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Reader (London: Tate Publishing, 2008), p. 259,
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LI, HEA LI20KBruce Nauman) (03t (Art Make—Up)), 1967-68, 40min, color, sound, 16mm
film on video.
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12, William Kaizen (2008), p. 269,

13, Fredric Jameson, “Surrealism without the Unconscious’, Postmodernism, Or, the Cultural Logic of Late
Capitalism (Durham: Duke University Press, 1991), p, 71,

14, Fredric Jameson (1991), p, 71,

15, Wiliam Kaizen (2008), p. 263,
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Cm 2. HE OF2X|(Vito Acconci) (BEASE
(Centers)), 1971, 22:28 min, b&w, sound, single—
channel video.
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g4, =32/AEQ ObZe 0]
(Christian Marclay) (A|Z|(The
Clock)), 2010, 24 hours, color,

sound, single—channel video (&
x&g).
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Abstract
Video Art and Actualization of Time:
“The lllusion of Immediacy’ and ‘the Real-Time Effect’

Seonryeong Cho

Since its outset, video art has been regarded as a media to realize immediacy’. This essay
reinterprets it and related concept of the real-time as an ‘effect), referring to William
Kaizen’s argument that the concept of immediacy is in fact ‘the illusion of immediacy’.
Video artists’ purpose of evoking the illusion of immediacy and the real-time effect is to
reveal the reality of time through viewers’ feeling of presence in front of video images.
One of the artistic values of video art in reference with time is its ability to actualize
time itself which is concealed in daily life. Bruce Nauman’s Art Make-Up, Vito Acconci’s
Centers, Douglas Gordon and Philippe Parreno’ Zidane: A 21st Century Portrait, and
Christian Marclays The Clock provoke boredom, pain, and fading of perception to
their viewers. Through these experience, in these artworks, time can be actualized as
pure duration or being (according to Heidegget), time of desite and drive (according to
Lacan), and the exchange between virtual time and actual one (according to Delueze).

222



