CONDITIONS OF USE FOR THIS PDF

The images contained within this PDF may be used for private study, scholarship, and
research only. They may not be published in print, posted on the internet, or exhibited. They
may not be donated, sold, or otherwise transferred to another individual or repository without
the written permission of The Museum of Modern Art Archives.

When publication is intended, publication-quality images must be obtained from SCALA
Group, the Museum'’s agent for licensing and distribution of images to outside publishers and
researchers.

If you wish to quote any of this material in a publication, an application for permission to publish
must be submitted to the MoMA Archives. This stipulation also applies to dissertations and
theses. All references to materials should cite the archival collection and folder, and
acknowledge “The Museum of Modern Art Archives, New York.”

Whether publishing an image or quoting text, you are responsible for obtaining any consents
or permissions which may be necessary in connection with any use of the archival materials,
including, without limitation, any necessary authorizations from the copyright holder thereof or
from any individual depicted therein.

In requesting and accepting this reproduction, you are agreeing to indemnify and hold
harmless The Museum of Modern Art, its agents and employees against all claims, demands,
costs and expenses incurred by copyright infringement or any other legal or regulatory cause
of action arising from the use of this material.

NOTICE: WARNING CONCERNING COPYRIGHT RESTRICTIONS

The copyright law of the United States (Title 17, United States Code) governs the making of
photocopies or other reproductions of copyrighted material. Under certain conditions specified
in the law, libraries and archives are authorized to furnish a photocopy or other reproduction.
One of these specified conditions is that the photocopy or reproduction is not to be “used for
any purpose other than private study, scholarship, or research.” If a user makes a request for,
or later uses, a photocopy or reproduction for purposes in excess of “fair use,” that user may
be liable for copyright infringement.
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Ms. Heske plans to exhibit her video computer paintings and her
hand-made rice paper computer drawings. She is sending me 2
precise budget for the shipping of these works, which I will
forward to you next week. The Institute for Contemporary Art
would like to request funding for the shipping of the works and
airline tickets for Ms. Heske. We cannot show Ms. Heske's work
without your assistance. I look forward to talking to you about

this proposal further. Thank you for your time.
Z?ey,
c K&K&@tman

Program .Coordinator




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

_Collection:
| The Museum of Modern Art Archives, NY MoMA PS1

e ns’ttute‘q“i’onmp’ orary Ar <

46-01 21st Street Alanna Herss, N
Long Island City, NY President and Executive - |
11101-5324 Director

718 784-2084
212 233-1440

September 1y, 18y

Ms. Pettersen

Consul of Norway

825 Third Avenue

New York, New York 10011-7584
A 3

Dear Ms. Pettersen:

As T mentioned in my letter, I am sending you the precise budget
for MariannetHeske's exhibition at the Clocktower Gallery in
January 1990. We would like to ask the Consul of Norway for $5800
to cover transportation of the works and Ms. Heske's airfare. If
you need any “information which I have neglected to include,
please call.
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C [ /
Rebecca Quaytm =
Program Coordinator -

P.8.1 Museum 46-01 215t Street, Long Island Cry NY 1101-5324, (718) 764-2084, (212) 233-1440
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Te Institute for Contemporary Art

46-01 21st Streer Alanna Heiss,
/ Long Isfand City, NY President and Executive

- 11101-5324 = Director

718 784-2084
212 233-1440

Budget for Marianne Heske
The Clocktower Gallery

The Periphery, Part 3
January - March, 1vv0

Artists Fee $1,000.00
Artists living for 10 days . $1,000.00
*Airline (round trip) $ 800.00
*Transportation $5,000.00

9601-662 (212) '050b-€1001 AN 4104 MaN 120115 pieuoa] g Asejjeg 1amo3naojg ey

Preparation of gallery

1 P24 S hr st Sl hir:h 288.00
Materials: fabric, paint, lights, hardware 350.00
Installation: 2 people x 32 hrs x $12 : 768.00
Deinstallation: 2 people x 16hrs x $12 384.00
Signage 500.00
Newsletter 1000.00
Announcement cards 1500.00
Advertising 500.00
Opening (preview) : 500.00 -
Documentation : 500.00
Gallkery maintenence ; 2000.00
Curatorial and administrative costs > 2000.00
Insurence (two months) 350.00

i - : TOTAL $18,440.00

i
P.S.1 Museum 46-01 21st Sureet, Long Island City, NY 11101-5324, (718) 784-2084, (212) 233-1440

r. T
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MARIANNE HESKE
Born: 21.2. 1946, Aalesund. Norway

EDUCATION:

Bergen Kunsthandverksskole, Bergen, 1967-1971

Ecole Nationale Supericure des Beaux-Arts, Paris, 1971-1975
Royal College of Art, London, 1975-1976

Jan van Eyck Academie, Maastricht, 1976-1979

ONE PERSON EXHIBITIONS:

Cité Internationale des Arts, Paris, 1973

Galleri J. Aasen, Aalesund, Norway, 1973

Galleri 1, Bergen, Norway, 1973

S. J. Konstforening, Malmg, Sweden, 1973

Galleri Koloritten, Stavanger, Norway, 1974

Galleri 71, Tromse, Norway, 1978
Bonnefantenmuseum, Maastricht, the Net.erlands, 1978
Galleri F 15, Moss, Norway, 1978

Galleri Norske Grafikere, Oslo, Norway, 1978
Fotogalleriet, Oslo, Norway, 1978

Sieglinds Galleri, Aalesund, Norway, 1978

Bergen Kunstforening, Bergen, Norway, 1979
University of Alberta, Alberta, Canada, 1979
Henie-Onstad Art Centre, Oslo, Norway, 1981

Bergen Kunstforening, Bergen, Norway, 1981

Galleri Sct. Agnes, Roskilde, Denmark, 1982

Galleri Kampen, Oslo, Norway, 1983

Galerie Art Contemporain J. et J. Donguy, Paris, 1984

GROUP- AND COLLECTIVE EXHIBITIONS:
GRAPHICS AND PHOTO:

Statens Hestutstilling, Oslo, Norway, 1970-1980
Vestlandsutstillingen, Norway, 1970-1978

La Jeune Gravure Contemporainc, Paris, 1973
Nordisk Grafikkunion, Bergen, Norway, 1975

Nordisk Grafikkunion, Helskinki, Finland, 1977

La Foire de I'Estampe, Centre Culturel de Villeparises, 1975,77
Made in Paris, Galleric Labyring, Lublin, Poland, 1976

The Ist. International Graphic Biennale, Miami, USA

The 2nd. International Graphic Bi le, Segovia, Spain

The 11th. & 12th. Inter | Graphic Bi Ljublj

The 5th. International Graphic Biennale, Bradford, England
The 6th. International Graphic Biennale, Crakow, Poland
The 3rd. International Graphic Biennale, Fredrikstad, Norway
The 2nd. International Graphic Bi I'Hermitage, Belgium

The 5th. International Graphic Biennale, Frechen, Germany (GFR)

Kunst per Post, Zwolle, Netherlands, 1977

Itinerante et Ephemere, Brussels-Antwerp., 1977-1978

L'Estampe d'Aujord'hui, Bibliothéque Nationale de Paris, 1978

Sieben Graphiker aus Norwegen, Oldenburger Kunstverein, GFR, 1978

Junij'78 - Hi a Marcel D! p, Moderna Gallerija, Ljubljanna, Yugoslavia, 1978

Fiesta de la Lettra, Barcelona, Spain, 1979

Now Drawing is..., Maronie Gallery, Kyoto, Utsubo Gallery, Osaka, Japan, 1979

Intergraphik'80, Berlin, GDR

International Impact Art festival '80, Kyoto Municipal Museum og Art, Kyoto, Japan, 1980

Natur — Arkitektur, Galleri 1, Bergen, Norway, 1980

5 Grafikere fra Vestlandet, Bryggen Museum, Bergen, Norway, 1981

Métronom - Mail Art Exhibition, 1980 &

Métronom / Artists’ Books, Centre Documentacio d’Art Actual, Barcelona, Spain, 1981

Mail Art for Peace, Kiinstlerhaus, Stuttgart, FDR, 1981

Grafik fran Norge, Nordisk Konstsentrum, Helsinki, Finland, 1981

International Graphics Festival in solidarity with the people of Central America and the Caribbean for
victory, Mexico, 1982

2e Exposition internationale «Petit format du papier», Belgium, 1983

VIDEO AND INSTALLATIONS:
Video International, Aarhus Kunstmuseum, Aarhus, Denmark, 1976
Video & Film Mani ic, B f Maastricht, NL, 1977
Norskt 70 tal, Kulturhuset, Stockholm, Sweden, 1979

Statens Hgstutstilling, Oslo, Norway, 1978, 1981

London Video Arts, ACME Gallery, London, 1980

Biennale de Paris, Centre Georges Pompidou, Paris, 1980

Norsk Billed, Konsthallen, Helsinki, Finland, 1981

Bergen Kunstforening, Bergen, 1981

Video exhibition, Malmg, Sweden, 1982

Galleri Asbzk, Copenhagen, 1984
Bergen international Festival, Hak

MIXED MEDIA WORKS:

Cité International des Arts, Paris, 1972, 1973

Grands et Jeunes d'Aujourd’hui, Grand Palais, Paris, 1974-1977

Realitées Nouvelles, Parc Floral de Paris, Paris, 1974

Grands Femmes, Petits Formats, Gallerie Iris Clert, Paris, 1974

L'Unique Objet, Galerie Iris Clert, Paris, 1974

La 2'iéme Foire d'Art Contemporain, Paris, 1975

Femmes Peintres et Sculpteurs, Musée d'Art Moderne de la Ville de Paris, Paris, 1975
Espace — Surface, Centre Culturel de Limoges, Centre Culturel de Chateauroux, 1975
Salon Contradiction, Centre Américain, Paris, 1975

La Jeune Peinture, Musée d’Art Moderne de la Ville de Paris, Paris, 1975, 1976
Groupe Dialogue, Unesco, Paris, 1975, 1976

Artistes Etrangers a Paris, Galerie les Contemporaincs, Genval, Brussels, Belgium, 1975
Life Styles, Institute of Contemporary Art, London, 1976

Landskap, Henie-Onstad Art Centre, Oslo, Norway, 1978

Experimental Environment, Reykjavik, Iceland, 1980

PUBLICATIONS:

«Fortellingen om Barbara», Incoloboration with Gunnar Staalesen, Pax editions, Oslo, 1971
Works and Notes, Maastricht, Netherlands, 1978

«Video dialogue», Kalejdoskop editions, Ahus, Sweden, 1984

«Project Gjerdelga», Universitetsforlaget, Oslo, 1984

Yong.

hallen, Bergen, 1984
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The Olympiad of Art, Seoul, Korea 1988.

o
(=%

Biennale de Paris
Biennale di Venezi

glis]i®
Le

elected bibliography

I~
2

Pierre Restany: "Voyage Pittoresgue", iilano 1986.

0[SO ‘€861 ‘193e[WeS *BYOgauUIAY

7861 “PINSOY “[1-01 ‘OU YUON ‘IYSOH JUUBLIE]N

0861 OISO ‘IHON-WNUE] “19][E1-0L UD[EN YSION

UDSUDIRS 7§ UDSYI[IND ‘pRISUYOr 3qqaH ‘J

‘Ul *LID]BW DYSHLINSUUNJWES S19[[B1-0L

0861 ‘S[9ssnig ‘IR -[BAUDD) ‘Of OU (/+ ‘1IB1IOd J] JBUBLIDUOD
LL61 ‘uadeyuado)) ‘9] “ou se1) ‘YSIH duuele WO

€161 “Uel *surg *S21RIONI| SI[PANON ST “«uou np a3e >

ud319g Ul SANISIIAIUN YL y

do) pue wiaypuoi] *0[sQ ul saIwap

[OMYIBID) 241210

:UISUDIPS Jeuun
:SIDPIN UBA WA
YYEUIPAOH 134
:SSOH UBAMIBJA
*AHdVY9OO0IT41d

wIdypuoi] pue

V UV 24l 1B 131N1d37] 1sann)

7861 ‘1861 ‘U2pIMS ‘pow() ‘AWIpEdY IIWWNG ‘UONIAS OIPIA JO PEIH

1861-6L61 “uddiag jo Awapesy 1y ‘sarydelg joyuauiedaq jo peay
*ONIHOVAL

1g d1ydeln) [eUONBWIdU ‘YIG
g 2wyde1n [euoneuIAu] YZL
*S4Z1dd

WU4D ‘udYRDILY ‘3
1so8n A “eueliqnlT *a

€861-1861 ‘Sishy 10j diysiejoyds 1eak-¢ JUIWUIIA0D UBIFIMION

6L61 ‘8161 *Sistuy 10j diysiejoydas ApniS puE [2ABI] 1UDWUIIA0D UBIFIMION
8161 ‘1Y OIPIA 10 JUBID) ‘[IDUNOD) LY UBISIMION

8L61-9L61 ‘SIStIY u12104 10J dIYsIE[OYIS 1UIWWIIACD YN

€L61-TL61 ‘$1sn1y u12104 10j dIYSIE[OYIS TUIWUIIA0LD) YIUDL]

SAYVMY ANV SINVIO

uondI|0) Wy A1) oSO
KemioN ‘osQ ‘A19[[eD [

KemioN ‘0[SO * !
ABAION ‘0[SO ‘211UD) 1Y PRISUQ-IIUIH
KemioN “uadiog “udedpajg uadiag
KemIoN ‘0[SO ‘pRUMINY YSION
PUB[UL] ‘INUIS[OH ‘WNIUSISUOY YSIPION
BIABUIDUEDS ‘UOIUNYYIJBIO YSIPION
SPUBIAYION ‘1YDLISER "WNISNWUDIUEJIULOY
eIAR|SOSN A "PES 1AON ‘MY UIIPOW JO WNISNN YL
sueq ‘sued op djeuoneN anbaylonqig
sueg ‘sued ap A
‘SNOILDFTT0D J179Nd NI AFINISTHdTH




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:

The Museum of Modern Art Archives, NY MoMA PS1 " Sy l %)

O/silloulEb St

Dear Rebecca,

included please find a color slide which I think can be repro-
duced in black and white. And a short biography. I will send
you a more completed later on.

Next week I will also have a meeting with the Minestery of
foreign Affairs. I will write you as soon as I know about all
the practical details.

IMPORTANT: The corners of the slide must be cut to 90° .

Title of the piece (it will be included in the show) :
"Full Moon Mountain".
Videof computerpainting on canvas, 1.70 x 2.20 m.

Sincerely, W%AKQVMJ¢F€§__—_

Marianne Heske
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STUDNTS
UTDANNELSE:

Bergens Kunsthandverksskole, Bergen, 1967-71.

Ecole Nationale Superieure des Beaux-Arts, Paris 1971-75.
Royal College of Art, London, 1975-76.

Jan van Eyck Academie, Maastricht, 1976-79.

Marianne Heske, fodt 21.2 1946, Alesund

ONT OO S0
28 SEPARATUTSTILLINGER, derav:
Cité internationale des Arts, Paris 1973.
Galleri 1, Bergen, 1973.
Bonnefantenmuseum, Maastricht, 1978.
Galleri F 15, Moss, 1978.
University of Alberta, Canada, 1979.
Galleri Sct. Agnes, Roskilde, 1982.
Galleri Kampen, Oslo, 1983.
Galleri J. & J. Donguy, Paris, 1984.
Heovikodden Kunstsenter, Oslo, 1986.
Galleri Ojens, Géteborg, 1987.
Le Lieu, Quebec, 1989.

GRSUT T X7/ B eSS
Deltatt med grafikk, foto, video, materialbilder
og installasjoner pa en rekke gruppe- og
kollektivutstillinger i @st- og Vesteuropa,
U.S.A., Canada, Korea og Japan.

Derav Statens Hostutstilling siden 1970, vand-
reutstillingen «Art in Norway today», 1985-87.
Valgtav leserne av Dagbladet og Aftenposten
til 80-4ras maler i forbindelse med vandreutstil-
lingen European Painters 1985-86.
Representerte Norge p La Biennale de Paris,
Centre Georges Pompidou, Paris 1980, La
Biennale di Venezia 1986 og Olympiad of Art,
Seoul, 1988.

Boavs:

PUBLIKASJONER:

Arbeider & Notater, Bonnefantenmuseum,
Maastricht, 1978.

Video Dialog, Kalejdoskop Forlag, Arhus,
1984.

Prosjekt Gjerdelea, Universitetsforlaget,
Oslo, 1984.

Voyage Pittoresque, Aftenposten, Oslo, 1986.

TEACHN 7
Lzrer ég foreles(é\x%ed»kunsmkademiene i
Oslo, Bergen og Trondheim, universitetet i

Bergen, Norges Tekniske Hogskole, Trond-
heim, Sommarakademien i Ume4, Kunstaka-
demieti Kobenhavn, Staatliche Klinstakade-
mie Diisseldorf og I'Université de Quebeca
Chicotimie, Canada. QR A G
Mottatestipendier fra bl.a. den franske, neder-
landske og kanadiske stat.

Statens 3-arige arbeidsstipend og reisestipend.

REPRESENTERT I FOLGENDE SAMLINGER:

Ville de Paris.

Bibliothéque Nationale de Paris.

The Museum of Modern Art, Novi Sad.
Bonnefantenmuseum, Maastricht.
Nordisk Grafikkunion.

Nordisk Konstsentrum.

CoONER
Forside/bakside: Marianne Heske: <Moment of frozen Eternity», 70 X 110 cm., tusj pé handlaget

koreansk papir.  (§>g0 /CafPUTOLIINIING O RICE PAPER )

that appear daily on the TV news.

Norsk Kulturrad.

Bergen Billedgalleri.

Henie-Onstad Kunstsenter.

Riksgalleriet.

Nasjonalgalleriet.

Oslo bys samlinger.

En rekke private samlingeri inn- og utland.

e VOVMAPST o Teldalielio

Panama, Civil Rights riots of 1960's, Chicago 1968, and New York City
1988) cut together into one chaotic melee.

Music, composed and performed by ELLIOTT SHARP, uses digital voice samples
of TV Evangelist Pat Robertson, editorializing on a biblical quote,
mixed with video rewind sounds and percussive instrumentation, to !

create a musical score that is as aggressive as the acts of violence ‘

Galleri J.M.S har den glede 4 invitere
til vernissage

Marianne Heske

«Moon Paper»

Lordag den 7. oktober 1989
kl 13.00

ap
GATEERISEVES

Niels Juelsgate 50, 0257 Oslo 2
Telefon: (02) 43 44 22 — 55 32 51

APNINGSTIDER:
Tirsdag — fredag kl. 11.00 — 17.00
Lordag kl. 11.00 — 14.00
Sendag kl. 12.00 — 15.00
Mandag stengt.

Utstillingen varer til 25. oktober.
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FREE SOCIETY

FREE . SOCIETY ORI

1988, 3 min. 22 s|
Video by PAUL GAR
Music by ELLIOTT |
(c) 1988 Paul Garza

FREE SOCIETY is an electronic collage de

martial brutality. Images of police and - :
contrasted with processed scenes O rioTsS Lrumt the worid
(including South Africa, West Bank, Northern Ireland, South Korea,
Panama, Civil Rights riots of 1960's, Chicago 1968, and New York City
1988) cut together into one chaotic melee.

Music, composed and performed by ELLIOTT SHARP, uses digital voice samples
of TV Evangelist Pat Robertson, editorializing on a biblical quote,

mixed with video rewind sounds and percussive instrumentation, to

create a musical score that is as aggressive as the acts of violence

that appear daily on the TV news.
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FREE SOCIETY

LB, 5 ki, 22 S=2Es
Video by PAUL GARRIN
Music by ELLIOTT SHARP
(c) 1988 Paul Garrin

FREE SOCIETY is an electronic collage depicting martial glory and
martial brutality. Images of police and military on parade are
contrasted with processed scenes of riots from the world over
(including South Africa, West Bank, Northern Ireland, South Korea,
Panama, Civil Rights riots of 1960's, Chicago 1968, and New York City
1988) cut together into one chaotic melee.

Music, composed and performed by ELLIOTT SHARP, uses digital voice samples
of TV Evangelist Pat Robertson, editorializing on a biblical quote,

mixed with video rewind sounds and percussive instrumentation, to

create a musical score that is as aggressive as the acts of violence

that appear daily on the TV news.
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2 R 2 A further seventy tapes were
Video : S S selected by the organizers as
i e : s eSS being of sufficient interest (o
FeStlval ; A A e B e be sr?own hors concours. The
! S B festival alsoincluded a display
of video magazines from the
Federal Republic, France, Hol-
land and Yugoslavia, together
with material and tapes from
Latin America and the Philip-
pines.

This extension to the festiv-
al found room for a number of
tapes which for one reason or
another could not take part in
the competition: work by Nan
Hoover herself and Gabor
Body submitted hors con-

; = .
cours, together with late-
a rr @ arrival tapes from Peter
: Weibel, Tony Oursler, Lydia

Schouten, Herbert Wentscher,

Giorgio Cattani and Maria

Vedder/Bettina Gruber. A spe-

A 4 cial mention deserves to be

in conjunction with given here to a tape by Sanja
Ivecovi¢/Dalibor Martinis. The
wit with which an initially

L) limpid pattern of order is

Nam Ju ne Palk {4 plunged into chaos only to
produce a new labile and

¥ makeshift order is quite

VIDEO WORKS 1963-88 breath-taking. It employs elec-
tronic means to produce a
joyfully anarchic tale in a
manner well suited to the
29 SEPTEMBER -1 DECEMBER 1988 medium. Bycomparison with,
for instance, Marcel Oden-
bach’s competition tape As If
Memories Could Deceive Me,
1986, which suffers from the
ponderousness of its own
sentimentality, the Yugoslavs
HAYWARD GALLERY come across like a breath of
SOUTH BANK CENTRE LONDON fresh air. But the extended

pProgramme served to illus-
trate the weaknesses as well
as the strengths of the inner
structure of this event: the
organizers held back from any
attempt to group the tapes
according to criteria deriving
from their content and res-
tricted themselves to a pre-
sentation in  alphabetical
order of the artists concerned.
This not only made access to
the material more difficult for
the visitor; it also had the
effect of making the intentions
behind the festival unclear to
the experts. ;

Thp point is that, apart from
Serving as a forum for video
art, the 1984 Videonale had
Put itself forward as a trend-

March/Anpril 17
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More than just High-Tech Video

‘Everyone says Paul is copying me. It is | who copy him.”
Nam June Paik

For some years now, Paul Garrin has been well known as the technical whiz
- kid behind Nam June Paik and Shigeko Kubota's video sculptures. Less well
known are the video tapes that Garrin has been making on his own since
1985. Seen perhaps for the first time after one of Shigeko's Japanese
feasts, these tapes linger in the memory as a haze of abstract narratives and
brilliant visual effects — the girl going to get some money from the cash
machine to score some heroin and then overdosing in what amounts to a
send-up of rock videos; the Japanese rock star going for a walk on the
Lower East side (where Garrin lives) and apotheosizing into some kind of
Olympic presence; and the TV evangelist cross-cut with images of martial
glory and martial brutality, not to mention footage of a black-tie
champagne reception with riots outside the window. Garrin's tapes toy
quite nicely with our notions of public and private space, using both original
and pirated news footage to make a tantalizing form of electronic collage.

Garrin went to work for Paik on the day that President Reagan was shot in
March, 1981, and spent the afternoon recording TV news broadcasts of
the event. Later, when he succeeded in making Paik’s Robot K-456 walk so
that it could get hit by a car on Madison Avenue in a staged event for CBS
news, Garrin was assured of further employment; he spent the summer
rebuilding Paik’s robot. No doubt used to such conceptual high jinks after
being a student of Hans Haacke, Vito Acconci and Martha Rosler at the
Cooper Union School of Art, Garrin came to video from a fine art, rather
than film, background. In fact, that approach is still evident in his extensive
use of digital feedback to achieve smoky, atmospheric effects. His use of
advanced video technology amounts to more than just “tricks’ or gratuitous
use of special effects. There is a new language emerging through Garrin’s
video works through the integration of specific images and the semantics
created through carefully considered uses of effects technology.

Through his experiments with the continuously developing video high
technology, Garrin has become a master at image processing. In A Place to

alsheldin Holland, Fr'ance anvd
Italy.

! Of.the 350 or so entries sent
in this year just seventy were
selecteq togo forward into the
competition proper, where
the fina] decisions were taken
by a Jury of international
composition (Jo Eckhardt,
Berlin; Nan Hoover, Amster-
dam; Lori Zippay, New York;
Alex Graham, London; Regina
4 | Wyrwoll, Bonn) who had a
{ Uy: number of prizes to award.
Outside the Competition a
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Hide, 1985, we follow the film noir peregrinations of a poor little rich girl
in search of drugs, up stairs and down alleys to the beat of a now defunct
Lower East Side band, 3 Teens Kill 4. i

InA Human Tube , 1985-86, we contemplate Japanese rock star Ryuichi
Sakamoto running across a deserted lot on Avenue C intercut with images
of the bombing of Beirut in an.amazing buzz of agonistic postures.
Throughout both tapes, the emphasis on running feet recalls Duchamp’s
Nude Descending a Staircase as eulogized in Shigeko Kubota’s 1976 video
sculpture. And in Free Society , 1988, images of authoritarian oppression
(riots from the world over, cut together into one chaotic mélée) play over
the face of TV evangelist Pat Robertson with a percussive musical score by
composer Elliott Sharp, who used the digitally-sampled playback of
Robertson'’s voice as the ‘notes’ of his composition. Ironically, Free Society
was in progress when Garrin found himself video-taping a police riot at
Tompkins Square in New York’s East Village. His footage, some of which
appears in Free Society , was crucial in exposing the extreme police
brutality that was rampant throughout the night of the riot. The absence of
TV news cameras created the potential for the police to deny their crimes,
but thanks to Garrin and others whose home cameras captured the
violence, and who provided their tapes to the news media, a full
investigation into the police misconduct is underway.

Throughout, Garrin’s use of found imagery is insistently tough, political and
intriguing — but then from the boy who grew up in Camden, New Jersey
(home of Campbell’s Soup) with a giant soup can in his backyard, who
would expect anything less?

Brooks Adams
New York, 1988

7 4
attempt to group the tape's
according to criteria deriving
from their content and res-
tricted themselves to a pre-
sentation in  alphabetical
orqer of the artists concerned.
This not only made access to
the material more difficult for
the visitor; it also had the
effect of making the intentions
behind the festival unclear to
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PROGRAMME

1 FREE SOCIETY (1988; 3:22min.) colour, sound
Video by Paul Garrin, music by Elliott Sharp

A HUMAN TUBE (1986; 5:18 min.) colour, sound_ :
Video by Paul Garrin, music & performance by Ryuichi Sakamoto

A PLACE TO HIDE (1985; 4:06 min.) b/w, colour, sound
Video by Paul Garrin, music by ‘3 Teens Kill 4’

HEAR NOTHING... SEE NOTHING... SAY NOTHING
(1987; 2:30 min.) Video by Paul Garrin, performance by Poppo
and the Go Go Boys, music by Elliott Sharp

THE DREAMING (1986; 3:30 min.) colour, sound
Video by Paul Garrin, music & performance by Ryuichi Sakamoto

A RAIN SONG (1986; 2:30 min.) colour, sound
Video by Paul Garrin, music & performance by Ryuichi Sakamoto

TV NEWS COVERAGE OF THE TOMPKINS SQUARE RIOT,

NEW YORK CITY, AUGUST 7TH 1988. (25:00 min.) colour, sound
Highlights of the television news coverage which details the

origins and developments of the events leading up to and

following the police riot in New York’s East Village, August

7th 1988

- AHUMAN TUBE, THE DREAMING and A RAIN SONG are excerpts from the
Video L.P. ADELIC PENGUINS with Kit Fitzgerald, commissioned and produced by
Sony Corporation, Japan. Adelic Penguins was originally performed live on the
Sony Jumbo Tron at the Tsukuba Expo., Japan, September 15th1985

Executive Producers: Yasuo Kuroki and Shohachi Sakai
Producer: Hiroe Ishii
Distributed by Sony Video Software, Japan

© The South Bank Board, the Author and Paul Garrin
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Video
Festival

In West Germany video as an
art form is still largely without
the proper infrastructure
~nich would serve to put it
icross to the public at large.
This is surprising because it
wvas here that video art had its
deginnings, in the work of
Mam June Paik and Wolf
ostell in the early sixties. (In
the seventies too it was Ger-
man artists who took the lead
in this field: for example,
Ulrike  Rosenbach, Marcel
Odenbach and Klaus vom
Bruch.) Despite this, video art
has notbeen integrated within
mainstream arts activity. The
museum world has not given
it adequate acceptance and of
course television remains
deeply distrustful of the video
form. Against this background
there have now been two
festivals of video art in West
Germany since 1984. The Marl
festival confined itself to
national video productions, a
fact which enabled German
TV's “Second Programme”
(ZDF) to appear as one of the
festival organizers.

The Videonale at Bonn on
the other hand is an inter-
nationally oriented festival
centred on a competition.
Born of the private initiative of

ree young people two years
4go and with extremely mod-
estfinancial backing, in 1986 it
succeeded in producing a
high  quality programme
thanks to improved finances
and the support of public
bodies. As a result, it need no
longer shy away from com-
parisons with the major festiv-
als heldinHolland, France and
Italy.

Of the 350 or so entries sent
in this year just seventy were
selected to go forward into the
competition proper, where
the final decisions were taken
by a jury of international
composition (Jo Eckhardt,
Berlin; Nan Hoover, Amster-
dam; Lori Zippay, New York;
Alex Graham, London; Regina
Wyrwoll, Bonn) who had a
number of prizes to award.

Outside the competition a
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further seventy tapes were
selected by the organizers as
being of sufficient interest to
be shown hors concours. The
festival also included a display
of video magazines from the
Federal Republic, France, Hol-
land and Yugoslavia, together
with material and tapes from
Latin America and the Philip-
pines.

This extension to the festiv-
al found room for a number of
tapes which for one reason or
another could not take part in
the competition: work by Nan
Hoover herself and Gabor
Bédy submitted hors con-
cours, together with late-
arrival tapes from Peter
Weibel, Tony Oursler, Lydia
Schouten, Herbert Wentscher,
Giorgio Cattani and Maria
Vedder/Bettina Gruber. A spe-
cial mention deserves to be
given here to a tape by Sanja
Ivecovic/Dalibor Martinis. The
wit with which an initially
limpid pattern of order is
plunged into chaos only to
produce a new labile and
makeshift order is quite
breath-taking. It employs elec-
tronic means to produce a
joyfully anarchic tale in a
manner well suited to the
medium. By comparison with,
for instance, Marcel Oden-
bach’s competition tape As If
Memories Could Deceive Me,
1986, which suffers from the
ponderousness of its own
sentimentality, the Yugoslavs
come across like a breath of
fresh air. But the extended
programme served to illus-
trate the weaknesses as well
as the strengths of the inner
structure of this event: the
organizers held back from any
attempt to group the tapes
according to criteria deriving
from their content and res.
tricted themselves to a pre-
sentation in  alphabetical
order of the artists concerned.
This not only made access to
the material more difficult for
the visitor; it also had the
effectofmakingtheintentions
behind the festival unclear to
the experts.

Th.e point is that, apart from
serving as a forum for video
art, the 1984 Videonale had
put itself forward as a trend-
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setter. It enabled a younger
generation of video artists to
come to the fore who have
since enjoyed some success.
For example, Axel Klepsch,
Jean-Frangois Guiton and
Norbert Meissner.
Renunciation of this trend-
setting role in 1986 meant that
the jury at the Videonale were
deprived of any clear aims,
with the consequence that its
members settled for a tried
and tested “right for TV”
aesthetic: John Adam (/ntel-
lectual Properties, 1985, an
hour-long video essay on the
theme of power), Dara Birn-
baum (Will-O-the-Wisp, 1985,
awoman ata window remem-
bers a past love affair) and
Llurex (/ronland, 1986, a land
art/narrative video with a for-
malist  cutting technique)
shared the money prize of DM
5000. The production prize
went to the young Dieter
Kiessling (Falling Disk, 1986),
the only possible choice for
this prize. The materials prize
(30 video cassettes) was like-
wise split in three, between
Hanno Baethe, J. F. Guiton
and Ivo Dekovié. A special
mention from the jury was
also received by Marcel Oden-
bach, Bill Seaman, Marc Wil-
cox, Gusztav Hamos, Fabrizio
Plessi, Vulture Video, Refael
Ortiz, Gorilla Tapes, Shalom
Gorewitzand James Byrne.
Quite irrespective of the
quality of the tapes for which
prizes were awarded, the atti-
tude of the jury was conserva-
tive. Amongst all the names
mentioned you will not find
any of the artists who were
genuine candidates for a prize
at the festival. This is no
accident. It is indicative of the
growing generation gap in
video aesthetics. The tapes of
the prize-winners show an
attitude towards the video
image which is becoming
increasingly rare. The more or
less “untouched,” “filmed”
video is a means of express-
ion dating back to the seven-
ties, when the “democratic”
dimension of video as a
medium was to the fore.
Electronic manipulation of im-
ages was at that time looked
upon as a technological fri-

| S

volity.

The awards made by the
Videonale jury were, there-
fore, a clear vote against
“technical tomfoolery.” But
what the jurors have over-
looked here is that the period
of fascinated trifling with ever
more special effects now be-
longs to the past. The tapes of
Dan Reeves, Paul Garrin, Axel
Klepsch or Norbert Meissner
do indeed rely to an extraor-
dinary degree on effects tech-
nology, but there has been a
significant shift in the inten-
tion motivating its use, to the
extent that video art may be
taken an important step for-
ward by it. Artists such as
these are beginning to break
free of the representational
function of the electronic im-
age. It is not that they are
seeking to abandon com-
munication as such, but to be
no more than a reflection of
the media is no longer their
main purpose, as it was in the
seventies. These artists are
moving directly into the world
of electronics and developing
a new grammar from the
“inside.” The result is images
which could not have existed
but for video. Here semantics
becomes electronic, language
becomes video-specific, the
images escape from “literary”
determinants and become
autonomous. This new level
of articulation is particularly
apparent in the work of Garrin
and Klepsch. Both have been
decisively influenced by Nam
June Paik (one as his assis-
tant, the other as his pupil).
But they are both engaged in
releasing the “video world”
from the old played-out con-
ceptsthathave governed it.

These were the exciting
aspects of the festival; here
was something new, of a sort
that can only emerge at a
“forum.” The jury erred in
believing that video is still the
experimental arm of televi-
sion as a mass communica-
tion medium.

Friedemann Malsch

Jasper Johns will represent the
US at the 1988 Venice Biennale,
with a show of work from the last
fifteen years,

Hans Haacke's Global Marketing 1986, featured in the retrospectiv
Haacke's work which opened at the New Museum in New York, in Jant

Tim Head’s ambiguous Mutating Cows 1986 (acrylic on canvas) which
f[rs( prize at the prestigious John Moores exhibition, held bi-annua
Liverpool. The image is derived from the logo on a popular brand of rmilk

New Ldndon
Galleries

Karsten Schubert opens a
new gallery in collaboration
with London dealer, Richard
Salmon, in April. His first
show is of recent sculptures
by Alison Wilding. Included
among shows planned for the
coming year is an exhibition

of drawings by sculpt
Richard Pomeroy opene:
large new space

Rotherhithe in February, v
a mixed show of paintir
drawings, prints and perfo
ance work by British-ba
artists. Kay Roberts’ Actt
ties gallery in Limehouse, ;
opened in February, witl
show of photo-works by
German artist, Axel Hutte.
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By SHEILA ANNE FEENEY

Daily News Staff Wnter

Paul Garrin was in the Brill Building on
Broadway Saturday night editing a three-
minute collage of historical footage and news
clips depicting police and military violence.

Hours later. Garrin. 31, a video artist and
producer. was taping the clashes in and
around Tompkins Square Park. near his East
Village apartment. He said he picked up his
Sony Video 8 camera as soon as he saw the
crowds

Garrin said he climbed atop a van “hoping
to protect myself.” and then “all hell broke
loose.” He said a cop grabbed his shirt.
knocked him to the ground and hit him with a
nightstick.

Sudden celebrity

Clips from his footage. which is about 30
minutes long. have been played repeatedly
on television and have become important ev-
idence in the allegations of police brutality
It has brought Garrin a sudden celebrity that
has consumed his life

“I gave it away for free,” Garrin said of the
lap_e. “It would be against my ideals to capi-
talize on this. I wanted to make sure the in-
formation about what happened would get

"THE AFTERMATH OF A

ootage gets himin door

out. From now on I'm going to charge for it,
though,” because the publicity is interfering
with his work.

Garrin said his phone hasn't stopped ring-
ing. The callers include reporters, fans who
praise him as a hero and anonymous people
who threaten him.

A paramedic who said he treated victims at
the park “‘told me if I needed protection to
let him know,” Garrin said. “He knew some
tough guys who would help me.".

“I've lost my privacy. and I can't get any
work done,” he said. Between fielding calls
and requests for interviews and copies of the
tape. Garrin has met with officials from the
police Civilian Complaint Review Board and
the Manhattan district attorney’s office.

Interest rises
The maelstrom of publicity may yield some
dividends.

Video magazines and MTV are suddenly in-
terested in Garrin’'s other videos. He plans to
produce two videos from the footage he made
in the East Village.

“One is a full-length, straight version.”
Garrin said. “The other one will be more styl-
ized. I'm going to call it ‘Saturday Night
Bash.””

THEY GAPE A HIS 'I’PE: Paul Garrin took 30 minute : f '
of the Tompkins Square Park clash. il

BILL LaFORCE Jr. DAILY NEWS
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Phone Items to (212) 303-2850

By Jessie Mangaliman

He went to jail, he said, for his

art. Eight days in all. And last
Clay Patterson showed the
public why.

His four-hour videotape of the
Aug. 6-7 riot at Tompkins Square
Park was shown in The Kitchen, a
video and performance center in
Chelsea. It was the same videotape
herefused for eight days to turn over
toa grandjuryinvestigating theriot.
Patterson, who said he didn’t trust
the Manhattan district attorney's
office to thoroughly investigate the
Police Department, was found in
contempt of court and sent to jai

“This is almost like a full-t
occupation that doesn’t pay,”
Patterson, a 39-year-old hat and
Jjacket designer. “This kind of tape
is not like Rambo. It's not a market-
able thing."

The video showing attracted
about 150 people — they paid $4
each — many of whom sat patiently
from 8 p.m. to midnight. Patterson
and his wife, Elsa, reviewed the vid-
eo from a catwalk above the crowd.
They wore hats Patterson designed.

Proceeds from the showing will
pay for transfer of the half-inch
home videotape to a one-inch pro-
fessional video format, Patterson
said. The one-inch format is suit-

Tes and 8 more ‘durd-
ble, said Patrick Moore, publicist
for The Kitchen.

As a video, Patterson’s work 1s
dark, uneven and shaky. “It could
have used some editing,” said Ira
ManhofT, a film editor who saw the
video with his friend Patrick Moyn-
ihan. They are both from the Upper
West Side.

“T had expected more graphic
footage of police violence,” Moyni-
han said. “I mean, there’s some,
but I saw more damning stufl”’ on
television.

Despite its rough quality, Patter-
son’s video was unexpectedly enter-
taining, said those who saw it, be-
cause it unfolds like a story with a
plot, characters and drama. The
fact that it was real contributed to
its gripping appeal.

It opens with night scenes of the
park — the skinheads and the
punks with wild hairdos milling
about, homeless people on their
benches and park people gree*"
each other: “How ya ¢-*

And once in a wl ?
of a firecracker.

A voice calls out.
boring. People w
Cops standing aroui
o'clock.”

Sureenough, at 1 ¢

MANHATTAN CLOSEUP

Tompkins Square Rio

MR TGN
. 30, 7%

!

t as a Video Show

audience to applaud and cheer.
While Patterson was prowling
with his video, he recognized a man
who once had chased him at an-
other park demonstration. ““‘What
you did to me was the same Nazi
that you're complaining to
them [police] about,” Patterson
said to the man, who apologized.
The video shows a neighborhood
priest acting as negotiator and talk-
ing earnestly with a group of dem-
onstrators. Some of them were in-
jured. Another person is seen trying
to call the Police Department’s
community afTairs office. Police of-
ficers in riot gear stand by silently.
These are the steadier moments.
In others, the video takes in police
clubbing demonstrators in the
street, then the camera is jerked
and pointed downward. A picture of
the sidewalk bouncing by appears
as Patterson runs from the scene.
“‘He’s running when the action is
happening!" s_aid T.‘Minskyi a

who watched the video.

“Well, he didn’t get clobbered,
because he ran from the scene,”
said Eileen Clancy, video distribu-
tor for The Kitchen, “‘Maybe that's
why we have this video.”

Such critiques notwithstanding,

_ there was general agreement in the
audience that Patterson’s work was
of historical importance. For one
thing, it has been shown to a grand
jury investigating allegations of po-
lice brutality in the riot. More than
100 people have filed complaints al-
leging police brutality. Coleen
Roche, spokeswoman for the Man-
hattan district attorney’s office,
said the grand jury investigation
‘was continuing.

The FBI is conducting its own in-
vestigation, looking into possible
violation of civil rights. That inves-
l.ign‘tion also is ongoing, said FBI

Newsday / Alan Rala

Patterson outside courthouse last month after his release from jail.

ment began. People chant: “It’s our
park! It’s our park!”
“No police state! No police statel”
“‘Hell no! We won’t go! Hell no! W
won'’t go!”
Later, mour* ~ \’\e
e
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FRIEDEMANN MALSCH

Produktions- und einen Ma-
terialpreis. AuBerhalb des
Wettbewerbs wurden noch

_ einmal rund 70 Tapes ausge-

1
! Im Katalog gibt Wulf Herzo-
. genrath in seinem Statement
auf die Frage nach Enttiu-
schungen und Hoffnungen
der Videokunst folgende Ant-
wort: »Der Videoclip und
sein EinfluB auf das Sehen
von Videokunst und das Ver-
. walten von Fernsehkultur!«.
 Ahal Aber — 140t die in der
_ Antwort beschriebene Situa-
tion hoffen oder enttduscht
der Videokunst entsagen?
Herzogenraths Auflerung ist
zweideutig oder auch unent-
schieden. Dennoch beschreibt

HANNO BAETHE. Fairy Tales

er eine richtige Situation, |
wenn auch am falschen Platz. !

In der Tat hat die Videokunst
in den letzten Jahren ent-
scheidende Verdnderungen ih-
rer Ehtik und Asthetik durch-
gemacht. Der Umbruch ist so
tiefgreifend, daf} er jene Ver-

mittler verunsichert, die bis- |

her zu den Vorkdmpfern fiir
Videokunst gehorten.

Andererseits hat sich das:

SelbstbewuBitsein der Video-

kiinstler gewandelt. Das l4r- .

mende Klagen vergangener

Jahre iiber teils bewuBtes Ver- |

meiden einer Auseinanderset-
. zung mit dem Medium ist ei-
nem in sich selbst verankerten
SelbstbewuBtsein von Spezia-
listen gewichen, das man mit
einem Bildtitel des Malers F.
Paul Grunert charakterisieren
kénnte: »Bild, damit die
schmeiffliegen beim fernse-
hen nicht vor langeweile ein-
schlafen«. Da n4mlich Flie-
gen und Libellen mit der
| 200fachen  Geschwindigkeit
des menschlichen Auges se-
hen, erscheint ihnen alles Ge-
. schehen in extremer Zeitlupe.
Sie bendtigen zur Aufrechter-
haltung ihres Adrenalinspie-
gels unerhdrt beschleunigte
Ereignisse. Die Spezialisten
; fr eine derartige Gestaltung
. sind die Kiinstler des elektro-
nischen Zeitalters.
Der Generationswechsel in
der Videokunst ist auf der
diesjihrigen Videonale so

2. Videonale Bonn

wihlt, die den Organisatoren

| interessant genug erschienen,

um im Rahmen des Festivals

| gezeigt zu werden. Zusitzlich

: Magazine aus

gab es in Extrablocks Video-
Frankreich,
BRD, Holland und Jugosla-

| wien zu sehen sowie einen au- .

Ber Wettbewerb laufenden

 Block mit Arbeiten aus La- -

Dieses »Internationale Fe-
stival und Wettbewerb fiir
Kunstvideos« in Bonn ist
nach wie vor das einzige sei-
ner Art in der BRD. Es bietet
die Mdglichkeit zu breiter In-
formation ilber das weltweite
Videogeschehen. Hatte die er-
ste Ausgabe 1984 unter Geld-
not und Unerfahrenheit der
Veranstalter gelitten und nur
einen mehr oder weniger will-
kirrlichen Einblick in die Vi-
deoproduktion jenseits der
deutschen Grenzen gegeben,
so war in diesem Jahr eine re-
prisentative Auswahl von Ta-
pes aus Westeuropa, USA,
Canada, Skandinavien, Ja-
pan, Lateinamerika und den
Philippinen zu sehen. Die Ini-
tiatoren und Veranstalter Die-
ter Daniels, B#rbel Moser
und Petra Unniitzer haben
die vergangenen zwei Jahre
zu intensiver Suche und Kon-
taktpflege im In- und Aus-
land genutzt. Das Ergebnis
dieser Arbeit war beein-
druckend. Eine wesentlich
bessere finanzielle Ausstat-
tung (Forderung kam vom
Kultusministerium NRW, der
Stadt Bonn und dem Kunst-
fonds e. V.) ermdglichte auch !
die Erstellung eines umfang- |
reichen Kataloges mit Text- .
beitrdgen von Peter Weibel |
und Bruce Yonemoto, State-
ments verschiedener Video-
kilnstler, Sammler und Ver-
mittler sowie die Beschrei-
bung aller im Festival vertre-
tenen Tapes mit Bild. |

Das Prinzip der offenen !
Ausschreibung wurde beibe-
halten, jedoch bestimmte eine i
Vorjury (Philomene Magers,
Wolfgang Preikschat, Uwe
Rith und die Veranstalter) aus
den rund 350 Einsendungen
knapp 70 Tapes fiir den ei-
gentlichen Wettbewerb. Diese
Vorauswahl war Grundlage
ftir die Endjury (Jo Eckhardt,
Nan Hoovery Lori Zippay,
Regina Wyrwoll, Alex Gra-
ham), die die Preise zu verge-
ben hatte: einen Geldpreis in

Gabor

teinamerika und den Philippi-
nen.

Die Qualit4t der auf dem
Festival gezeigten Arbeiten
war durchweg gut. Es gab of-
fensichtlich keine Schwierig-
keiten, bei einer insgesamt :
hohen Quantitit der Zulas-
sung einen gehobenen techni- |
schen und kilnstlerischen
Standard zu halten. Dies ist !
ein Zeichen fiir die gestiegene
Attraktivitidt des Bonner Fe-
stivals, das sich durchaus mit
traditionsreicheren Festivals
gleichen Typs in Montbéliard
und Den Haag vergleichen
lassen kann. Auffillig auch
die Tatsache, daf} die Vorjury -
nicht zdgerte, Arbeiten von
Kinstlern mit klangvollem :

DARA BIRNBAUM, Will-o-The-Wisp

Namen vom Wettbewerb aus-
zuschliefen. Neben den aufer
Wettbewerb eingereichten Ar-
beiten von Nan Hoover
(»Watching Out«, 1986) und
Bédy  (»Walzer,
1985), die Preischancen im
Wettbewerb gehabt hitten,

deutlich geworden wie noch
nie.

sind so bekannte Namen wie

NORBERT MEISSNER, A.1.C.. 1985 | Peter Weibel (»Gesnge des

Hohe von DM 5 000,—, einen
|

i

Srger—
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AXEL KLEPSCH, Doch Du bist Gut
und Edel

Pluriversums«, 1986), Tony
Oursler (»Evol«, 1985), Ly-
dia Schouten (»Beauty Beco-
mes the Beast«, 1985) und
Herbert Wentscher (»Alles
Bestens Il«, 1984/85) nicht
im Wettbewerb vertreten —
ein Zeichen fiir das unabhén-
gige Qualititsurteil der Juro-
ren.

Aus dem Programmteil
sind einige Tapes besonders

PAUL GARRIN, A Human Tube

erwihnenswert. Giorgio Cat-
tani (»Prisma«, 1984) produ-
ziert Tapes auf der Basis von
Musik. In seinem in Bonn zu
sehenden Band ist itber dem
minimalistischen ~ Donnern
des Sounds ein zweigeteiltes
Bild; unten ein schmaler
Streifen mit den Fiilen eines
laufenden Mannes in Real-
zeit, dariiber assoziative Bil-
der mit einer angedeuteten,
erst in der zweiten Hilfte des
Bandes vage einsetzenden
Story in wechselnden Zeit-
modi.

Maria Vedder und Bettina
Gruber (»Catfish Tango,
1986) zeigten ihre Auftrags-
produktion fiir das ZDF, eine
weniger videospezifische Ar-
beit, die aber mit ihrem kol-
schen Humor und der Skurili-
tit der Formfindungen beste
Unterhaltung bietet.

Sanja Ivecovi¢ und Dalibor
Martinis  (»Black&White,
1985) zeigten eine Arbeit ganz
in der Tradition von »Chano-
yu, 1983, Die Frische des in-
tellektuellen Witzes, der ein
zunichst klares Ordnungs-
schema zu einem existentiel-
len Chaos fithrt, um wieder
zur (nun gesch#idigten) Ord-
nung zuriickzukehren, be-
dient sich auf sehr plausible
Art der Manipulationsmog-
lichkeiten des elektronischen
Bildes im Sinne einer froh-
lich-anarchischen Erz#hlung.
Dieses Band hitte eigentlich
auch in den Wettbewerb ge-
hort.

Die Schwiche des Pro-
grammteils lag nicht in der
Qualitit, sondern in seiner
Struktur. Die Organisatoren
verzichteten vollig auf eine
wie auch immer geartete the-
matische Gruppierung der
Binder. Sie stellten sie nach
dem selben Prinzip der Wett-
bewerbsbeitréige in alphabeti-
scher Reihenfolge vor. Die
durchaus versténdliche Ab-
lehnung von Kategorisie-
rungsversuchen fithrte zu
mangelnder Griffigkeit des
Materials fiir den Zuschauer.
Zudem besteht in einer the-
matischen Gliederung des
Programmteils die Chance
zur Verdeutlichung eines in-
haltlichen Selbstverst4ndnisses
der Veranstaltung. Alle inter-
nationalen  Video-Festivals
auf europiischem Boden sind
in erster Linie daran interes-
siert, das breite Spektrum der
Arbeit mit Video zu zeigen.
In Bonn hat man sich schon
auf eigentliche Videokunst

beschrinkt, so daB Doku-

mentationen,  transferierte
Filme, kommerzielle Clips
usw. keine Beriicksichtigung
fanden. Das ist kein Nachteil
— im Gegenteil. Der Boom
der letzten Jahre im Videobe-
reich hat zur Uniiberschau-
barkeit seiner selbst gefiihrt.
Aber die Beschrinkung auf
einen schlecht abgrenzbaren
Produktionsbereich ist nicht
die Losung selbst, sondern
nur ihre Voraussetzung. 1984
wurde das  Festival-Pro-
gramm in L#nderblocks pré-
sentiert. Damit traf man eine
aktuelle Situation, denn es
gab in einigen L#indern ganz
deutliche nationale Stilmerk-
male. Inzwischen — so war es
auch in Bonn zu sehen — ha-
ben sich diese Unterschiede
weitgehend aufgeldst. Statt
dessen haben zunehmende
Einbindung der Kiinstler in
Fernsehprogramme und die
enorm fortgeschrittene Mani-
pulationstechnologie des
elektronischen Bildes zu einer
Splittung der kiinstlerischen
Arbeit mit Video gefiihrt. So
hitte man gut zwei themati-
sche Blocks aus dem Gesamt-
programm herausldsen kon-
nen, etwa zu den Themen
»Fernsehgerecht« und »Elek-
tronische Manipulation«. Ein
weiteres: vor zwei Jahren ge-
riet mit der Preisvergabe der
Videonale eine neue Genera-
tion von Videokilnstlern an
die Offentlichkeit, die in der
Folge zunehmende Aufmerk-
samkeit verzeichneten. Na-
men wie Axel Klepsch, Jean-
Frangois Guiton und Norbert
Meissner zeigten nicht nur,
daf es eine »Generation nach
Klaus vom Bruch« gibt, son-
dern zudem ein neues elektro-
nikspezifisches Interesse am
Bild(schirm). Damit hatte die
Videonale die Nase vorn, sie
zeigte den neuen Trend eben-
so wie ein verdndertes Diskus-
sionsklima bei den Jingeren.

Die diesj4hrige Beschrén-
kung auf »Spektrum« schlug
bei der Preisvergabe auch
prompt auf die Veranstalter
zuriick. Die Jury némlich teil-
te den Geldpreis auf drei
»fernsehgerechte« Tapes auf:
John Adam’s »Intellectual
Properties«, 1985, ein
S6mintitiger Video-Essay zum
Thema Macht; Dara Birn-
baums »Will-O-The-Wisp«,
1985, ein wirklich schdnes
Band, in dem eine Frau am
Fenster sich einer vergange-

nen Beziehung erinnert; und |

Llurex’s »lronland«, 1986,
einem Land-Erz4hl-Video mit

DIETER
Scheibe, 1986

KIESSLING,  Fallende

formalistischer Schnitt-Atti- |
tiide. Der Produktionspreis
ging an den Ruthenbeck-Schii-
ler Dieter Kiessling (»Fallen-
de Scheibe«, 1986), die einzi-
ge mogliche Entscheidung fiir
diesen Preis. Der Material-
preis wurde ebenfalls gedrit-
telt: Hanno Baethe (»Fairy
Tales«, 1986), J.-F. Guiton
(La Tache«, 1985/6) und Ivo
Dekovi¢ (»Linardo«, 1986).

lvh; KOVICIMARTINIS, Black and |
ite
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Eine besondere Erwdhnung

seitens der Endjury erhielten
auferdem Marcel Odenbach
(»As if Memories Could De-
ceive Me«, 1986), Bill Sea-
man  (»Telling Motions,
1986), Marc Wilcox (»Cele-
brities«, 1985), Gustay H4-
mos (»Die Killer«, 1986), Fa-
prizio Plessi (»Backwater«,
1984), Vulture Video (»Lo
pay No Way«, 1985), Rafael
Ortiz (»Bridge Party«, 1985),
Gorilla Tapes (»Till Death to
Apartheid«, 1985), Shalom
Gorewitz  (»Blue  Sweeq,
1985) und James Byrne (»La-
met«, 1985).

Unabh#ngig von der Quali-
‘it der jeweiligen Tapes war
. die Entscheidung der Jury
konservativ und verlief somit
quer zur Intention des Festi-
vals. Pramiert wurden mit ei-
ner Ausnahme (Baethe) Ta-
pes, die als fernsehgerecht
gelten konnen. Unter allen
von der Jury genannten Na-
men findet man nicht einen
einzigen der Kiinstler, die im
Verlaufe des Festivals als ech-
te Preisanwirter gehandelt
wurden. In diesem Umstand
offenbart sich kraf der Gene-
rationsunterschied im Bereich
der Video-Asthetik. Denn das
Etikett »fernsehgerecht« im-
pliziert stilistische Merkmale
| ebenso wie eine grundsitzli-
| che Haltung dem Videobild

gegeniiber. »Fernsehgerecht«

sind Arbeiten mit durchweg

didaktischer Intention, d.h.

sie beschrinken sich auf we-

nige elektronische Effekte ,
‘ haben oft eine Erzihlstruk-

tur, sind »entertainig«, ver-

zichten auf zu schnelle

Schnitte und haben oft lyri-

sche Unterténe und meditati-

ve Bilder. In diesem Sinne

| entsprechen sie dem Verstdn-
dis von Video, das aus den
70er Jahren stammt.

Die Entscheidung der Jury
war ein offensichtliches Vo-
tum gegen den »technischen

. Firlefanz«. Dabei hat sie aber
ibersehen, daB die Zeit der
faszinierten Spielerei mit neu-
en Effekten vorbei ist. Die

Arbeiten von Dan Reeves (»A

Mosaic For the Kali Yuga,

1986), Paul Garrin (»A Hu-

man Tube«, 1986), Axel

Klepsch (»Doch du bist edel

und gut«, 1986) oder Norbert

Meissner (»Ai.C.«, 1985) be-

dienen sich in auBergewdhnli-

chem Mafle der Effekt-Tech-

, nologie. Doch bei ihnen ist

, ein entscheidender Wandel in

| der Intention ihrer Anwen-

dung feststellbar, der der Vi-

deokunst erst ihre eigentliche

Zukunft zu erdffnen scheint.
Diese Kiinstler beginnen, sich
wirklich von der »Dokumen-
tarfunktion« auch des elek-
tronischen Bildes zu Idsen.
Ihr Anliegen ist nicht die
Kommunikation im Sinne der
70er Jahre, auch nicht die Er-
ziehung des Zuschauers flir
die ad4dquate Wahrnehmung
von Video. Sie steigen direkt
in die Welt der Elektronik
und entwickeln aus ihr heraus
die Grammatik des elektroni-
schen Zeitalters. Es entstehen
Bilder, die tatsichlich nur
durch Video existieren kon-
nen. Die Semantik wird vi-
deospezifisch, die Sprache
elektronisch, die Bilder verlie-
ren ihren »literarischen« Ge-
halt und werden autonom.
Besonders in den Arbeiten

von Garrin und Klepsch er-
scheint plotzlich eine neue
Ebene der Artikulation.
Nicht umsonst sind beide von
Paik entscheidend geprigt
worden. Aber sie sind dabei,
die »Video-World« Paiks aus
jhrer Konzeptualitit zu l8sen
und in ein Sinn-System zu
Uberfithren.

Hier waren die aufregen-
den Aspekte der Videonale,
hier wurde sie ihrer aufkl4-
renden Funktion gerecht. Die
Jury irrte — denn Video ist
nicht l4nger der experimentel-
le Arm des Massenkommuni-
kationsmittels Fernsehen. Filr
Video ist es, wie Vera Body in
ihrem Katalog-Statement
sagt, »die Zeit fiir eine neue
Syntax«. Zeit fir SchmeiB-
fliegen und Libellen.

DIETER DANIELS

Donauwellen

SKIZZENVON DER ARS ELECTRONICA LINZ
UND ORF-VIDEONALE

Zum fiinften Mal seit 1979
fand vom 20. bis 27. Juni 1986
in Linz/Osterreich die Ars
Electronica statt. Urspriing-
lich war sie der avantgardisti-
sche Teil des der klassischen
Musik gewidmeten Bruckner-
fests. Die Ars Electronica
nahm ihren Ausgangspunkt
von der elektronischen Mu-
sik, hat sich jedoch immer
stirker auch der visuellen

Seite von Kunst undTechnolo-
gie zugewandt, um sich mitt-
lerweile zu einer eigenstandi-
gen Veranstaltung von inter-
nationalem Rang zu emanzi-
pieren. Eine wichtige Unter-
stiitzung war hierbei von An-
fang an die Zusammenarbeit
mit dem osterreichischen
Fernsehen ORFE. Dieses Jahr
ging das ORF noch einen
Schritt weiter und veranstal-

‘ULAY und MARINA ABRAMOVIC, AAA-AAA, 1978

tete parallel zur Ars electro-
nica die ORF-Videonale, ,.€in
umfangreiches Veranstal-
tungsprogramm, teils im of-
fentlichen Raum, in der Stadt
Linz und im Park am Donau-
Ufer, teils in der gediegenen
Atmosphire des Bruckner-
hauses. Der Eroffnungs-
abend war dem aufwendigen
Multi-Media-Spektakel der
Gruppe Krypton aus Florenz
gewidmet, das den Linzer
Hauptplatz mit mehreren
zehntausend Menschen fiill-
te. Als weiteren Top-Act
fiihrte Diamanda Galas, So-
pranistin und Meta-Musike-
rin®, eine schwarze Messe mit
viel Pathos sowie Rauch und
Flammen auf: ,,Masque of the
red death“, ein von Adgar
Allan Poe geborgter Titel, die
Texte der Arien stammten
u.a. von Baudelaire und aus
dem Alten Testament. Den
AbschluB der Live-Events bil-
dete Arleen Schloss mit
A.E. BLABLABLA", eine
Aktion mit Schauspielern,
groBen Buchstaben, Regen-
bogen-Skulpturen von Ray
Kelly, Musik von Butch Mor-
ris und Choreographie von
Christa Gamper. Uber den
Tag verteilte Aktionen in der
Stadt konzentrierten sich zu
einem AbschluB-Event. Per-
formte konkrete Poesie und
spielerische Linguistik mit ei-
nem SchuB SesamstraBe wer-
den zu etwas, das ,,ebenso ein-
fache Unterhaltung — gleich-
zeitig liebevolle Parodie einer
einfachen Unterhaltung ist*.
(Peter Frank, Katalog Ars
Electronica S. 58)

John Sanborn, Video-Macher

no sabe nunca lo que # lizando en grabados y

trabajos en solitario on en
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Paul Garrin es uno de los [
videocreadores extranjeros

que ha permanecido en

Madrid durante todo el |
Festival de Video. Los

visitantes 1o reconocian
porque durante todo el

tiempo anduvo por los :
salones del Circulo de |
Bellas Artes con una fi
cédmara de 8 milimeiros,
de la que no se separaba ni |
un segundo. A sus 29 f
principal f3
colaborador de Nan June [

afios es el

Paik y autor de trabajos
muy
dltimo de los cuales,
"Adelic Penguins”, se ha
exhibido en este certamen

con caracter de estreno f;

absoluto en Europa,
Garrin dice que lleva

siempre la cdmara encima |
cuando viaja "porque uno 4
no sabe nunca lo que ki

puede  pasar”.

en Madrid ha podido

filmar al menos una fj

manifestacién de estudian-
tes y los

incluida una

calle" aunque esto no lo
suele hacer en Nueva York
donde vive habitualmente.
Su relacién con el video
comenz6 en 1980 cuando

1 estudiaba pintura en Ia

escuela de arte Cooper
Union en Nueva York,
donde se estaba especia-
lizando en grabados y

4 fija y

Y oasif
durante su corta estancia £

altercados
conbsecuentes con Ia |
policia, ademds de todo lo fi
que se le ha puesto a tiro, §
sesién
especial en el Museo del fi
Prado, donde est4 pro- |
hibido tomar fotografias. &
En general, dice que le
1| gusta "simplemente grabar |:
1| im4genes de gente por la
interesantes, el

litografias. El dice que se |

cansé del academicismo de

la pintura y comenzé a
interesarse por el arte |

conceptual y la tecnologia
Por entonces, el video
todavia no se habia desa.

mrollado  suficiente, "asi :{
que pensé que nunca f
llegaria a hacer nada con el
\{ formance con actuaci6n en

video".

De todos modos, empenzo i
{ a experimentar con la

imagen con  algunos
trabajos conceptuales "y

un poco politicos" hacien- [

do trabajos con imagen
textos.

ideas en circuitos cerrados

| y cintas de video sin fin |
14 efectos y el sistema video-
ti informético

"aunque todavia tenfa que
utilizar miquinas muy
viejas".

i1 Poco después descubrié
las posibilidades de editar
.| en magnetoscopios y rea- |
liza su primera cinta [}
4§ yectada en el monitor m4s
realidad -dice- era unacosa |}
muy primitiva a base de f.

propiamente dicha. "En

imigenes piratas de tele-

visién y cosas que grab4-

bamos por la calle".
Al afio siguiente, 1981,
conocié a Paik en Nueva

York. "Comencé a trabajar b
con €l el 20 de marzo de i
1981. Me acuerdo perfecta- |
mente porque ese fue el f

un dia importante para

mi."
Pero ademds de colaborar
con Paik, Garrin ha reali-
zado también

Luego i
empez6 a probar nuevas |

algunos |
« trabajos en solitario on en &

1Y 5116 F

colaboracién con otras
personas. El iltimo y mis
importante es  "Adelic
Penguins" que se ha estre-
nado en Europa precisa-
mente en este festival, en
colaboracién con  Kit
Fitgerald.

Este trabajo se concibi6 i-
nicialmente como una per-

vivo y para ello buscaron
la intervencién de Ryvichi
Sakamoto, el compositor
que participaba en la pe-
licula de David Bowie
"Merry Crysmas mister
Lawrence" y para su ejecu-
cién contaron con dos
magnetoscopios, cinco c4-
maras, un generador de

"Fairlight".
El espectacular resultado
se exhibié en el acto de
clausura de la superex-
posicién  tecnolégica de
Tsukuba, en Japén, pro-

grande del mundo, un
“jumbotron” de Sony que
sin duda aun debe constar
como tal en el libro
Guiness de los records.
Nada menos que una pan-
talla de cuarenta metros de
largo por 25 de alto y
500.000 tubos de imagen.

Garrin hizo después un
resumen que ha editado
Sony en video magnético,
videodisco y un LP para la

i banda sonora que es segiin
{ dice un "hit parada" en
{ Japon y que es lo que en
{ Madrid se ha presentado

€omo estreno europeo.
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FRIEDEMANN MALSCH

Das Dilemma
der GroBfamilie -
3.Videonale Bonn

Bonn, Kunstverein, 11.-16.9.1988

Paul Garrin gehért zu einerjiingeren
Generation von Videomachem, die
dhnliche Wege wie Vasulka verfol-
gen. Als Assistent von Nam June Paik

(seit 1981) hat er weitgehende Kennt-
nisse von hochmodemer Technologie.
Seine seit 1985 entstehenden eigenen
Tapes zeigen die technische Meister-
schaft des Umgangs mit dieser Bild-
welt. Aberiiber diesen Aspekt der Vir-
tuositdt hinaus wird besonders in
"Free Society" deutlich, daB Garrin
versucht, mit den Mitteln der Elektro-
nik zu einer neuen Grammatik der
Bilder zu finden. Aufnahmen von
StraBenkdmpfen, kniippelnden Polizi-
sten und Militdr aus der ganzen Welt
wurden zu einem Kontinuum zusam-

PAUL GARRIN, Free Soclety, 1988

PAUL GARRIN, Free Society, 1988

mengeschnitten, als Augenbalken
iiber das Gesicht eines beriihmten
amerikanischen Fernsehpredigers
gelegt. Dazwischen werden ironisier-
te Versionen militdrischer Paraden
libereinandergelegt, und das Tape be-
schlieBt eine Reihe von Einstellungen
von einer Cocktailparty, die sich vor
einem zersprungenen Fenster ab-
spielt, hinter dem StraBenschlachten
ausgefochten werden. Der Einsatz der
Technologie erfolgt hier zu interpreta-
torischenZwecken, die sich wiederum
nur mit den Mitteln dieser Bildma-

schinerie realisieren lassen. Die Mili-
tirparaden z.B. k8nnen so in ihrer mo-
nadischen Bildfunktion gezeigt
werden, die Panzerung der Person im
militirischen Apparat wird hier
evident. Garrin zeigt mitdiesem Tape,
daB Einsatz modemster Technologie
weder esoterische Theoriefihigkeit
voraussetzt noch zwangsliufig zu
einer Affirmation des Gegebenen
fithren muB. In diesem Sinne steht er
fiir eine ganze Reihe von jungen Vi-
deomachern, die ihre persénliche In-
volvierung in die Dinge des Lebens

1Y 5116 F

mit den speziellen Bedingungen der
elektronischen Bildsprache in Verbin-
dung zu bringen verstehen: Peter
Callas, Vin Grabill und Axel Klepsch
etwa zeigten ihre neuen Arbeiten
ebenfalls in Bonn.
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Video som vaben
( vipee #5 ~weAtsN) -

hovedet, mener

og hylende sirener, samt en

vide oproducenten Jenkelt patruljerende helikop-

ter. Uden at nd at spekulere

~WE

I

7 re SR T

nabo, har han folt sig i app}J-

- vender Big Brother Is Wat-
ching You-syndromet pa ho-
vedet. Nu kan alle, der onsker

gelser fra Tompkins Square -
og praduktionen vandt for-
steprisen pa Video Biennalen

THE DIRET, atp 4859LTE THE ' BEST— NEWSBAFER, IV
: , PENMARK,

A de stilhed - der normalt kun mer, vold og medieforstop- A i era -
\2 Manden med forstyrres minimalt af par- sition til det Amerika, han pelse pumpes ud til musik la’f gcz]l:valézv!VIdeocam

" videokameraet kan kens faste befolkning af nar- skildrer i f.eks. Free Society. Lower East Side-gruppen 3 Den russiske futurist Dzi-

- vyende Blg Brother komaner, drukkenbolte og Som det ideelle vdben imod  Teens Kiil 4 og Ryuichi Saka- ga Vertov, der var medstifter

Is Watching hjemlese - finder Garrin sin Reagans cmvbgyumvers har moto. Wk af bevagelserne Kino @jet og

A gade fuld af bevaebnede poli- han fundet videokameraet, Senest har Garrin fuldendt  Kino Sandhed, skabte i 1929

You-syndrometpa tifolk, biler med blinkende lys der - som han udtrykker det  Free Society - bl.a. med opta-  filmhistorie med den doku-

mentaragtige, men efter Gar-
rins mening konstruerede,

7 : r 5 X Manden Med Kameraet, der
Paul Garrin over Arsagen til det voldsom- det, holde oje med Big Brot-  iBonnsidste ir. blev til ud fra Vertovs idéer
3 me opbud af politi »lader« her, og har man noget pa Paul Garrin horer ikke til  om filmen som »et maleri af

& Garrin reflektorisk sit video hjerte, stdr medierne til fri de videokunstnere, der egent- kendsgerningere,~ - 2
3 5 8-kamera - som han altid bee- disposition. lig helst ville lave film, men »Amerikansk videokunst

i rer pa sig - og gir i gang med A v I som ikke har.rdd. Han be-  dode for ti 4r siden. I dag er
Video at filme. En flaske smadres, IV tragter video som et nutidigt alle 4 forblndede af teknik-

Af LARS MOVIN

En ubehagelig lummer au-
gustnat 1988 sidder Paul
Garrin. videokunstner og
-producer, i et eksklusivt vi-
deostudie i New York og ar-
bejder pd sin seneste pro-
duktion Free Society. Han
har en idé om at skabe en
slags »meta-TV« ved at kade
optagelser af demonstratio-
ner og blodige optojer fra hele

verden sammen med ameri-+

kanske militzrparader, og la-
de den ultrakonservative
TV-pra=dikant Pat Robertson
kommentere det frenetiske
voldsorgie p4 hagorund af El-
liott Sharps aggressivt ryt-
miske samplermusik. Pludse-
lig bryder airconditionanleg-
get sammen, og den hede,
fugtige sommernatteluft slar
som en klebrig uspiselig
masse ind i studiet. Garrin
opgiver at arbejde videre og
tager en taxa hjem til sin lej-
lighed ved Tompkins Square
Park i Manhattans berygte-
de, men efterhanden ogsd
fashionable, Lower East Si-
de.

Bevzabnet med video
Klokken er cirka halvtre
om natten. da taxaen ankom-
mer til East Seventh Street,
men i stedet for den forvente-

stemmerns bliver hgjere, ly~
dene voldsommere, og-i de
folgende minutter bliver Gar-
rin, gennem sin linse, vidne
til de mest modbydelige og
skanselslose voldsudlad-
ninger, der i et uforstéeligt og:
mareridtsagtigt inferno tord-
ner ned over de husvilde og
andre civile.

I sin lammede og manisk
arbejdende tilstand ser Gar-
rin pludselig, at de fleste be-
tjente encen har dakket de-
res skilte over eller helt taget
dem af. Han bliver klar over,
at noget er helt galt og flyg-
ter op pa taget af en bil for at
filme viders. Men her bliver
han set af en flok betjente,
der forst’slir ham pa benene
og tH sidst fir ham hevet ned
pa fortovet, hvor dé banker
ham med stave op ad en mur,
mens de forsoger at odel=gge
hans videokamera. Men det
lykkes ham at undsli med

FREE SOCIETY - stillbillede

uafhzngig videoproduktion i
Berlin, og i 1986 indledte ste-
det et samarbejde med Ber-
lins store filmfestival, der
netop er kendt for sin aben-
hed over for eksperimenter
og nye tiltag inden for film-
verdene.

Bevismateriale

Paul Garrin er lille og spin-
kel og ser ikke ud til at kunne
holde til mange knippelslag.
Men han er ogsa fraek, strit-
haret og hurtig, og da han
forst var sluppet i sikkerhed,
var han ikke sen til at indse
mulighederne i sine optagel-
ser. The Tompkins Square
Riot blev sat i gang som en

videobéndes:.

Her slutter forevisningen
af de efterhinden helt umu-
ligt rystede og merke opta-
gelser fra The Tompkins Squ-
are Riot, og lyset tzndes. Vi
er til videofestival i Medien
Dperative i Berlin, og oppe
ved siden af lerredet stir
Garrin og fortzller videre om
sit arbejde som videokunst-
ner.

Medien Operative har si-
den 1977 vzret centrum for

Perhaps HILL is still overly reliant upon
the juxtaposition of binary elements — the
text/the reader, the intimate interior/the
alienating exterior — which leads to a
narrowing of interpretation in the insistency
of its syncopation. At 44 minutes this

European Media Art Festival

Hoewel het in Engeland nooit zou zijn op-
gevallen, 1988 was het Europese jaar van
film en televisie, Daarom was er een uitge-

gelse  mellem
politiet, der havde et mellem-
verende med en del af de
hjemlese, og nogle boligejere,
der mente, at huspriserne i
omradet ville stige, hvis der
blev wryddet lidt op« i par-
ken. For at politiet kunne fa
lidt nfriere hzender« under ak-
tionen, havde man aftalt at
arbejde anonymt, dvs. uden
skilte, s ingen kunne identi-
ficeres. Og for at undga pres-
sedzkning havde man fast-
sat tidspunkltet for angrebet

LuUIId UL LU Al CTAYUIDILE 11T LTI
impressionistic, but almost abstract,
qualities. As far as I know this is the first

work by SEAMAN produced outside the USA
(Shear was made in Switserland) and the

climate, atmosphere'and landscape seem to
have agreed with him.

til lordag nat, hvor medarbej-
derne’'p2 de storste TV-sta-
tioner-holder fri. Derfor var
Garrins optagelser det eneste
bevismateriale - Lortset alt-
sé fra et antal blodende sut-
ter og bumser, hvic ord allige-
velikke tzller.

Sendag morgen ringede
Garrin til CBS og iNBC og til-
bed dem optagelscrne gratis.
Og samme aften hed en af ho-
vednyhederne pa 7'V over he-
le USA The Tomgkins Squa-
re Riot."Det samme var til-
faeldet aftenen efter. Og ugen
efter. Hos:New ,Yorks politi
fik man travlt med at spole
bandet langsomt izennem for |
at identificere dc betjente,
der havde anvendt unedig
vold eller skjult dzres skilte.
Alle blev suspendoret fra de-
res job: Og hjemme hos Gar-
rin begyndte telefonen at ki-
me - enten med tilbud om ar-
bejde eller trusler pa livet.

Paul Garrin, 31, er ikke en
hr. Hvem-som-helst, der ved
et tilfzelde er kommet i me-
diernes sogelys. Siden han
voksede op i Caraden, New
Jersey, med en gigantisk
Campbell’s Soup-dise som

\

Siden 1981 har Garrin for-
uden samarbejde med luksus-
Yunstneren Nam June Paik
markeret sig selvstzndigt
med produktioner som A Pla-
ce To Hide og Human Tube,
hvor den a anske droms
bagside i 1 af stofproble-

PAUL GARRIN

og effektivt medie med gode
‘muligneder for at na et mas-
sepnblikum. Qg sigande' for
hans. opfattelse af sine film-
kolleger er titlen pa hans nz-
ste projekt, der er endnu en
bearbejdelse af Tompkins
Square-banderie, The Man

IUCda UL @ dTITLLIVEIL UIVIUCU UCLWECTT WOTKS
deemed suitable or not suitable for prize

video circuit.

OSNABRUCK 1 - 11 September

van de opkomende internationale Media-
Cultuur belichtte. Van alle (Video-) (Me-
dia-) (Kunst-)festivals dit jaar was dat van

consideration, then it would seem well
placed to become a very interesting event
on what is becoming an extremely crowded

SIMON BIGGS

v_celheid aan film, video, televisie, installa-
tie, holografie, computerkunst, performan-
ce en muziek gepresenteerd. Het festival

ken, at de har glemt, hvad de
havde at sige. Det er pa tide,
at videokunstnerne xomumer
ud af skabet rent politisk og
begynder at bruge al den
avancerede teknik til at for-
midle deres holdninger med«,
siger Paul Garrin. g

breid aanbod aan festivals, conferenties en Osnabriick het grootste, het meest com-

was goed georganiseerd en aan het tijdsche-
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be growing with their development, ather
than diminishing, is of concern. All that
aside though, there were of course some
good works on show at the World Wide and
the Videonale — some of which even won
prizes. The general technical quality of the
tapes screened was very high, with most
works produced High Band and with
substantial resources — although the quality
of artistic vision only rarely rose above the
banal in an handful of works, leaving most
tapes seemingly of a precocious
professionalism.

In particular, at the Videonale, there was
a special presentation of Japanese video, all
of which were of high technical standard,
however even the most highly regarded of
the Japanese (KO NAKAJIMA) seems
incapable of producing anything of artistic
worth. NAKAJIMA himself appears to be off
in some cloud cuckoo land inhabited with
mystical mountains and the like. The
Australian video artist PETER CALLAS, who
lived in Japan for some years, suggests the
Japanese problem lies in their attitude to
technology, which they do not see as
divisable from their landscape (an attitude
towards it) but as arising from it. This
disallows them any critical access to their
medium, leaving, for instance, NAKAJIMA’s
work appearing as little more than
electronic post-cards.

Amongst those works that were of special
interest the American again had a virtual
monopoly — although not entirely. GARY
HILL'’s Incidence of Catastrophe (USA),
based on MAURICE BLANCHOT’s Thomas
the Obscure, saw him furthering his
concerns regarding the entropy of the text
and the paradoxes of reading and writing.
HILL has always produced challenging
work, but it has often fallen foul of a
dependence on structural theory, resulting
in closed texts disallowing the possibility of
the associative potential necessary in really
good works. However, with this new piece
he realises a new sensibility, introducing a
sensuality and personalisation of the
material that is especially evident in the use
of sound and lighting. HILL introduces the
artist into the work, who seeks to be
subsumed in the text but is ultimately
repelled by it, thus loosing his hope of self-
identification.

Perhaps HILL is still overly reliant upon
the juxtaposition of binary elements — the
text/the reader, the intimate interior/the
alienating exterior — which leads to a
narrowing of interpretation in the insistency
of its syncopation. At 44 minutes this

REVIEW

PAUL GARRIN ['ree Society 1988

problem is not unique to HILL, who to
some extent is employing the simplifying
strategies of cinema as an aid to the viewers
memory over a longer time period. Only
one or two video makers have managed to
produce work of this scale without resorting
to the scenario structure. Nevertheless,
Incidence of Catastrophe is undoubtedly a
major work.

Shorter video's seem far more succesful
in avoiding the problems that threaten
works such as HILL’s. Three tapes seen at
the Videonale (but not at the World Wide)
exemplified this quality, although in quite
different ways — AXEL KLEPSCH’s Das
Wasser ist viel zu Tief (West Germany),
PAUL GARRIN's Free Society (USA) and BILL
SEAMAN’s Shear (USA).

PAUL GARRIN ['ree Society 1988

Shear, the most rigorously minimal of
SEAMAN'’s work since the Watercatalogue, is
a short, punchy and sophisticated work,
exploiting video’s musical qualities with an
artful editing and superb timing. The
component images from which it is
constructed are exquisite in their
impressionistic, but almost abstract,
qualities. As far as I know this is the first
work by SEAMAN produced outside the USA
(Shear was made in Switserland) and the
climate, atmosphere 'and landscape seem to
have agreed with him.

OSNABRUCK 1 - 11 September

PAUL GARRIN's Free Society is partly the
result of the artist’s own accidental 4
involvement in a New York riot, during
which he was attacked and beaten up by
police. Mixing this VIDEO 8 material with
archive footage of other riots, GARRIN
processes the lot through the most amazing
array of digital editing and effects
techniques, resulting in one of the most
sensitive and masterly of hi-tech tapes
GARRIN shows that technology is a natural
and forceful instrument in the hands of the
right artist, being able to enhance our
experience of the latent emotion he must
have experienced due to the riot situation.
That the piece seeks to critique America’s
[ree society is not its strong point, relying as
it does upon simplistic and well known
signs of division and marginalization.
GARRIN is not an especially political, or
politically thinking, artist, but when he
turns his attention to issues of acute
personal interest, as with GARY HILL, he
succeeds. .

AXEL KLEPSCH’s new work also depended
upon the technological manipulation of the
image for its structure, although his intent
was primarily poetic. By opening up a
number of simultaneous windows onto the
components of his subject, KLEPSCH juggles
the possible readings around various
metaphors for human relations — as
between two lovers, or the author and
reader. Ultimately his view is a trifle
pessimistic, as the image of a sinking ship
comes to dominate his cataloque of signs. It
is here that the work comes dangerously
close to sinking in a sea of sentimentality,
which detracts somewhat from its otherwise
sharp edge.

These tapes were part of the evidence of
Bonn’s superior selection. Perhaps that it is
a biannual event helps a little here, giving
twice the works to consider, but most of the
tapes were new and previously unscreened
at major events. Maybe it is because the
selection procedures at Bonn are more open
and diversified than at the Hague that this
is the case.

If Bonn can get it together in regard to a
suitable venue, a budget for publicity — as
well as for visiting artists, critics and
curators (something the World Wide has
always done well) — and discontinue the
idea of a selection divided between works
deemed suitable or not suitable for prize
consideration, then it would seem well
placed to become a very interesting event
on what is becoming an extremely crowded
video circuit.

SIMON BIGGS

European Media Art Festival

Hoewel het in Engeland nooit zou zijn op-
gevallen, 1988 was het Europese jaar van
film en televisie. Daarom was er een uitge-
breid aanbod aan festivals. conferenties en

van de opkomende internationale Media-
Cultuur belichtte. Van alle (Video-) (Me-
dia-) (Kunst-)festivals dit jaar was dat van
Osnabrick het grootste, het meest com-

veelheid aan film, video, televisie, installa-
tie, holografie, computerkunst, performan-
ce en muziek gepresenteerd. Het festival
was goed georganiseerd en aan het tijdsche-
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SCOOPING THE PROS

A steady hand, a good eye and a camcorder
could be your ticket to the networks.

ew York City, August 1988.

Police angrily swing their clubs

as people, bloodied and beaten,
run frantically through garbage-strewn
streets. For several days last summer, such
scenes—coverage of what began as a pro-
test over a newly imposed curfew in
Manhattan’s Tompkins Square Park—
dominated network TV news. But what
made the Tompkins Square footage par-
ticularly noteworthy (aside from its shock-
ing brutality) was that most of it was shot
by local residents with camcorders—not
professional news photographers.

Not surprisingly, with an estimated 4.3
million camcorders currently in use in the
US alone, the Tompkins Square riot was
one of a growing number of news stories—
such as the recent Frankfurt air-show
disaster—where amateur videographers
scooped the pros at their own game. And
some professionals are now actively en-
couraging the trend. Cable News Network,
for example, has been soliciting amateur
news footage via its toll-free News Hound
phone line with great success. ‘‘There are
a lot fewer professional video crews than
there are amateur video photographers with
their own rigs,”” says David Feingold, na-
tional editor at
CNN. “The whole
idea is that by let-
ting people out
there know that
you want to use
their stuff, you’re *
increasing your
chances of get-
ting some news-
worthy videotape.”

Although most
of the networks
haven’t followed
CNN’s lead, they
are accessible
nonetheless. In
the case of Tomp-
kins Square, for
instance, the me-
dia first learned
about the con-
frontation via

By Steven Schwartz

phone calls from witnesses. One of them was
a 31-year-old video artist named Paul Gar-
rin, who used a Sony CCD-V9 8mm cam-
corder to record approximately 30 minutes’
worth of footage.

**There really wasn’t that much happen-
ing when I arrived at the front line,”” says
Garrin, “‘but I could feel tensions rising.
Eventually, I got on top of a parked van to
keep out of the way—and to get a better
camera angle.”

From this vantage point, Garrin was able
to record a particularly ugly flare-up in
which police charged a group of demon-
strators and onlookers. Garrin was con-
centrating on one victim when he himself
was spotted and attacked by the police.
Amazingly, he was able to keep the camera
going as they swung at his legs. ““I don’t
know how I stayed calm during that,”* he
recalls. “‘I never felt any fear; I just knew
that 1 had to keep the tape rolling. It’s
funny in retrospect, but while these guys
were swinging their sticks, I was trying to
keep them in frame.”’

Several hours later, when things quieted
down, Garrin realized that he hadn’t seen
any TV crews in the area, so he stopped off
ata pay phone and called the networks. ‘At

Calm before the storm: A frame from Garrin’s Tompkins Square

video shows police poised and ready.

4 a.m. on a Sunday morning, you’re not go-
ing to find anyone home,”” he says. “‘But I
did manage to get through to a night editor
at CBS and he said that someone would get
back to me after 8:00."" They did, and Gar-
rin eventually got through to NBC as well.

Both networks sent over reporters and
camera crews later that day. Garrin copied
his raw Video 8 footage onto their machines,
and excerpts began to appear on the news
that evening. ‘I didn’t charge the networks
anything,’” says Garrin. *‘The point was to
get the information out to the public. Money
simply wasn’t on my mind at the time.”” The
footage was used later by police officials in
an interdepartmental investigation of the riot,
resulting in the disciplining of two officers
in command and new training programs for
crowd control.

Not everybody is as selfless as Garrin, and
itis, of course, possible for amateurs to prof-
it by selling their videos. CNN’s Feingold
notes that his network pays about $125 (plus
travel and handling expenses) for most News
Hound tapes that get on the air. And some
amateur videographers have made con-
siderably more on exclusive news footage of
national interest.

For example, Dennis Todd, a broadcast-
tower consultant
in Nevada, claims
to have made
*““five figures to
date’” from his
footage of last
May’s PET-
COM rocket fuel
plant explosion
in Henderson,
Nevada. Todd
was doing rou-
tine tower main-
tenance on a
mountaintop
when he noticed
thick black smoke
coming from an
industrial com-
plex about two
miles away. He
didn’t pay much
attention to it un-

NOVEMBER 1988 29
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Woodbury atop Mt. McKinley.

til one of his co-workers pointed out a fire
a few seconds later. “‘It was extremely
intense—like a sparkler on the Fourth of Ju-
ly,”” Todd recalls.

At that point, he took out a Sony 8mm
camcorder (which he uses in his work), set
itup on atripod and let it run. Minutes later,
the first of four devastating explosions oc-
curred. After a second blast, Todd real-
ized he’d been watching the fuel plant.

As luck would have it, Todd had an ad-
vantage that few people in a similar situa-
tion could claim: He had gone to high
school with NBC news anchor Tom
Brokaw. Using a cellular phone in his
truck, he called Brokaw in New York, who,
in turn, put him in touch with NBC Bur-
bank. After several calls back and forth,
and as other reports began filtering in about
the disaster, the network’s interest in the
footage mounted. Eventually, Todd was
flown to Burbank after attempts to uplink
the material from Las Vegas failed.

‘I got to the studio and told them what
kind of connectors I needed,”” Todd recalls.
“*We plugged in the connectors, made sure
they worked in their machine, and I cued
up to one of the larger explosions. They
made a quick recording of it, some gal
grabbed the tape and ran off. And the next
thing I'm seeing on the monitor is Brokaw
talking in New York with my video behind
him. The whole thing must have lasted
about a minute and a half.”’

Later, Todd found himself poring over
a 10-page exclusivity contract with NBC.
““They used the word ‘universe’ a lot,’ he
recalls with alaugh. However, he stopped
laughing when the TV station that he’d been
working for that day on the mountaintop
(KRLR in Las Vegas) refused to pay him.
““They wanted a piece of the action,” he
says philosophically. *‘But I guess I'm
greedy, too. I mean, I have 10 minutes of
video and I'm paid thousands and thousands
of dollars. Now, what do you call that?”’

30 VIDEO REVIEW

SPECIAL REPORT
T e e Ry

Whatever you call it, the fact is money
is a major motivation for many video news
enthusiasts. For example, David Hollar, of
Rhodhiss, North Carolina, gave up his job
ata hometown newspaper five years ago to
pursue a career as a full-time freelance
video reporter. Hollar says that, on
average, he tapes between two and six
stories a week, for which he gets paid about
$75 each. Fortunately, he lives in a part of
the state rarely traveled by professional TV
crews. ‘‘Most stations within the 75-mile
radius from where I live will buy just about
anything newsworthy if their competition
doesn’t have it,”” he notes.

Hollar has outfitted his home and car with
police and emergency scanners to get story
leads, and although he uses aJVC KY-1900
videocamera with a semiprofessional Sony
%-inch VCR, he notes that comparable
quality can be achieved with many of to-
day’s camcorders. But he cautions those in-
terested in a similar occupation. ‘“You need
to be available literally 24 hours a day,’’ he
says, adding that ‘it’s probably not a good
career move for married people.’’

Other amateur videographers have found
ways to integrate news gathering into their
professional lives. Take Dr. Derrick
Woodbury of Bloomfield, Connecticut, a
36-year-old orthopedic surgeon with a pen-
chant for mountain climbing. Last spring,
he embarked on a three-week climb to the
top of Alaska’s Mt. McKinley—considered
by many to be the coldest mountain in the
world. Prior to the trip, Woodbury con-
tacted ESPN (Electronic Sports Program
Network) and sold them on the idea of a
video documentary of the climb (no one had
ever shot video footage of a similar climb
before because video gear ordinarily
freezes in intense cold).

Woodbury selected a Sony CCD-V9 for
his journey. ‘It handled beautifully,”” he
says. ‘‘There was a little trouble with the
audio because it was so windy. But overall,
the quality was outstanding. In fact, the
editors at ESPN thought it was shot on
Betacam. We were editing it for three days
before the subject even came up.”’

Woodbury took great pains to assure the
safety of his camcorder during the climb—
including taking it to bed with him.
‘“You've got to treat the camera better than
you treat yourself,"" he remarks. *‘It’s kind
of challenging, because you're freezing,
and the temptation is to say, ‘Screw the
camera.’ But my big concern was that if it
froze just once, I wouldn’t be able to un-
freeze it.”” In the end, however, Woodbury
was successful in his quest, returning with
four hours of footage (since edited down to
30 minutes for a September broadcast).

With camcorder sales still on the rise, it’s
likely we’ll be seeing even more amateur
video news footage in the near future.
Although most of it is still the result of be-
ing in the right (like Dennis Todd) or wrong
(like Paul Garrin) place at the right time,
it’s clear that a steady hand, a keen eye and
a camcorder can be a ticket to the majors.

In fact, that’s the message that ABC’s
weekly newsmagazine 20/20 will be con-
veying in an upcoming campaign to attract
more amateur consumer footage. ‘“The
fabric of American society is being cap-
tured like no other time in history on
videotape,’’ says Mark Golden, the pro-
gram’s associate producer. ‘‘So, we’re
really being afforded an unprecedented op-
portunity to catch those kind of things.
Now, it’s up to the public to act on it.”’[J
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verite

Death
threats won’t
keep Paul
Garrin from
talking or
showing his
tape. .

jiToPaulGatrinyneither the events
,l‘h?u faﬁq@ﬂ:‘r‘?_ﬁjt_e"ﬁ ‘and defined
edia;spoflight, nor the infor-
mation an sg&clﬁsidhs we are fed
about them gg‘ﬂé’@aniculan sponta-
neous orirrationalias many would be-
lieve. K eos construct an
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implicitsocjalcritique out of a recon-
textualize 58 mblage of visual in-
fonnaliolfﬁjig‘}fathers from the TV
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bythen

" and the day-to-day life on the city

streets around him. Recently his cam-
era became dangerously cffective as
the central documenting lens through
which much of our nation saw the full
horror of this year‘s Tompkins Square
Park riot. With his new video, ““Frec
Society,” Garrin continues to express
his probing concerns about the reality
and mass consciousness of our day.
Carlo McCormick: In casc of life imi-
tating art, you were already working
on the media imagery and implica-
tions of riots when the Tompkins
Square riot took place.

Paul Garrin: Right, this new piece
I've done “Free Society,” which incor-
porates footage I shot at the riot is
from an idea I had almost two years
ago. It was inspired by a number of
things. Every night on the news we
see riots everywhere. I'm a perpetual
pirate of TV news and whenever any-
thing interesting happens, I'm all sel
up to tape it right away. When I was
still a student in art school, I was fol-
lowing the right wing and Christian
right wing in the states, and as a kind
of a habit, I began taping Jimmy
Swaggart and Jerry Falwell and Pat
Robertson. In “Free Society,” he
quotes from the Bible saying that
“The man who wields the sword
wields it not in vain, but as a minister
of God.” Then he added that “in a
free society the police and the mili-
tary are God’s special envoys.” Any-
way, as you said, the Tompkins
Square riot was ironic because that
night I had been working on this
piece over at Broadway Video. I was
working on the homeless section of
the tape where you see a limo drive by
the Christadora House and it getssur-
rounded by all the homeless people
with all their suitcases and shopping
carts and wheel chairs. We were just
about to start transferring my stuff, it
was about two a.m., the studio had a
black out and had to shut down. Nor-
mally, I would have been there all
night. [ would have crawled out at siy
in the morning or something. But [
ended up having to go home early in-
stead. When I got out of the cab on
Avenue A, I saw all this chaos, So [
went inside, dropped off my tapes
grabbed my video 8, went back out

and started taping it. Of course, next
thing I know I was getting bashed be-
cause the cops didn't like the idea
that I was taping their escapades

They tried to smash my camera. In
the tape you can see the foot coming
when the cop kicked the camera, Af-
ter it was over, the first thing was call
all the TV networks. The next thing I
did was to make some complaints to
the Civilian Complaint Review ;
Board. When I came home Monday -
night after working late at my studio,
I had all these threatening messages
onmy answering machine, like “Paul,
you better get the fuck away, they’re
going to get you” or “You’re such an
ass, you stupid son of a bitch, you got
the whole police force after you, you
motherfucker,” and all this kind of
stuff. T proceeded to contact the
D.As office, the U.S. Attorney’s of-
fice, the EB.I. and the Internal Af-
fairs Division, and filed formal
complaints with each of those agen-
cies.

C.M.: “Free Society”” assembles a lot
of coded imagery, sanctioned public
spectacle like parades, that seems to
get at the anatomy of crowds and po-
wer.

P.G.: The video is targeted to a wide
audience. I didn’t just make it for the
high-brow art scene, I wanted it to
reach a number of different levels.
The sequence of events in the shot
starts with an elegant, ritzy cocktail
party. Then you look out the window
and you see a marching band going
by, the ultimate in conservative enter-
tainment. Thatshot ends with a bullet
shattering the glass. The next time it
cuts back, there’s a line of homeless
people outside, then the next time it
cuts back, outside the window are the
riots going on, a montage from the
riots of West Bank, South Korea,
Panama, South Africa, Chicago '68
and, of course, Tompkins Square. %
Carlo McCormick




was going home one night after

working on a new video piece. Around
2.30 one block east of Avenue A | saw
police cars and helicopters, so | dropped
my tapes off, grabbed my camera and
switched it on. Someone had thrown a
bottle, which broke. The police charged *
the crowd, hitting anyone who was in
their way. To keep out of trouble |
cllmbedonhﬂremofoiavan,b;ﬂasl
was taping the police began beating my
legs with sticks. Finally one jumped up
and threw me against a wall. Then he
tried to kick my camera to pieces but |
managed to escape with it intact. The
cause of the trouble is a new
condominium on Avenue B, east of
Tompkins Square park. The people who
live there don’t like seeing the poor

" people in the park. So a curfew was put

InhP effect and the park was closed. But
 hiomeless people are homeless people.
Where else can they go? When the police
4 ch the(y(pwend their badges. In
some cases they took them off. And they
did a lot of damage. They fractured one

guyfs skull. No reporters showed up. So -

next moming I contacted CBS and NBC.
That night my tape was on the news.
After that the threatening phonecalls
began. A year ago | began a tape called
Free Society, with music by Elliott
Sharp. It was never meant to contain
real events but | decided to include the
riok. So | guess it's art as well as
evidence now.

Paul Garrin
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BETSY CONNORS

Video Artist, Photographer, Holographer

Born: Cambridge, Massachusetts

Education: University of Massachusetts, B.A. Art/French
Certificate; Ecole des Beaux Arts, Ecole du Louvre,
Paris, France, 1973

Massachusetts Institute of Technology, M.S. Holography
1986

Appointments: WGBH TV New Television Workshop Artist, 1976

Massachusetts Institute of Technology, Center for
Advanced Visual Studies, Research Fellow, 1977-1983

Awards and Honors

The Artists Foundation Fellowships, Video 1976 1979

Massachusetts Artist-in-Residence Grants 1978 1985 1986

Synapse Video Center Grant, Syracuse NY 1979

Wadsworth Video Festival Award, Hartford CT 1980

Council for the Arts at M.I.T. and The Polaroid Corp., Photography 1981
Spaces Between, Video Production Grant, WGBH TV, Boston MA 1982
Massachusetts Council on the Arts and Humanities;

Partnerships in Production 1983, Massproductions 1986-87

Boston Arts Festival, Boston MA 1985

Council for the Arts at M.I.T., Holography 1986

One Woman Exhibitions

Boston Film Video Foundation, Boston MA 1979 1988

"The Gallery" Video Installation, Helen Schlien Gallery, Boston MA 1980
University Art Museum, University of California at Berkeley CA 1981
Thomas Segal Gallery, Boston MA 1982

Federal Reserve Bank, Boston MA 1983

Boston Film Video Foundation, Boston MA 1988
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Group Exhibitions ( partial list)

Invitational Video Expo, Rhinebeck NY 1977

Boston Film Video Foundation, Boston MA 1976 1978 1982
"Centerbeam", C.A.V.S./M.I.T., Washington D.C. 1978

Addison Gallery of American Art, Andover MA 1978
Massachusetts College of Art, Boston MA 1979 1981 1982
Athens Video Festival, Athens Ohio 1980

"Video in the 70's" DeCordova Museum, Lincoln MA 1980
"Collaborations", Connecticut College, New London CT 1981
Centervideo, C.A.V.S., Paris, Cologne, Zurich 1981

La Mamelle, San Francisco CA 1981

Phoenix Video, Alte Oper, Frankfurt W. Germany 1981
Anthology Film Archieves, New York City NY 1982

Thomas Segal Gallery, Boston MA 1982

S.I.G.M.A. Video Festival, Bordeaux France 1982

Monserrat School of Art, Beverly MA 1982

"Boston Now", Institute of Contemporary Art, Boston MA 1983
Watching Television, University of Illinois, Urbana 1983

San Paulo Biennal, San Paulo, Brazil 1983

Atlantic Film Video Festival, Halifax, Nova Scotia 1983
Minneapolis College of Art and Design, Minneapolis MN 1984
East West Video Exchange, San Francisco CA 1984

Institute of Contemporary Art, Boston MA 1984

Nam June Paik Collaboration, Pompidou Center, Paris France 1984
Cambridge Video Festival, Cambridge MA 1984 1985

"Made for TV", Women in Film and Video, I.C.A., Boston MA 1985
Thomas Segal Gallery, Boston MA 1986

Brockton Art Museum, Brockton MA 1986

Stebbins Gallery, Cambridge MA 1986

Nam June Paik, Living Theater and the Korean Tape 1986

M.I.T. Museum, Cambridge MA 1987

Rhode Island School of Design, Providence RI 1987

"Point of Vue" Video Installation, Artists Foundation CityPlace 1987
N.Y.U. Video Festival, New York 1987

"High Tech/New Pop" Photographic Resource Center, Boston MA 1987-88
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Works Broadcast

"Batteries Not Included", WGBH TV, Boston MA 1980 1981

"Selected Works", Cambridge USA, WLVI TV, Boston MA 1981

"The Gallery", WGBH TV, Boston MA 1981

"Green Lagoon", CBS TV National Broadcast 1982 1983

"Vusac", Nam June Paik Collaboration for Belgium TV 1984 ¢ BRT D
"Mixed Signals", N.E. Foundation for the Arts, Boston MA 1985 1986
"New Television", WGBH/WNET-TV, Boston, New York 1987

Professional Activities

Founding Member, Board of Directors, Boston Film Video Foundation,
Boston MA, 1975-79

Board of Trustees, The Artists Foundation, Boston MA 1981-83
Artist-in-Residence, University of Mass., Amherst MA 1981 1986

Artist-in-Residence, Minneapolis College of Art and Design,
Minneapolis MN, 1984

Betsy Connors 12 Sunset Rd., W. Somerville MA 02144  (617) 623-0578
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BETSY CONNORS

Installation with Holography
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BETSY CONINORS Thomas

Installation with Holography Segal

Gallery

207 South Street
Boston, MA 02111
Tel: (617) 292-0789

Fax: (617) 292-0787
July 12 10 Avisimiati88s zq sm 'qw Summer Hours Tues-Fri 10 to 5:30

Reception Friday, July 15, from 3 to 5 p.m. or by appointment
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Rebecca,

RSkl Oslo, 15.9.89

Further to our telephone conversation about my exhibition at The
Clocktower with Nam June Paik et. al. January -90:

Price for shipment of my works round trip to N.Y. is approx.
Us § 5.000,-
including package, insurance, all handling and customs clearance,
My ticket and accomodation in N.Y. 1s not included in this price,
of course.
es other than the Norwegian Consulate may
ot of Norway,
ican Chamber of Commerce,

linavian Foundation,
{.Y

he Norwegian Information Service,
Mr. John Bjgrneby, who may be able to

»f the space at The Clocktower, with
“ax. You can use this fax number:
t ¢/o mr. Liaaen.

our collaboration.
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FRER ENWINEERLING H-5.

Rebecca,
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Furthen to our te?ephone conversation about” my axhubltxon at The
Clocktgwer w.th Nam June Raik ct. al. Jnnuary 904, + (-t A

RBrice foy shipment of my works\round trip tO N. Y “is approx.
US $ 5.000;-17% ,;“ i *“1» ks L

uding packaqe, {ncuranca, all handling and customs CIQarance.
ket and accomodation:in N.¥a is not 1ncﬁuded 1n-¢h1s pr1ce,‘

COBrse, « S

Funding sources ather"than the'Noviegian Consulate may

ion of Norway,
ican Chamber of Commerce,
dinavian Faundation,

\(10%
I

{

= at the Vorwegian Information Service,
i3, Mr. John Bjgrneby, who may.-be able to

[

" the space at The Clocktower, with.
2%, You can use this fax number:
it ¢/o mr, Liaaen.

our collabhoration.
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Rebecca,

RIS AC

N

Furthen to our telephone. conversation ~about~my exhibition at The
Clocktdwer wi(h Nam Junc Raik et. al. Jdnuary 004 + (1 ¥ LR SRR N A

\

Rrice fox shipment of my, works round trip tgyN.Y s approx.

A

US $ 5.000pNTY by 8 &5 T

ﬁMt\W41ng package, insuranca, all handling and cugtoms c1earance.
My ket and cccomodatwon In N Ys 15 not 1nc1uded in ¢h1s price, .
J\q‘§° A i 3 ',‘ Jniny KR
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funding “sources athart fhan tHe\NofWegian Consulate may

on of Norway,
ican Chamber of Commerce,
linavian Foundation,

v
1

the Norwegian Information $evvice,
John Bjgrneby, who may:-be able o,

\

he space at The Clockiower, with.

You can use this fax number:
c/0 mr, Liaaen.

collahnration.
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to Allana Heiss : g
Chris Dercon nam june paik

Video Spin Off
My part in this group show will consist of following element.

1) Satellite Works 1984-88
a summary

UA
a) dg@entation parts... all papers, scores, bills, contracts,
A lewss - —

2) Video installation of 3 sattelite , made of 50 TV sets
and 3 Video cassetts players.

Bh I think, my °'80s were spent to do 3 sattelite shows.
world wide audience of easily 100 million people saw

at least one show. (Russia/China/Brazil/France/Germany/
Korea/Japan/Canada/U.S.A./ Mexico/Austria/Swizerland

) It has been my obsession for the past 9 years
and I feel now I am liberated from this idealism

cum nightmare. I have done my part for the peace?? 5
This will be the first summary of this events, that
is in term of LIVE participation, and LIVE transimission
(two-way 3 ways communication) the LARGEST TV SHOW
in the Human History.

&
2)Canvss works based on the computer controlled ink-jet system.

I learned about it from Marianne Heske and I made about 30
canvasses and they have been sold to important collectors in
Europe and Asia. I feel now , these pieces are as
much part of mine as my performance pices or video pieces.
I will show two of these canvasses, which you are welcome
to choose.

3) Mini-electronic garden and a silly-funny video installation
of FROG piece with a video tape by Betsy Connors.

You could say , this is a sort of my progress report of the '80's..

what I did after the Whitney show (1982) ( of course, I will
avoid Ro bot and Antique TV based structure, because they were

shown with great succeess at Whiney and Equi
the world financial center - Taiah e
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nam june paik
110 mercer st

to zllanz heiss n.y-10012 ,
o 6/2
s

I went up to cee the brazil show and liked very much... much better
than so called soho-chic... and how stupi& were N.Y. times.

they have so much to learn from down under. I am very satmsfied by
my work, especially, the quality of hans donner's computer graphic-
he will play an important role in my up coming sattelite show,
which is now 100 % o.k....

As I hinted to you =zt Whtiney annex opnening, I would like to
Propose a group show called

"Video~-SPIN-OFFs"

Betsy Connors (Boston)

Marianne Heske (0SLO)

Paul Garrin (New Yorld

nam june paik (?22?)
these three young people (born after 1950)heee have given me
many ideas, which changed my work...the dircetion of myw work..
and from these ideas, I am making living now... financially rewarding.
Although they P/ originated the ideas, these idaas became "MINE" in the
stupid ég;_;;;IETB star worshipping, snobistic ymarket, which
shows nothing but(their insecurity. I tried my best to credit them,
but people thiink, they copied me, although I copked them.
Thevefore I propose a modest 2 room show with a modest catalogue,

in which I show xkatx the true ownership of ideas, and faRlacy of

diffusion system. {%7 U
Betsy Connors, who holds the Master of Science degree in Laser

from prof, Negropshigl};;;:s videotape-installation using miniature

toy andaaqdels. This was a small, but a thing overlooked by all artists
and I learned about it 1978 or 1979, and it gaxmxmexidexg influenced
my video obeject making with Carl Solway gallery (Cincinatti).

We made a mini TV garden, in which minihfy were pManted inside

old TV console with plastic flower...a=¥m as a miniature version

of my TV garden, the 3 sets were sold instantaneously at Chicago

.?qJbe
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84
art fair. Since then Car Solway promised me to include Betsy
Connors's video miniature installation in a group show there.
I saw in Boston's Mass Transit Building a video installation

GG
using many tiny TV sets by Betsy Connors and it was exeellent

in any standard. She said, she can get the travel giij;/ffgm

Mzss Art Council, iftgiow is decided BEFORE November.f..

I think her contribution will travel to Cincinatti from N.Y.

(Carl is getting this copy).

Mariagnne Heske's influence is even more profound.

In her show at Parigi she twught me  the computer-ink jet
painting from video and she even gave me her trade secrect...
that is... the compnay who makes this wonder. Through her
lead I was able to track down a Tokyo firm, which made my

holly Solomon show of 1986 possible. Through this technique,

I was able\;i/ggke a logical combination of VIDEO, which is

not suitable& super rich’s private economy, and painting,

which makes me to swim in the so called art worldxif7bu.F*°<)

The financial return on her tip is enormous... thses laser

painting made my two costly sattelite projects financially

possible.

Last buy\least important is paul garrin, who, as everybody

knows, is a computer genius,who is about 20 times faster and better
thamm than me in computer science. He is so good, that People think

he is copying me, although in fact I have been copying him

the last 4 years or so. ( W 252 T% 3S
o Collafe oS o
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Therefore it is my duty to introduce these 3 young talents to
New York art world. Since Connors and Heske are well connected to
their grant organisations, I think they will get alll expences¢o“
( but no over head for PSSP S S o WRWElS scheduled well &g
in advance.. Marianne Heske represented Norway both in Venice
Viennale and Paris Biennale. Paul Garrin lives in New York, so
there isg no financial proble. (—\—/
T would title the show as % g
"Video SOIN-OFFS" e
B connors.
Garrin

4. Heske
v.) Dpaik.

They will show their representative workés.

Cannors... mini-TV installations (maybe also her Laser -holo
Heske.... her video landscape paintings. gram works)
L Garrin.... his video tapes and maybe installations.
R § Paik
mini TV garden, influenced by Connors.
also frog installation with an

antique frog with Connors' tape of frog
eating a grass whopper

)nm

one or two ®xX painting , which I learned from
marianne heske.
also I will add 2-3 oil canvasses, which I made

Yo

during my residency at P.S. I in 1976.

204 ™M\ 4 \z’sgj. oxwy

VW_‘%”W»M

also I will make a video tape playback
of 1976, in which Kitty Hart comes

e")’
won arw,

to my room at P.S. I and I and Nanda Bonino
greets her... and instant painting
i made in front of camera...(both

3

tape and the real painting.

Swav,

(Bonino collection).

We will take care of our piece financially, including
transportation), if decision v can be made before

October 15th.
a4 (P

~<0 7 f
-
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nam june paik
110 mercer st

to allanz heiss n.;.loolz
P2 6/z
i

I went up to see the brazil éhow and liked very‘mugh... much better
than so called soho-chic... and ﬂow stupL& were N.Y. times.

they have so much to learn from down under. I am very satmsfied by
my work, especially, the quality of hans donner's computer graphic-
he will play an important role in my up coming sattelite show,
which is now 100 % o.k....

As I hinted to you =t Whtiney annex opnening, I would like to

Propose & group show called

"Video~SPIN-OFFs"

| Betsy Connors (Boston)
|Marianne Heske (0SLO)
Paul Garrin (New Yorld

| nam june paik (??2?)
these three young people (born after 1950)hawe have given me
many ideas, which changed my work...the dircetion of myg@ work..
and from these ideas, I am making living now... financially rewarding.
Although they § originathed the ideas, these idaas became "MINE" in the
stupid @rt world's star worshipping, snobistic ymarket, which
shows nothing but(their insecurity. I tried my best to credit them,
but people thank, they copied me, although I copked them.
Therefore I propose a modest 2 room show with a modest catalogue,

in which I show tkaxx +the true ownership of ideas, and faRlacy of

diffusion system. {%7 ﬂ
Betsy Connors, who holds the Master of Science degree in Laser

from prof, Negropoh%gijﬁ;;:s videotape-installation using miniature

toy anda;odels. This was a small, but a thing overlooked by all artists
and I learned about it 1978 or 1979, and it EXVEXNEXTREIY influenceq
my video obeject making with Carl Solway gallery (Cincinatti).

We made a mini TV garden, in which minihfy were pmianted inside

old TV console with plastic flower...a=m as a miniature version

of my TV garden, the 3 sets were sold instantaneously at Chicago

.fqlwb\
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art fair. Since then Car Solway promised me to include Betsy

Connors's video miniature installation in a group show there.

I saw in Boston's Mass Transit Building a video installation

)
using many tiny TV sets by Betsy Connors and it was exeellent

in any standard. <said, she;panu§e$wthe?r gral
show is decided BEFORE Novembe?¥£ﬁ

Mass Art Council,

I think her contribution will travel to Cincinatti from

(Carl is getting this copy).
Mariagnne Heske's influence is even more profound.

17

In her show at Paris, she taught me the computer-ink jet

painting from video and she even gave me her trade secrect...

that is... the compnay who makes this wonder. Through her

lead I was able to track down = Tokyo firm, which made my

holly Solomon show of 1986 possible. Through this technique,

I was able to make a logical combination of VIDEO, which is

not suitabfé’ggi:r rick’s private economy, and painting,

which makes me to swim in the so called art world.(fﬂyog F-"</

The financial return on her tip is enormous... thses laser

painting made my two costly sattelite projects financially

possible.

Last bup«least important is paul garrin, who, as everybody

knows, is a computer genius,who is about 20 times faster and bettér
thamm than me in computer science. He is so good, that people thin

he is copying me, although in fact I have been copying him
the last 4 years or so. C MR ’ﬂ%a R

U LAﬂﬂLxérAAAQ“V\,
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Therefore it is my duty to introduce these 3 young talents to

New York art world. Since Connors and Heske are well connected to

therr grant organisations, I:think they will get alll expegzsgif::fij:f:
( but no over head for P.S.I), if show was scheduled well =z

in advance.. Marianne Heske represented Norway both in Venice

Viennale and Paris Biennale. Paul Garrin lives in New York, so

T would title the show as

there is® no financial proble. é{
e
S

"yideo SOIN-OFFS"

B  connors.
R GanTin
4. Heske

)
;
A TR, ) i

They will show their representative workds.

Cannors... mini-TV installations (maybe also her Laser -holo =
Heske.... her video landscape paintings. gram works)
= Garrin.... his video tapes and maybe installations.
i § Paik
mini TV garden, influenced by Connoxs.
also frog installation with an

antique frog with Connors'tape of frog
eating a grass whopper

)nm

one or two mxX¥ painting , which I learned from
marianne heske.
also I will add 2-3 oil canvasses, which T made
during my residency at P.S. I in 1976.

oM \z’sgj. 0.‘0*3’}]
SO

V‘”\/_é”“wvm

also I will make a video tape playback
of 1976, in which Kitty Hart comes

ol

to my room at P.S. I and I and Nanda Bonino
greets her... and instant painting
i made in front of camera...(both

tape and the real painting.
(Bonino collection).

i

piece financially, including
f decision v can be, made before

Mmﬁﬁ‘avh..m
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Catherine Beaugrand
Either King, Either Queen
(videa), 1983

Catherine Beaugrand
Either King, Either Queen
Le Musée d Art Contempo-
rain, Lyon, 1983

right
André Cadere
Paris, Musée du Louvre
with Gilbert and George,
March 16, 1975

below right

André Cadere

New York, November 11
1976

Raymond Hains

Coquille Shell, 1987 and
Saint Jacques, 16th century
(Germany)

Le Musée Sainte Croix,
Poitiers, 1989
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P.S. 1 Museum

46-01 21st Street

Long Island City, NY. 11101-5324
(718) 784-2084

(212) 233-1440

Fax 718-482-9454

Exhibition:

October 15 - December 10, 1989
Opening Reception:

October 15, 2-6 pm

Gallery Hours:
Wednesday-Sunday, 12-6 pm
Suggested Admission® $2

Catherine Beaugrand

Third Floor

Curator: Catherine Bompius
|Producers: Centre National des Arts
\Plastiques, Paris, la Maison de la Culture

Qret de Imommumcation of Saint-Etienne,
& and le Mbsee d'Art Contemporain de Lyon
7

Catherine Beaugrand, who was born in
1953, 1s the youngest of the three artists.
— Her work investigates the functions of
™\ fairytales and myths and connects the
> history of architecture, painting, and
™\ scenic design from a woman'’s perspective
3 In her work, Beaugrand draws on an
encyclopedic array of historical, psycho-
analytical, and literary references

B Towards the end of the 1970s Beaugrand
~ began to make decals from which she
2= Thvented miniature dream-like scenes
“tater, these images, which resembled
toys, evolved into cardboard architectural
monuments. Currently, Beaugrand juxta-
poses diverse media in an attempt to
deconstruct the history of representation

In her installation at PS. 1, Beaugrand
will present Tantot Roi, Tantdt Reine
(Either King, Either Queen), an installation
which consists of three scenes, or decors,
depicting the archetypical tales of Oedi-
pus, Feng, and Judas. A videotape, based
on the story of the female Renaissance
architect Philippe Berthelot, accompanies
the installation. In the video, Berthelot i1
seen re-enacting each tale with the aid of
Greek, Chinese, and Christian images

A catalog will be available at the opening

André Cadere (1934-1978)

Second Floor

Curators: Catherine Arthus-Bertrand,
Chris Dercon, and Bernard Marcelis
Producer: The Institute for Contemporary
Art, PS. 1 Museum

The first comprehensive exhibition of the
Roumanian-French artist André Cadere,
whose work is exemplary of minimal/
conceptual French art of the 1960s and
1970s, will be featured on the second
floor. After Cadere's arrival in Paris in
1967, his awareness of conceptual
thought broadened, making him question
the aura or uniqueness of artworks and
their dependence on institutional walls
and contexls.

Directions

Subway

E or F Train to 23rd/Ely Avenue

#7 Flushing Line to 45th Road/
Courthouse Square

GG to 21st Street/Van Alst

Car

Midtown Tunnel, exit 21st Street, cross
Jackson Avenue

or

LIE, exit Van Dam Street, right to Thomson
Avenue, left on Thomson Avenue, left on
21st Street

This fall, The Institute for Contemporary
Art will present solo exhibitions of three
French artists: Catherine Beaugrand,
André Cadere, and Raymond Hains. The
exhibitions provide insight into French!
contemporary art of the 1960s through the
1980s. Through a continuous questioning
of convention and classification, each
artist asserts his role as an “outsider.”
Their work evolves from visual and verbal
permutations. Working with several art
organizations in France, The Institute is
able to bring these artists to the attention
of a larger American audience.

In 1970 Cadere found his ideal sculptural
form, /a barre de bois rond which had no
front or back, top or bottom, and did not
depend on an exhibition space for its
meaning He described this form as
“Rods of round wood, composed of
painted segments of different colors
whose length is equal to the diameter of
the matenial utilized and are assembled
according to a mathematical system of
permutations including one error 2

Invited or not, Cadere and his barre de
bois rond appeared at art gatherings,
museums, galleries, and neighborhoods
throughout Europe. Traveling constantly
with his baton/art, he crossed continents
and reached the streets of SoHo in 1876

Through his activities Cadere intended to
provoke and instigate reflections and
discussions about art, a subject to which
he was always ready to respond. Though
not opposed to showing in galleries or
museums, he felt it important to remain
independent from art institutions, He
organised his own traveling exhibitions,
which followed a detailed itinerary,
printed on an invitation card. During the
last eight years of his life, these activities
and batons represented Cadere’s only
artistic production. P.S. 1 will present a
selection of batons spanning the period
from 1970 through the year of Cadere’s
death in 1978, along with films, photo-
graphs, and other documentation. A
catalog will be published by The Institute
in the Spring of 1990

Raymond Hains

First Floor

Curator Blandine Chavanne

Producers: Musée Sainte Croix of Poitiers,
Fond Regional d'Art Contemporain
Poitou-Charentes and The Institute for
Contemporary Art, P.S. 1 Museum.

Raymond Hains was born in 1926 and
began to make art during the aftermath of
World War II. He has, up to the present,
remained a somewhat mythical figure in
French art. In 1960, he became a major
contributor to /a Nouveau Realisme (New
Realism), a movement closely aligned to
Pop Art, which included such artists as
Arman, César, Yves Klein, Daniel Spaerri,
Jacques de Villeglé, and Jean Tinguely. In
1946, Hains began working with abstract
photography and experimental filmmaking.
Removing posters in the streets, he
initiated the technique of decollage. Hains
continues to work with a wide assort-
ment of media, extracting and modifying

meaning from mundane, ordinary objects
In his exploration of language, Hains
combines a multitude of associations,
coincidences, and puns with appropriated
images

The installation at PS. 1 evokes a histori-
cal region In the southwest of France,
Poitou-Charentes, near Poitiers. It is
conceived as an interplay of autobiograph-
\cal, historical, geagraphical, and linguis-
tic references. A catalog will be available
at the exhibition

These exhibitions are made possible by
the National Endowment for the Arts:
Nina Ricci Paris, Secretariat d'Etat Chargé
des Rélations Culturelles Internationales,
Ministére des Affaires Etrangéres-
Association Frangaise d’Action Artistique,
France; Services Culturels de I'Ambas-
sade de France aux Etats-Unis, New York:
and the Conseil Régional of Poitou-
Charentes. Additional funding was
provided by la Délégation aux Arts Plasti-
ques, France; la Direction des Affaires
Culturelles Centre, Poitou-Charentes and
Rhéne Alpes; le Fond Régional d'Art
Contemporain Poitou-Charentes and Rhane
Alpes, the City of Poitiers, the Region of
Poitou-Charentes, and le Musée d'Art
Contemporain de Lyon

The National and International Studio
Artist Exhibition Series

Each week during the 1988-90 exhibition
season, The Institute will present the work
of one artist from the National or Interna-
tional Studio Programs. This series will be
presented in a newly renovated exhibition
space located at the rear of the auditorium

The National and-International Studio
artists for 1989-90 are: Junko Suzuki,
Asia; Marilyn Fairskye, Australia; Andreas
Ginkel and Cornelia Schleime, Berlin;
John Laford and General Idea, Canada;
John Kindness, Northern Ireland; Liadin
Cooke, Republic of Ireland; Polly Kiesel,
Minnesota; Jos Vulto and Mirjam de:
Zeeuw, The Netherlands; Camilla Wae-
rinskiold Dybvik, Norway: Tim Miller,
Ohio; Ingrid Orfali, Sweden; Marie-Jose
Burki, Switzerland; Teresa Bramlette,
Chung-Ho Chak, Jesse Goode, Glenn
Ligon, Marc Romano, Hunter Reynolds,
Ellen Rumm, Wolfgang Staehle, Elaine
Sturtevant, and Sokhi Wagner, United
States.
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Andreas Gursky

University of Bochum.

1388

Galene Johnen and Schittle,
Cologne

Thomas Struth
Horder Bruckenstrasse,
Dortmund, 1986

Rod Rhodes
Stations of the Cross Vill
(Crown of Thorms), 1989

below

Paul Thek
Installanon atPS. 1
Museum, 1983 (detail)
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The Clocktower
Gozllery

SPIN -

The Clocktower G}IIery

108 Leonard Street

New York, New York 10013-4050
(212) 233-1096

The Periphery: Part |
September 28-November 5, 1989
Opening Reception

September 28, 6-8 pm

The Periphery: Part Il:
November 16-December 24, 1989
Opening Reception:

November 16, 6-8 pm

Gallery Hours:
Thursday-Sunday, 12-6 pm
Special fall viewing hours
Thursday, Friday, Saturday, 7- pm
Suggested admission: $1

Directions:
Five blocks south of Canal Street between
Broadway and Lafayette

Following The Pop Project of 1987-88 and
The Travel Series of 1988-89, The Clock-
tower Gallery will present a five-part
series entitled The Periphery in 1989-80.
Traditionally, the location of economic and
political power has been the city center.
Today peripheries, sprawling regions' and-’
spheres immediately outside the city
center, are increasingly the site of work
and production by artists. The exhibition
will investigate whether this shift in
the artworld is a liberating eruption from
those artists working in and with the
“outer city.”

The Periphery: Part |

Andreas Gursky and Thomas Struth
September 28-November 5, 1989

Curators® Chris Dercon and Ute Eskildsen,
in association with Kulturstiftung Ruhr
and Goethe House, New York; part

of “Ruhrworks, the Arts of a German
Region “

The Periphery/Part | will present the work
of two German photographers, Andreas
Gursky and Thomas Struth. Both artists
work in the tradition of German documen-
tary photography. Each artist was commis-
sioned to create a series of photographs in
the Ruhr region of Germany, Gursky's large
color photographs depict tranquil locations
of leisure in the periphery of the industrial
and economical centers of the Ruhr region
of Germany. In his photographs citizens
wait and wander. Gursky emphasizes their
foreignness and their familiarity with their
surroundings. Like Gursky, Struth’s
black-and-white photographs are simulta-
neously precise and distanced, but in his
work one imagines, rather than sees,
people in social spaces. He represents the
character of the Ruhr region rebuilt after
the destruction of World War II. The
architecture tends to be disturbingly ordi-
nary, universally local, and nonhistorical

The exhibition is co-sponsored by
Lufthansa German Airlines and
Westdeutsche Landesbank

On September 29 at 8 pm, Ulrich Loock,
director of the Kunsthalle in Bern, will
give @ lecture on the work of Thomas
Struth

Giancarlo Neri, Still Night
September 28-November 5

An outdoor installation, Still Night, by
Giancarlo Neri will open on the rooftop of
The Clocktower Gallety. The work will be
created especially for the site, so that the
art will become part of the surrounding
environment and the environment will be
unified wnh/(_he.inslaliﬁue till Night 1s
best viewed in the evening hours

The Periphery: Part Il

November 16-December 24, 1

Rod Rhodes and Paul Thek

Curator: Tom kaelpe}xl/

In November, The Clocklower will present
the work of two American artists with
AIDS Both artists create sculptural work
within transparent boxes, and walk the
line between elegance and violence

Rod Rhodes, INSITES

For the last ten years, Rhodes has been
building miniature architectural set-
tings. The settings are immaculately
constructed, with an obsessive attention
to detail. His clean architectural settings
also include narrative scenes, usually
about around homo-erotic themes. The
eroticism of his tableaux, all of which
were completed before his AIDS diagno-
sis, are in stark contrast to his immaculate
classical settings. However, the settings
can also be seen as the site of ritual

Since his diagnosis in 1987, Rhodes has
been working on a major series “The
Stations of the Cross.” The series of
fourteen wall-mounted Greek crosses
refers to the traditional Christian scenes
depicting Christ carrying the cross
However, Rhodes adds contemporary
homosexual references, in his narrative
of the trials of a person with AIDS

The project will be shown along with

a selection of free standing boxes

A catalog with essays by Tom Finklepearl,
Patricia Phillips, and Susan Benforado will
accompany the exhibition. The exhibition
has been funded in part by the Jay Chiat
Foundation

Paul Thek, Meat Boxes

Paul Thek was a painter and sculptor who
died in 1988 of AIDS His work was
alternately quirky and aggressive. In the
Tower Gallery there will be a selection of
Thek’s aggressive and unsettling cast
images of meat, a dark image of death
The polyester resin meat casts are pre-
sented in a traditional museum farmat,
contrasting elegance with brutality.

A Day Without Art, December 1, 1989
In response to the AIDS crisis, Visual
AIDS, an advocacy group, has organized a
national day of remembrance and activ-
ism. Museums and galleries across
America will close their doors, or present
AIDS related programming, or donate
their day’s revenues to AIDS research. The
Institute’s participation will be:

1 PS. 1 Museum will be closed

2. The Clocktower Gallery will be apen,
presenting the work of Rod Rhodes and
Paul Thek

3. At 8 pm, at The Clocktower Gallery,
Douglas Crimp will present a lecture,
“Mourning and Militancy” which will
examine the response to the AIDS crisis
This lecture will be a benefit for the
activist art group ACT UP.

Admission: $5.00.

Architecture Unseen

In the spring of 1990, The Institute will
sponsor a conference and exhibition

to explore the unseen in contemporary
architecture and urban design

The unseen includes the technological
(radio, TV, telephones, surveillance,
information storage), social (families of
one, non-territorial communities, service
employment), ecological (reverence for the
earth), political (agreed boundaries of
power, bureaucratic control by electronic
storage, independent international com-
munications), spatial (beltways, high
speed travel, home video), and psychologi-
cal (invented narratives and end of
survival ethics). The conference will seek
to explore our contemporary urban life and
how complex narratives, executed through
architecture and urban planning, explain
and shape that same urban life

Twenty-five people will be invited to the
conference, and five additional architects
artists, and cultural thinkers will be
selected by an open competition. Individu-
als interested in exhibiting their work or in
presenting a lecture should contact Glenn
Weiss at .S, 1 Museum by December 1
Requests for guidelines should be
addressed to Architecture Unseen at PS. 1
Museum




Upcoming Events

Winter Exhibitions at P.S. 1 Museum
Dates: January 14-March 11, 1930

The Institute will present the monochro-
matic work of Marcia Hafif and Stephen
Prina. Hafif, who has extensively explored
monochrome painting, will exhibit a
selection of works from 1972 to the pres-
ent. Prina will present his exhibition-
project entitled “Monochrome Painting,”
which includes twelve appropriated works
by historically significant monochrome
painters. The exhibition is produced by
The Renaissance Society at the University
of Chicago. A catalog will be available.

The exhibition, Alan Saret, will present an
in depth look at an important American,
mid-career artist and will occupy the
second floor af P.S. 1 Museum. Saret's
work addresses questions of materiality
and the conceptualization of sculpture in
unique ways that have propelled him into
an important place in American contem-
porary art

The following publications are currently
available through The Institute Tax 1S
included in the prices.

The Drowned World: Waterworks, 1989
$8.66

Pistoletto: Division and Multiplication of
the Mirror, 1988, $32.48

(C)Overt, 1988 $3 25

Terminal Privileges/Privilegios Terminales.
Michael Tracy, 1937. $32.47

MiMorzne

Opening of Exhibition Diomede, The Clocktower
Galler. May 1989
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Forced Qut is an exhibition of photographs
and words documenting the plight of
fourteen million palitical refugees world-
wide. Originating at the Los Angeles
Municipal Gallery of Art, Forced Out
includes some sixty large-scale photo-
graphic murals with facts and eyewitness
accounts by refugees who have been
forced to flee their homelands. The
exhibition is derived from the publication
Forced Out, a project of Human Rights
Watch and the JM. Kaplan Fund

It is sponsored in part by Amnesty
International

Theatergarden Bestiarium opened in
Seville at the Teatro Lope de Vega on
June 26 and on September 29 at Confort
Moderne in Poitiers, France.

The publication Theatergarden Bestiarium,
published by The Institute for Contempo-
rary Art and The M.L.T. Press, will be.
published in January 1390 The 168-page
book includes nine essays, artists’
projects, and a portfolio of photographs by
David Levinthal,

Nick: Nicholas A Moufarrege, 1987.
$1083

Juxtapositions ' Recent Sculpture from
England and Germany. 1987 $1516

About Place: Contemporary American
Landscape. 1987 $10.83

Underknown, 1384 $1083
Abstract Painting 1960-69, 1983 $6 50
Rooms PS.1,1976. $24 95

This 1s Tomorrow Today: The Indepen-
dent Group and Bitish Pop Art, 1987

Modem Dreams: The Rise and fall and
HRise of Pop, 1988 $29.22

National and International Studio
Program Exhibition catalogs for

1982 83, 83-84, 84-85, 86-87, 87-88,
and 88-89. $5 41

(Order Forms are available on request.)

The exhibition Possibility/Franz West vall
open in Vienna on November 26. The
catalog, a collaboration between photogra-
pher Ari Marcopoulos and Franz West, will
be published by The Institute in November.

In 1985, with start-up funds from the:
Booth Ferris Foundation and The New York
Community Trust, The Institute initiated a
publishing program designed to match the
original, experimental quality of its.
exhibition program In May, The Institute
was notified of a $25,000 grant from The
Andy Warhol Foundation for the Visual
Arts, Inc. in support of its Publication

Program

PS 1 Museum has received the generous:
aift of a new ceiling in the second

floor hallway by C A. Ohman, Brooklyn.
New York, and Shanker Industries, Inc.

of Secaucus, New Jersey.

Join us 1n our commitment to an interna-
tional constituency of artists and art
lovers Your membership will support
underknown, emergent and cutting-edge
developments in contemporary art

Please include my name on the permanent
record of the “Friends of The Institute™
under the category |'ve selected. | under-
stand you will send me the membership
card and the appropriate free gift.

O Contributing Membership

($250 per year)

= Exhibition catalogues mailed to you

« Your name listed in all Institute publica-
tions.
Invitations to private Institute parties
Special bulletins and announcements of
all Institute activities
« 25% off all Institute publications and
performances
Free catalogue when you join

Permanent Installations

James Turrell’s "Meeting,” 1980-86 is the
only permanent sky plece by Turrell in the
United States. "Meeting” is currently.
closed for repairs, please telephone for
opening dates.

Alan Saret's “Fifth Solar Chthonic Wall
Temple,” 1976 and Richard Serra’s “Un-
titled,” 1976, are also permanent installa-
tions at P.S. 1. They are open for viewing
during regular gallery hours

Richard Serra. Untitled PS 1 Museum. 1976

(0 Sustaining Membership
($100 per year)
= One new exhibition catalogue
« Invitations to private Institute parties
Special bulletins and announcements of
all Institute activities
 25% off all Institute publications and
performances.
« Free catalogue when you join

O Regular Membership
(835 per year)
= Special bulletins and announcements of
all Institute activities
« 25% off all Institute publications and
performances
« Free catalogue when you join

Name.

Education

The PS. 1 Education Program offers tours
and programs for elementary and second-
ary schools, colleges, community, senior
citizen groups, and other interested
organizations. Join us for a tour of our
exhibitions and a visit to a PS. 1 artist in
his studio. Reservations are currently.
being accepted for the fall Programs.

Influence and Inspiration

The Institute, in cooperation with School
District 30 and the International High
School in Queens, has organized a pro-
gram entitled “Influence and Inspiration.”
Using the unique resources avallable at
PS. 1, the program will introduce students
to contemporary art through gallery visits
and workshops with studio artists, and to
creative writing with a published author,

Free after-school youth arts program
The Youth Arts Program begins Navember
1. It1s made possible in part with funds
from the New York City Youth Bureau For
reservations and further information about
the Education Program, please call George
York, Education Director, at (718) 784-2084

Available Publications Membership

O Student Membership

(815 per year)
= All benefits of Regular Membership except
free catalogue

O I'm sorry, | don't wish to become a

member at this time, but enclosed is my
contribution of $.

Please make checks payable to The
Institute for Contemporary Art, Inc. Your
gift 1s tax-deductible to the extent allowed
by law.

Address

City

State Zip

Telephone ()

Board of Directors

Anthony M. Solomon, Chairman
Brendan Gill, Chairman Emeritus
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John Comfort, Treasurer

Jane Timken, Secretary
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The Programs of The Institute for Contem-
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The Andy Warhol Foundation for the
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Robert G, Wilmers
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Kenneth A Cowin

Nader and Anne Darehshori
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Robert Djerejian

Sandra Eggers

Carol Eisenberg

Gerald S Elliott

Elizabeth Enders

Patricia Faure

Mr and Mrs Philip J. Finkelpearl
Christopher Forbes

Gallery Paule Anglim
Germans Van Eck
Greiner-Maltz Co. Inc.

Joel Hershey and Roy Eddey
Nancy Hoffman

Cecily Kahn and David Kapp
Dr and Mrs. Wallace B. Kalt
Susan and Howard Kaminsky
Donald L. Kiel

Ariane and Alain Kinli
Knight Landesman

Mr Alvin S Lane

Mr. and Mrs.Harold Macklowe
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Joann and Gifford Phillips
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Joyce P. Schwartz
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Brian Weiss
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46-01 21s1 Streer Alanna Heiss,
Long Island City, NY President énd Execuive
11101-5324 Director
718 784-2084
. 212 233-1440
September 13, 1989

Ms. Pettersen

Consul of Norway

825 Third Avenue

New York, New York 10011-7584

Dear Ms. Pettersen:

As you suggested in our phone conversation of 9/13/89, I am
enclosing the following information regarding Marianne Heske.
The Institute for Contemporary Art has two locations, P.S.1
Museum and The Clocktower Gallery in Manhattan. We plan to
include Ms. Heske in a group show curated by Nam June Paik as
Part 3 of this years series at the Clocktower, The Periphery.
This exhibitionf is scheduled to take place in early January and
continue through early March, 1990.

Following the Pop Project of 1987-88 and The Travel Series of
1988-89, The Clocktower Gallery will present its next five-part
series entitled "The Periphery". Traditionally the location of
the economic, political, and aesthetic power was the city center.
Today, we see a significant shift of activity toward the zone
between the suburbs and the city center. '"Periphery" will
investigate whether reflections of this shift are also manifested
in the art being produced today, by artists working in different
media, with different politics, and different contexts from
different areas. Artists being represented in this series
include among others, Andreas Gursky, Thomas Struth, Paul Thek,
Nam June Paik, David Askevold, Eleanor Bond and Kiki Smith.

Nam June Paik made a proposal to our President, Alanna Heiss, .
last Spring to curate an exhibition of agytists whom have deeply
influenced his work. Here are his words exactly: "I would like to
propose a group show called, "Video-Spin~Offs" which would
include, Betsy Conners, Marianne Heske, Paul Garrin, and myself".
These three young people, born after 1950, have given me many
ideas, which changed my work... and from these ideas I am making -
a living now, these ideas became "mine" in the art world's star
worshipping, market. I tried my best to credit them, but people
think they copied me, although I copied them. Therefore I
propose an exhibition in which I show true ownership of ideas..."
“he goes on to say, " Marianne Heske's influence is even more
profound. In her show in Paris (1985) she taught me the computer—

- ink jet painting from video and she even gave me her trade
secret..." I will go on to say that Ms. Heske has represented
Norway in both the Venice and Paris Biennales.

P.S1 Niuseum 46-01 211 Street, Long Island City, NY 11101-5324, (718) 784- 2084, (212) 233-1440




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

The Museum of Modern Art Archives, NY

Collection:

Series.Folder:

MoMA PS1

T.A.l4eo




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

& ' Collection:

|
|

Series.Folder:

The Museum of Modern Art Archives, NY ’ MoMA PS1

Mo AN G Le




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

The Museum of Modern Art Archives, NY

Collection:

Series.Folder:

MoMA PS1

T.A.l460




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

The Museum of Modern Art Archives, NY

Collection:

Series.Folder:

MoMA PS1

SEARI N EE)




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

The Museum of Modern Art Archives, NY

Collection:

Series.Folder:

MoMA PS1

T.A.[H6o




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

The Museum of Modern Art Archives, NY

Collection:

Series.Folder:

MoMA PS1

T.A.l4e0




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

The Museum of Modern Art Archives, NY

Collection:

Series.Folder:

MoMA PS1

T.A.l460




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

5 ‘Sux»cs. Falder 1
renema—— oeacmes ;
J

[ T.A1460 |

(ﬂw Museum of Modern Art Archives, NY

“MoMAPS1T |

_Coflection




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

The Museum of Modern Art Archives, NY

Collection:

Series.Folder:

|

MoMA PS1

TI.A.l4e0

i




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

The Museum of Modern Art Archives, NY

Collection:

Series.Folder:

MoMA PS1

T.A.l460




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

The Museum of Modern Art Archives, NY

_Collection:

Series.Folder:

MoMA PS1

T.A1g¢e0




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

The Museum of Modern Art Archives, NY

Collection:

Series.Folder:

MoMA PS1

T.A.l460






