af work who
are committed to drawing ottention to the practice. Video is the problem child
for the repressed parent of the Scoftish art world that it no longer can be satisfied
with Just being visible, but through its present stoge of develepment and In the
foreseeable future gims fo be Incandescent.

A counterpoint to new practices is represented by Varant magazine (originally
self-published it now receives a small grant from the Scottish Arts Council to assist
its printing costs, though still retaining o ‘samizdat’ approach). This explicitly
supports new endeavours which might confribute to a ‘multi-disciplinary’
approach to art practice and to apply a critical perspective to cultural
strategies. As editor, there is an underlying concern to articulate new
developments within o context of creative self-determination, on the one hand
against the prescriptions of culture by functionaries outwith Scoflond ond from
those who negatively hold key cultural positions within the country, and on the
other hand In confradistinction to the Iinsularity of other practices. such as
palnting. sculpture and printmaking. This is not from a pesifion of parochlalism or
nationalism (imagine the cultural situation In Scofland reversed), buf In the
recognition that an Indigenous culture has fo assert itself In its own terms. not
exclusive of, but alongside those elements which contribute to an active
infrastructure for particular practices - In this instance ‘art’. This outiining of a
position s not snobbery for all that which is 'extended media’, but to declare that
art Is multi-facetted and this goes beyond the concern with the art object itself.
This is not just contemplative, it Is theoretical and it Is operable. as several other
Journals through their convergence of ideas will indicate (since categotisation
brings accommodation. autonemy will be upheld).



The multi-categorical finds its parallel in the need for criticism, debate.
organisation and colloboration. Any change in the perception of art practice In
Scotiond (os anywhere else) must involve all the arts and nothing short of a
complete dismantling of the establishment that currently holds sway. Despite the
fact that there has never been a large forum for the relatively low number of
artists In Scotland {or any artists union). change occurs offen antagonistic to
‘given’ affifudes and the marketplace mentality - new forms and Ideas create
new and changing structures for their expression and dissemination, even If
transient and spasmodic.

Video does not have objective pricrity within such o scene. It does, however,
highlight the problematics as far as this article is concemed. In video, the manner
of working Is cbviously different from that of studic-based practices such os
painting or sculpture. Video, by applying up-to-date technology, does not make
it more pertinent when it comes to Individual artists’ work, but it does generally
provide o fertile area for crossover between mediums through the plurality it
embroces. Furthermore. video as a distinct practice has Its own specific
discourse and that this too offers diverse vocabulares and Interpretations,

Video for the arfist is not an accessible medium. The forms that the practice
take are lorgely governed by finance which in turn governs access. Usage is
facilitated by the Weorkshop sector, but has drawbacks In that it s underfunded
and not in possession of the post-production focilities that enable fairly simple
effects such as dissolves and mixes. Specialist institutions which do have such
equipment offen seem impenefrable. The problems encountered by artists have
been outlined in a report Steve Partridge wrate for the Scottish Arts Council in 1987
when fthat body were looking at possible ways of supporting the medium.
Itemising the problems in relation to 'Training'. "Access to Faoclities', 'Distibution’,
‘Exhibition and Production of Work', Partridge maode several practical
recommendations which could be opplied fo alleviate some of the problems
thereby faclitating a meore exciting ond widespread practice. In terms of a
reasonable support structure for video liffle has changed that is appropriate to its
development In those two years. (The Scottish Arts Council has established the
Mew Projects Scheme which aims to support time-based work in Its exhibition and
distribution. It is from fhis fund that 'Made In Scotland' is supported), :

‘Made In Scotland' comes In a line of several attempts to engage a ‘public’ with
the medium. Given its marginalisation and the small number of practitioners, it s
no swrprise that we find the same artists involved in the organisation of screenings
and events. Through specialist facllities at such a place as the video department
at Duncon of Jordanstone College of Art In Dundee, 'centres' of production will
be apparent. 'Made In Scotland' 5 not meant to be representative of a
widespread practice throughout Scotland, nor is it claiming to contain something
which we might Idenfify as Scottish work, as it work was of virftue simply by the
country It was produced in. The fitle then Is more for convenlence, an
uncomfortable one as It is given the repackaging of Scotland as o tourlsts

paradise and the genfrification of the country's cities (with the business Incentive
to *‘make a kiling in Scotiand™. '

The work on ‘Made in Scotlond' displays the range to which that tocl can be
opplled. As o review, It llustrates the sophistication to which digital technology
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can be put, The department at DJCA combines ‘expermental’ approaches,
graphilcs work, animation, computer applied images ond pop premos and while
it is choracterised by an eclecticism, this is not arbitrary, ond most of the work
and productions which emerge are highly individualistic.

Digital technology. In video and In television, has affected all the arts and is the
bearer of the mojority of codes in our image culture. Today, arfists have at their
disposal a means of engagement (or assimilation infe) Television, and beyond
that a means of critical intervention into the wider issues of the mass media (for
example see the work of the Arfangel Trust, Jenny Holzer and Krysztof
Wodiczko). Today many videomakers are aware of the marketplace and how
video con operate in and through the media. This foo is a pragmatic move -
one practice may financially support the other. Perhaps this marks a maturity in
artists’ perceptions of their roles in contemporary society a3 'image-makers
andfor ‘cultural producers’. The prerequisite to this., however, is the ability to
differentiate each area constructively and to know what each application is
doing. why you are doing It, and how It relates to the wider ideclogy ("ldeclogy
can be seen as a ‘complex of social praoctices and sysfems of representation
which have political consequences'™) (3). Such an awareness s rarely voiced
and even more rarely practised today, .

With the possible occommodation of video within the system which needs o
constant proliferation of new shyles to camouflage its supertficial fransparency, it s
more important that we always go for content ond contextuclise the work, Art
todoy too easily sings the proises of present aberrations of public society: the
city as theme park, and through Its acqulescence fails to contest human
gxperience os a telegenic commodity, Approaches to video, becouse the
means for commerciol and creative work ore the some., ore offen too easily
interchangeable with one anofher. A commitment to video within the 'ort confext’
then, should not only be aesthetic, but philcsophical and rigorously critical.

Mike Dunford in an article from Undercut criticises the video medium and offers a
reassessment of the radical self-reflexivity of ‘structuralist film'., An Iinformed
critique. though largely negative, It does serve to keep debate on the agenda in
its polarisation:

* .. an expermental and crlfical practice will always be marginalised in this
cufture, In favour of an expermental pracfice that s either politically reactionary,
or prefends to some kind of Impossible neufrality (look at the art scene In
painting). The present firtation of many video-artists with some kind of notion of a
commercially acceptable critical stance Is no more the political posturing of
many pop-groups, and becomes, similarly, o befraval of Ideals, and an
accommodation of dissenf and resistance”. (4).

The B0's are marked by entrenchment and fear with endeavours not so
experimental and not 0 aggressive as conditions require. The Thatcherite ethic
spreads the lllusion that it Is befter to play the gome (the gome of silence ond
compliance) than be marginalised against the might of that mass of public
opinion fhe Media apologists claim It Is serving. The Media (in this country at
least) repeats the lles of those In power In order to confuse. frighten, persuade
and to dissemninate a mediocrty with the excuse that it is 'freedom of choice’
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(what does ‘freedom of choice’ mean in a country with minimal civll rights and
lite regard for Its ‘citizens'?). Satelite Television heralds the-‘chewing gur for the
eyes dross of seaomless TV - more choice, yes, but less reason to choose

anything.

Baudrillard hos stated the pointlessness of trying fo infiitrate the media as a
socialist strategy; °... it Is nof as vehiclas of content but in their form and very
ocperating that media induce a social relation® (5). That soclal relation Is
mediated by Images and Is o one-way communication, where we become an
audience for fictlional events and disasters on TV that largely pass us by.
Furthermore as TV ‘carrias with it the paradigm of this culture - Incessant
consumption®() It is becoming increasingly difficult to distinguish reality from
llusion, With Pepsl-Cola going glebal into Russia, and Fun Londs and pleasure
consortiums blighting modern cities with banality and the commodity, the world
of the Spectacle is well upon us.

‘There is no longer any franscendence or depth, but only the Imminent surface
of operations unfolding. the smooth and functional surface of communication,
the image of television, the most beautiful prototypical oblect of this new era. the
surrcunding universe and ouwr very bodies are becoming monltering screens’.
Jean Boudrillard (7).

It is seemingly paradexical to suggest that the battle to maintain control over
some credible ideas in the modem world should begin as much in the Media os
it is in theoretical violence ond opposiional positions. It Is on area whose
discouwrse at once repudiates the all-encompassing values of consumerism and
at the same fime accommeodates the unorthodox. Despite - or should we say
becouse of - Baudrllard's panic theories and Insight into our present malaise, he
can at the same time appear on the front feature of the Guardian, on Channel 4
Television's'Signals’ arts programme and cholr our demise as public beings in
saminars at the Institute of Contemporary Arts.

Can one oscribe fo art the ability to franscend the reductivism of today's
exchange value mentality? Can the ‘artist do more than be self-conscious about
the contradictions of thelr position, or is it time to abandon art and talk of values?
‘Style culture' and its forced turnover of new ideas as novelfies with.a time span
no longer than their television fransmission maokes the power of images prosaic.
Once they hove sold the product, those flickering images, tumbling logos, 3D
images and scrafch house-visugls have served their purpose, they no longer
have ‘time’ In the world. With such o 'post-modern’ dilemma, where do we
begin to assess the drives to produce creative concepts and forms, as opposed
to the commerclal ones? Peter Suchin has provided a possible clue:

“Adverfisemenis have fo be slick and simple in fthelr iImplications because with
the Intensification of commodification the alm Is to Index (very) young peopla fo

dedicated consumption ... The task of art then .. Is to emphasise the’

permanence and relative coherence over time of concerns which cannot be
edifed into mere financial profit. ‘equivalence™ (8).

Suchin goes on to suggest that artists should "disturb - In many different ways -

the complacency of ready-made meanings. Art should become once again
something not enterfaining but suspect”. Such o challenge places the creative
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over the more Insipld aspects of video production by applying o theoretical
dimension which tackles the surrounding system, Here then, new cesthefic and
critical criterla are proposed - not In evasion but in engagement with
technological advances (from major productions to low-quality media based
art), Video can remould our perceptions and offer new modes of thought, given
the commitment and the time-span to do it. Video being the interface between
art and the spaoce of mass communications, can tumble us out of frome ond
offer - for better or for worse - a glimpse af our tomonow.

MALCOUM DICKSON

Notes

(n See Performonce Mogaozine Mo, 41 (1988) "EventSpace COne®

and Performonce Mogozine No. 54 (1988) “All the Rage”by Malcolm Dickson
Varlont Magozine No. 3 *101 Things to do with Time® by Alan Robertson

Alco Magozine No. 4 "Artists Television® by Steve Parfridge

File Magazing No. 1 (1987) on EventSpace 3 (Video from DJCA).

(23 This hos included video work from DJCA, lectures/presentation on
Transmission Gallery and their ongoing commitment to experimental work,
performances/installations by The Puberty Institution. Euan Sutherland. Elsie
Mitchell and Evelyn Jardine, and other screenings including film by Malcoim
Dickson and Pete Horobin from a pilot issue of Variant Video. Also at the 1988
festival a well-recelved screening was glven by Chris Rowland (co-ordinator with
Steve Partridge) of the work included on ‘Made in Scotland’.

f3) @Quoted by Judith Barry in an article "Women, repressntation, and
Performance: North Californio® in the book 'Performance in San Francisco’.

(4) Mike Dunford, "Video Art: the Dark Ages’, In UnderCut, the mogazine of the
London Fimmakers Co-operative, No. 16, 1986,

(5, @uoted by Alex Richards "Boudrillard and Hyper-Reality” in Here and Now
No. 4.

) E B Maple "Tum if Off° In Fifth Estate Vol. 19. No 1, Spring 1984,

{7} Jean Boudrilard “The Ecstasy of Communication®, Foreign Agent Series
pocketbooks, also reprinted In Mediomatics Magozine Vol. 3 No. 2, December
1988,

[£:)] Peter Suchin "Art and Fashion In the Age of Exchange®, Here and Now No.
5, Autumn 1987
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MADE IN SCOTLAND Il

ANNA RIDLEY

The United Kingdem Is on the brink of being less so with the infroduction of
several satellite TV systems designed to offer an unprecedented freedom of
choilce thereby dissolving or. at least. diminishing the idea of a shared
experience through television. Many television executives in charge of steering
the temestrial networks through this time of change take a gloomy view of this
weaakening of thelr power bose. However, satellite progromming appears only to
offer more of the some and. os one way observed, It seams ironic that the
viewear requires state of the art eguipment to receive re-runs of °l LOVE LUCY" in
black and white. Works by artists have only recently been found on our TV
screens In any substantial way and it is not at all clear if this will continue.
Advertisers, on the other hand, have blatantly borrowed ideas from artfists which,
it only in o backhand way, lllustrates the potential that thelr work has in reaching
an audience.

Over recent years, a number of artists have endeavoured fo find ways of
communicating directly with the public and this compilation "MADE IN SCOTLAND®
demonstrates the determinafion to bypoass those systems and markets which
serve only to limit or ploce restrictions on how the work is seen. The proliferation
of video festivals around the word indicates public interest in and support for
original and technologically innovative work. A number of works in this collection
demonstrate a high degree of technical skil and. more importantly, illustrate the
almost infinite varety that video offers in the transiation of ideas info visual form.
Tha potential for the authorfcreator to closely direct the process of realisation
can result in a very personalised expression where concerns and obsessions are
clearly communicated. This is perceptible in the emergence of a female
sensibility s manifested in the work of Clio Barmard, Sandra Christie and Liz Power,

"DIRT AND SCIENCE® by Clio Bornord tokes os the beginning the peeling of the
humble potato which leads to o cycle of enguiry. Domestic chores are Isolated
within o limbo diverced from their usuol mundane context so that they emerge
as the basis of scientific/philosophical gquestioning. The subtle loyering of Liz
Power's "A CRUISE TO THE UNIVERSE® creates an evocative and spiritual spoce
on the screen. The $mple elements of Sandra Christie's “FLY IN YOUR EYE" are
combined with delicacy giving the imoges a resonance in parollel with the
narrative. The reflective nature of the work being embodied In the treatment. The
disguiating implications of A MERE SIMULATION' by Cavaon Convery produce
echoes of o very different nature. The image of the distorted face at the
beginning whose pleasure in pronouncing the word "BOOM", performed so as to
confront the viewer, makes the |dea of the transition from boys games to a
man's way of holding power only too palpable. "SMIPER" by Pictorial Heroes is in
the spirit of video works in the early seventies which sought to alert viewers to the
selective and manipulative nature of broadcast television. Set firmly In the
elghtles, however, this work reflects the fragmentary and repressive state of
affairs today where people are seen as targets: a target audience for advertising
strotegies being the maore Innocuous of current frends.
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It is quite difficult to moke o successful compilation of short works. Too often, the
effect of one |5 overshodowed by whatever follows. In this case several of the
works confrost with each other, not in conflict, but rather as a presentation of
equally valid points of view so that they may be seen both individually and in
combination. TV scheduling rarely offers this kind of comparison: more often it is
by way of chance: mostly each programme employs various devices to fix our
attention. Despite ever increasing claims on our viewing fime. it is fo be hoped
that this kind of work will find o sotisfactory distribution system that will bring It
before oudlences around the world. Then perhaps we may realy begin to have
freedom of choice.

ANNA RIDLEY

e

*VIDE VOCE" Partridge, Phillips, Cunningham 1986,
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VIDEO ART:
THE SIGNIFICANCE OF AN EDUCATIONAL ENVIRONMENT

DAVID HALL

After more than fwenty years of practice. the view that video art Is an
established arfform s still difficult to accept - on one hand by the art world, and
on the other by broadcasters. Conventional, reactionary, and certainly monetarist
Ideals have generally stood as a barrer to both Its exposure in the commaodity
art market, or as a challenge to the formal conventions of TV (there have of
course been a few notable exceptions), Such an identity. or lack of It, has baen
a problem for many younger practifioners. Partly despairing of external
Indifferance. and partly tempted by possiblities of commercial success, some
are happier with the compromise of making conventionally attractive products
rather than pursuing the difficult path of personal innovation,

Video as a fine art practice has nevertheless survived; despite cynical rebuffs at
one fime that it wos merely a possing movement when it was and is a new art
medium. despite its Infongible form as an object-cbsessive art market; and
despite commercial temptations that harass the conscience of many a young
artist who can operate o caomera and edit sulte. It has survived, and s
perpetuated through the support of a handful of flexible funding bodies and.
more impartantly, through art colleges.

The art education scene, cerfainly In Britain, Is Inextricably linked with artists and
the art world; in the rest of Europe atfitudes vary tremendously: and in Morth
America many ‘professionals’ will not be seen deod near an art department -
other than on an occasional prima donna visit - for fear of being dubbed a
dreaded 'academic’. Yet without doubt ninety-nine per cent of all ortists starfed
out as art students. It may be that in North America insufficient emphaosis is
placed on contemporary Issues and debate, or maybe too much time Is spent
collecting credits in subjects elther barely relating or totally urrelated to the
practice. But here, the importance of the introductory period werking alongside
arfists cannot be underestimoted. Most artists do some teaching at some level,
often not only for financial support, but because the art college circult provides a
platform for confact and debate - debate that rarely occurs In the gallery world.
This Is on opportunity to discuss work openly. In progress, with few hang-ups
about social efiquette.

Video ort emerged out of. and has been sustained by, art colleges in this
country not only because of an empathetic and progressive context (though this
Is lately becoming limited by reactionary changes in the name of economic
rationalisation) but also out of necessity, since colleges of art have been the
main previders of the essenticl and expensive hardware. Many artists in Britain
have been dependent on thelr connections with these facilities in one way or
another since the early seventles. Occasional excursions. info the use of
commercial equipment are affractive but economically prohibitive especially if
censiderable time is required for experimentation - and grants from funding
bodies are extremely limited. Opportunities in broadcast TV ofe so rare as to be
discounted In terms of day-fo-doy production. And workshops, cooperatives and
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other publicly funded facilities, whilst cheaper than thelr commercial counterparts,
are still too few and undernourished, A video artist, unlike o paointer, cannot
function without considerable support.

Hence the college deparfment that actively encourages video work is Invaoluable
as a cultural and production context for students and artists alike. In this case.
education Is not only infended as a brief initiation pericd preliminary to coming
out info the real world, but is more an ongoing interface of introductory courses;
professional artists’ activity; common facilities: research and debate. There are
some critics who might argue that this situation is both insular and cyclic, yet unfi
an appropriate provision has been developed where ortists are odegquately
facilitated in thelr production as well as In the exposure of thelr products, It still
remains one of the most prolific workplaces.

Mare specifically, developing technology has undoubtedly influenced the nature
of the product at all levels and wherever it is made. These developments have
inevitably effected oesthetic criteric os well as making life easier. In the early
days of basic black and white portapoks, extremely limited editing facilities, and
no special effects, the tendency was towards fairly minimal but nevertheless
profound ploneering work. This was necessary ond appropriate at a fime when
concermns were generated in part by reductive ond ‘cerebral’ precccupations. If
it can be sald that now, this so called post-modemist phase, an Inclination has
developed towards more visually complex. even borogue artwork, then the
timely expansion of technical possibilities In video allows for greater image
manipulatien. The dangers though are that os the gop has groduglly closed
between the technology available to the artist and that used by for instance TV
companies, temptations inevitably arise to indulge in what is often only dick and
superficiol electronic wizardry, The medium here indeed becomes the message.
Conversely, the current availability of complex studio mixers. fime baose
comectors, mult-machine editing. ‘paint boxes' and other dedicated computers
can provide (with due caution for their many seductions) a very sophisticated
palefte inconceivable twenty years ago.

But perhops more Impertant than differences of how the work is made, where it
takes place. whether it is linked fo institutions, and whether one method is more
appropriate than another, s the question - whot is to be gained by any
educational context? And this Is meant to imply any gainful situation which
promotas an artist’s development, whether In o college studio or in a pub.
Clearly one cannot teach art practice yet one can learn a great deal, and this is
never-ending. not only by viewing others' work but by discourse in an informed
ond conducive climate. The romantic notien of the artist self-propogating In
isolation is a fanciful but merely mythical concept. Exposure and critical
reception are essential to a progressive arfist,

While this is frue for all artists in my view, it s nevertheless problematic for the
student or artist working in video. Problematic in that it is stil by far the youngest
medium to emerge. with a very short history and very little critical bock-up. All
but a very lew critical writings on video art to date have provided little substantial
material to which one can serously relate. And historical overviews, so far, are
rarely more than national propaganda promoting work from wherever the writer
haoppens to live. This lack of both specific insight and In-depth general
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perspective In critical literature doubly demands greater regard for meaningful
verbal discourse In whatever social and warking environment s available,

“A Force to be Reckoned With® David Kelly 1988.

It is Interesting fo note that despite setbacks the number of asphing artists working
with the medum is rapidly increasing. Quantity is encouraging, but quality may
be an Issue particularly in this broad "educational' context, Assessment of quality
is a difficult and dangerous ground - criteria shifting constantly. And whilst | do not
necessarily advocate perpetuating earlier concemns which haod thair roots in
concepfualism and structuralism (both out of minimalism) with an essential
seaking for a video “ocabulary' - an Identity specific to its form. | belleve there
Is stil @ necessity for a similor search for a personal aesthetic. the same
philosophic approach expected of any other fine artist. As has already been
suggesfed it is often easier to slip Info an easler route well established by TV
conventions (and this may be convenient to post-modernist objectives). In
traditional art media there are arguably no equivalent dominant parallels. Good
of bad, a painting Is a painting. uniquely created. By contrast video is capable
of similar Individual use, but is IKely to be manipulated by public or private
Interests who obsorb creative Idiosyncrasy info o faceless melting pot and often
regenerate it as tired convention,

Video arf, os distinct from the broader framework of other independent video
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which includes much video by arlists, is a fruly independent phenomenon. It has a
uniqueness in formal innovation and an Idiosyncratic approach to content, it
seeks fto explore perceptual and conceptual thresholds. and perhaps
incidentally, perhaps intentionally, it implicitly or explicitly decodes and expands
the condilioned expectations of those narrow conventions understood as
television,

Altltudes towards video art in colleges are in some waoys no less problematic
than in the artworld itself, Usually video activity exists side-by-side with traditional
media and usually there has been a struggle to establish It as a viable artform.
Justifications are difficult fo accept by those who know litte about it. And this s
complicated by its intangibility, ephemerality and Inevitable identity with non-art
practice. By comparison painting and sculpture have their history and critical
support, where video |5 Immediately confused with television and all that is
considered untenable in a hitherto classically established context. Also, art
departments are fraditionally underfunded, and to suddenly present a new
medium which demands resources equivalent to those in advanced sclence or
engineering courses creates something of a diemma.

However, It must be said that after twenty years a positive view might be that
while countless difficulties prevail there is. ronically, a determined and healthy
regime. The very problems encountered in pursuing on extremely demanding art
activity are not the deterrents one might expect when. for g serlous artist, there is
little oppeortunity to slip into comfortable complacency; when there are no short
cuts to easy financial turnover; and when there are comparatively less channels
for exposure and critical acclaim. It is the continuing enthusiosm  for
experimentation and discovery in a new and socially relevant medium which
stimulates the necessary determination among on Increasing number of artists,
This Is the motivation of the true artist. who will always insist on personal ideals
despite obstacles and the expectations of the status quo

Adapted from an arficle first published in The Luminous Image exhibifion
catalogue, Stedik Museum, Amsterdam 1984,

DAVID HALL
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CAVAN CONVERY
Cavan Convery experiments with images, *A MERE SIMULATION"®

themes aond languages derived from
television convention, especially the
more Ideclogically amblguous products
of the ‘'mass appeal’ Media.

Humour has always played an important
part in his work, often through the use of
visual puns and absurd juxfapositions
creating associations which may In their
usual confext be obvious or even
credible.

1987 Duration 3:09

Recent work comments on

the relationship between the male
artist/media perscnalify and mass
destruction and death, as exemplified
in modem technological warfare.

Malcolm Dickson's "Arival/Departure”
uses a past journey and previous
encounter to speculate on the notion of
memory and experience. This journey

may be real, imaginary or metapherical,

In the video, the monitor itself becomes
a dream screen anto which imaoges are
bullt. These take the recurring form of a
passing londscope and a close up of a
woeman's face. The video is constructed
on superimposition, dissolves, the
repetfion of iImages and the Interplay
between positive and negative imagery.

e text uses two voilces, one a persenal

narrative and the other which describes
certain psychoanalyticol ideas touched
upen In the first narrative.

The reawakening of images s not puraly for

reflection - the past is something we may
never expenence again - but to suggest

that as balance is lost it is confinually recov-

ered. Memaory, of the renewal of images

from the past fo be used In the present,
can be used to counteract the economi-
sation of fime within our culture as g
whole.

This video was made at the TV
Workshop at DJCA and made possible
by a bursary from The Scottish Arts
Council. It was originally devised as a
video fryptych which has been
exhibited as an installation at the AVE
B7 Festival in Arnhem, Holland and at
the Third Eye Cenfre, Glasgow,

"ARRIVAL/DEPARTURE"
1988 curation 11:30

MALCOLM DICKSON




Davld Kelly's "A Force fo be Reckoned
With" Is one part of "The Golden Boy
Comic Strip”.

"Lifes a Bastard® - One of the lines from a
cynical aggressve diatribe that mokes
the fromework of the plece. The
aggressive, defensive 'front’ quite
suddenly breaks down Info the relating of
a strange and vivid dream. \

The plece uses strong graphic images
and attempts to speak of the extremeties
of feeling locked inside a sedate,
repressive and mannerly English

upbringing.

Dave Kelly studied at Loncashire
Polytechnic and Duncan of Jordanstone
College of Art In Dundee.

*A FORCE TO BE RECKONED WITH"
1988 puration 3:12

DAVID KELLY

Clio Barnard's "Dirt & Science’ is Inspired
by a novel by Robert Irwin "The Limits of
Vision®, This Is the second short story by
Bomard (the first was "Still Life”) thaf
deals with a woman who is obsessed
with cleaning and household chores. She
meats Vermeer in het living room and
Leonarde da Vincl In her bath tub full of
dirty potatoes which she Is trying to
clean. The conversation drifts from the
implications of water formations in the
bath to the efficiency of cleaning oneself
in a bath of dirty water.

These meetings bring Into question the
very nature of obsession - whether it
takes the form of madness or genius.

Clio Barmard was barm in Califermnia,
brought up In Yorkshire and educated at
Leeds, Newcastle Polytechnic and
Duncan of Jordanstone College of Art in
Dundes.

CLIO BARNARD

"DIRT & SCIENCE"
1988 Duration 6:24

Other works include animations "Fish"
and *Walk* 1985/, Installotions
"‘Postcards & Filmstills® . "An Exftreme
Solitude® 1984 ond "Bilboard Girls'
1987,
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Liz Powers "A Crulse to the Universa’is
a special adventura story. Imagine
yourself on a space ship that can fake
you anywheral We see what lies at
the other side of the black hole and
find ourselves In a very differant
universe where imagination Is all that
you need,

Liz uses animation techniques ranging
from the sophisticated Quantel
Paintbox to simple but effective
rostrum and opfical fricks.

The Imoges are surprising and
charming with chinese butterflies, fish
and decorated dragons fraversing the
vold with ease equal to the space
ships that accompany them. The
world tums into a ball of wind that
gently blows earthly preconcepfions
and logic into the distance.

LIZ POWER

"A CRUISE TO THE UNIVERSE'

1988 Duration 4:00

Liz Power studied at Sheffield
Polytechnic then Dundee. L

Other works include 'Funny Robot® and
“Lithe Allen® 1987, "Choo Choo® and
*Sidney the Spider® 1988.
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Isabella Emslie uses a rhythmnic
soundtrack to drive her animation
‘Love and the Domaestic Appliance®.
The plece starts with two children
frozen at play in a tranguil walled
garden; the images of the real world
are suspended as this strange journay
through domesticity begins. A tower of
discarded household objects walts in o
red lined room, os though at tha centre
of a maze . from which ascape is
Impossible. Images are repeated, but
alterad by the changing context. The
box cbjects exist inthelr own right then
become masks for semi-human figures
that collide with the environment as
they dance.

zvanfs seem topsy-turvy in this du;.r L *LOVE AND THE
Id, t -
ngg,:ggf"%? none the e rei DOMESTIC APPLIANCE
1988 puration?:00

This work was made with an award
from the Scottish Arts Council and the
faclities at Duncan of Jordanstone
College of Arf.

— S ABELLA EMSLIE
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Richard Couzins employs relatively few Previous exnibitions include “Death® at

technological ‘tricks' In his work. The Kettles Yard in 1988 and "The National
general fesl Is that of seeing the thread  Review of Live Art® ot the THird Eye
pattern revealed when a carpet has Centre, Glosgow 1988,

been well wom. The construction of
ironic Juxtopositions has the effect of
leaving the audience in the position of
not knowing whether to laugh or wince.
Essentially Couzins Is dealing directly with
language. both visually and audibly.
His puns are often decidedly comy but
the general feel is that the work sits
precarousty on a tightrope from which
at any fime it could fall into
deconstruction, ; :

Mursery rhymes are intercut with
proverbs and limercks to creafe a
strange and enthralling narative.

"NICELY EXECUTED™®
1988 Duration 4:00

SANDRA CHRISTIE

Sandra Christle’s "Venus" aftempts to
manipulate the paralells between event *VENUS"
and memaory In order to bulld a picture of o

woman who wants to belleve in herself as 1988 Duration 4:30
an Individual person but cannot.
Venus (after all, this is who she wants to Sandra Christie studied at Duncan of

be!) places over impoertance on the way Jordanstone Coliege of Art and is now
other pecple sea her. She fears changig Iiving and working in Edinburgh, Her four
her ife in any way, she cannct see herselfin  channel video installation "Waking

arny other role other than the one she Dream” was shown af "The National
already portrays, She knows the score, but  Review of Live Art 1985" ot The Midland
her cholce is the lusion of magazines, Group, Nottingham, Other works include
television, history - her dreams are of ‘Fiy In Your Eye® 1987. and "The Last

finding beauty. love and fulfiment through  Dance® 1987,
these sources.

Venus's self destruction manifests itself
through the contrasts created between the
images used to present her fo us, and her
own perception of herself - In the form of
the narrative she uses, Venus is waiting for
life to hoppen - for the hero to anive.
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e e————— O T EPHEN PARTRIDGE

ﬂﬁ“gufﬂlw:r?gﬁn, & Mary Philips “SENTENCES 1, 2 & 3°

coloborated on "Vide Voce °. "
The idea for this work Is founded in 1988 various Durations

the experience of the Scotftish *"VIDE VOCE"®
landscapa which is offen threatening
but always powerful, The threat to this (THE THREES IN THE FOUR)

seemingly unchangecble presence 1986 Duration 10:30

was fraglcally underlined by the

Chemobyl disaster, Partridge felt that “Senfences 1.2 & 3° Three new works for
the best way to realise this work television. Sound by David Cunningham.
would be through Interaction. so he  Wry comments on our senfence here, or
invited Cunningnam. cempeser and  Interruptions in normal programming?
producer , fogether with Phillips,

singer & performer, to develop his Steve Portridge has been working In
idea. The sound waos created solely video since 1974, His video tapes and
from the volce of Philips, where the  Installotions have been exhibited
acoustic perspective mirors that of  throughout the world and has curated o
the landscope. The composition of  number of shows. In 1984 "Diclogue For
the images paralells the sound Two Playerss was commissioned by
structure weaving the parts together Channel 4 Television. He Is presently In

to complete the mariage. charge of video ot D.LC.A,
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Leigh Cox's work embodies a sort of Work hos been exhibited In Scotland,
manic-humour that often puts the viewer England, the Netherlands, U.S.A.. and
in an uncormfortable peosition, wondering  Jopan.,

whather the he/she is observing the work
of vice verse.

"Torso" was originally intended to be
screened In a gallery sifuotion amongst
paintings and sculptures, the tope would
nim cgnﬂnuullv.

‘The Paralell® is infended as an ' i
illustration of a confused ond frustrated LEI CAN FLY
man who caonnot decide if he has made 1988 Duration 1:10
;mﬁ lighl'li'l‘ mw’rsim on which direction to

ake, his counte ht is mirmored in a

Pl (rivas “THE PARALELL"

“Lel Can Fiy* illustrates one of Cox's Duration 2:
pre-occupations, the mystary of flight 1988 2:18
tinged with a deadly pun.

"TORSO"

1988 puration 1:10

LEIGH COX




Pictorial Heroes are Alan Robertson
and Douglas Aubrey. “Sniper’
re-axplores In a seres of short
eplsodas, actions, gestures and
images. a numioer of themes of a
braad cultural and peltical nature; in
particular the notions of a media of
survelllonce ond a jigsaw
interpretation of events and
experiences that were established In
the original “Sniper” tape (this is
version 2).The tape adopts an

eplsodic structure. forming short bursts

of energy - rather than the more

methodic narative form. This creates

the sensation of several storyvlines

happening at once, with the subjects,

locations and the technclogy

eventually converging, conflicting and

revealing.

The original “Sniper® won the second

prize at the *Smith Blennial Exhibition

1987, The second version tightens and
reinforces what was ariginally subiiminal
imagery te enhance the piece and

hopefully to clarify the issues dealt with.

Other works include "Reflections on the
Art of the State® 1988, “The Cover Up®
1987° and "The Last Man in Europe®
1987,

"SNIPER"
1988 puration 14:45

CHRISTOPHER ROWLAND

Christopher Rowland's pieces included * a
on the compilation were orginally made TOMATO MARTYR

for BBC Scotiand's 'F.S.D." programme, 1988 Duration 0.17
They are short ‘stings’ that were used as

punctuation marks to separate longer “SPLAT"

sactions of programming. much the

same as they are used hera. 1988 Duration 0.10
Ir their brenity they tell parts of o

continuing story that will eventually have

seven episodes, The story deals with the

Infamous deadly sins as experenced by

a tomato.

Other works (on a more serous note!)
have Includad "Rubweork® 19864, “Swipe®
1986, "Wakey Wakey "1987. and
Installations such as “Hothousa® 1988/9
shown at *“The National Review of Live
Art* 1988 in Glasgow. and at "Video
Positive "89° at Liverpool's Bluecoat
Gallery.
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