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5) A Skl A 186%.
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1900: Modernism, Antimodernism, Postmodernism, London, Thames & Hudson
Ltd, 2004, p. 560.
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9) Lynn Spigel, 7V by Design: Modern Art and the Rise of Network Television,
Chicago; The University of Chicago Press, 2008, p. 208.
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Doug Hall and Sally Jo Fifer(eds.), New York; Aperture in Association with the
Bay Area Coalition, 1990, pp. 70-79; John G. Hanhardt, “Dé-collage/Collage:
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Video—-Skulptur: Retrospektiv und Aktuell 1963-1989 Wulf Herzogenrath and Edith
Decker(eds.), Koln; DuMont, 1989, pp. 12-23; Glenn O'Brien, “TV Guide: Wolf
Vostell Reconsidered”, in; Artforum International, Vol. 39, No. 8(2001), pp. 115-118.
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19) Martia Sturken, “Paradox in the Evolution of an Art Form: Great Expectations and
the Making of a History”, op. cit, p. 105.
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20) Roy Armes, On Video, New York; Routledge, 1988, p. 128.

21) Rosalind Krauss, A Voyage on the North Sea:' Art in the Age of Post-Medium
Condition, New York; Thames & Hudson, 1999, p. 30.
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from http://www.experimentaltvcenter.org/sites/default/files/history/pdf/ShermanThe
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Intermix, “TV as a Creative Medium”, Exhibition  Catalog, from

http://www.eai.org/kinetic/chl/creative/pdfs/exhibitionbrochure.pdf (2013. 10. 08 H ).
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32) ibid.
33) ibid
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34) Marita Sturken, “Private Money and Personal Influence”, in; Afferimage, Vol. 14,
No. 6, January 1987, pp. 8-15.
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35) Fred Bazyk, “TV as Art as TV”, in; Print, Vol. 26, No. 1, January/February 1972,
p. 21.

36) Jonathon Price, “Video Pioneers: From Banality to Beauty: TV as a New Form of
Visual Art”, in; Harper’s Magazine, June 1972, p. 88.

37) ibid
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38) John S. Magolies, “TV-The Next Medium”, in; Art in America, Vol. 57, No. b,
September/October 1969, p. 51.
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39) Raindance Corporation, Radical Sofiware, No.1(1970). 2t} AZAE= g2 AMY
(Phyllis Gershuny)$} #1223 Beryl Korot)S3 th.

40) Michael Shamberg, Guerrilla Television, New York; Holt, Rinehart and Winston,
1971.
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41) ibid.

42) Paul Ryan, “Videotape-Thinking About a Medium”, in; Media and Methods, Vol.
5, No. 4(December 1968).

43) Media and Methods, Vol. 5, No. 40(December 1968).

44) Gene Youngblood, Expanded Cinema, New York; E. P. Dutton, 1970.

45) ibid &F olde FAAH, YL HAEZA 9 Tl HYL AtpAtel o] F4
3 AL oYt} Paul Ryan, op. cit, p. 40.
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46) George C. Stoney, “Mirror Machine: Videotape and Cable TV, in;, Signal and
Sound, Vol. 41, No. 1, Winter 1971/72, p. 9.

47) ibid.

48) The Editorial in “The Issue of Video Art”, in; Artscanada, Vol. 30, No. 4, October
1973.

49) Robert Arn, “The Form and Sense of Video”, in;, Arscanada, Vol. 30, No. 4,
October 1973, p. 15.

50) Robert Arn, “One Dot Only: The Space/Time Mechanics of Video”, 7bid, p. 21.
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51) Bruce Kurtz, “Video is Being Invented’, in; Arts Magazine, Vol. 47, December/January
1972-1973, pp. 37-44.

52) Robert de Havilland(ed.), “Designing for TV”, in; Print, Vol. 26, No. 1, January/February
1972.

53) Gregory Battcock, “Explorations in Video”, in; Art and Artists, Vol. 7, February
1973, p. 22.

54) ipbid.
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55) David Antin, “Video: The Distinctive Features of the Medium”, Video Art, Ira Schneider
and Beryl Korot(ed.), New York; Harcourt Brace Jovanovich, 1976, p. 174.
56) ibid, p. 178.
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57) Jeff Perrone, “The Ins and Outs of Video”, in; Artforum, Vol. 14, No. 10, June
1976, p. 53.

58) Jonathon Price, “Video Art: A Medium Discovering Itself”, in; Artnews, Vol. 76,
No. 1, January 1977, p. 41.

59) ipbid.
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60) Barbara London, “Independent Video: the First Fifteen Years”, in; Artorum, Vol
19, No. 9, September 1980, p. 39.

61) John G. Hanhardt, “Video/Television: Expanded Forms”, in; Video 80, No. 5, 1982,
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62) Gregory Battcock, op. cit., p. 22.

63) Sherry Miller, “Electronic Video Image Processing: Notes toward a Definition”, in;
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64) Lucinda Furlong, “Notes toward a History of Image-processed Video: Eric Siegel,
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65) Sara Hornbacher(ed.), “Video: the Reflexive Medium”, in; Art Journal, Vol. 45, No.
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ABSTRACT

Rehistoricizing Video Art

: Focused on Exhibitions and Discourses

Shan Lim"

This paper proposes a few conceptual frameworks for the process of
rehistoricizing video art, which identify video as an art form that differs from
experimental television. A critical examination about how video art emerged
over time warrants further consideration regarding the movements and various
positions towards arts practice and policy. Therefore, this paper adds to the
calling for rehistoricizing video art as an art genre.

Some may argue that there have been inconsistent narratives about the
history of video art. Equally convincing, however, is the authentic history of
art movements that unfolds stories about different forms of art. A linear
approach to examine the history simply interferes with the ‘inconsistent’
process of creativity and limits the opportunity for growth. That said, I intend
to reorganize the history of video art with experiment television and video
technology as primary elements —this process will shape the multilayered
world of video art— and to substantiate an argument that such efforts can

help ensure that rehistoricizing, often decentralized and diverse, is good for

* Professor, Dongduk Women's University
This work was supported by the National Research Foundation of Korea Grant
funded by the Korean Government[NRF-2011-35C-A00277].
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creativity.

This paper presents three key chapters. In chapter 2, two special events
commonly mentioned in the history as for the beginning of video art are
examined with regard to the context and their historical implications. Chapter 3
will discuss the ways about how the concept of video art came to birth and
became operational: video art became a major player in curatorial practice and
established a wvaluable footing in exhibitions of galleries and museums. In
addition, the chapter examines the case of public broadcasting programming,
which invited video technology for public discourse on aesthetics. This
engaged video technology with the alternative and experimental television
movement and helped to illustrate how art movements reflect socio—economic
trends. Chapter 4 takes a look at a few art theories and their contributions to
the academic efforts in order to understand electronic art forms with the use
of television and video technology. In doing so, the theories are compared and
further analyzed with a focus on the ways they informed and influenced each
other whilst comprising an interconnected body of literature.

After all, this paper presents a view that video art has a room for a
different approach —as opposed to the traditional approach— towards the
historical examination of societal policy and practice that contributed to
expanding the aesthetic boundaries of television and video. An examination of
supporting funds for television broadcasting studios, publishing venues for
video art, and other apparatus of video art, such as galleries/museums and the
organizations of alternative cultural movements, can inform not only the
development of video art but also the historicizing of video art itself.

Today’'s mass media and new digital art forms are changing the ways
we study video art. It was the 1980s that historical narratives about video art

just emerged. Now, the field is better informed about how to examine diverse
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art movements with more appropriate concepts and theories than the past.
This 1s not meant to suggest that the history of video art be normalized, or
that its complexity be glossed over. In light of experimental television, video
technology, and today’s media art, rather, this paper intends to support the

decentralized diversity in our artistic thinking and behaviour.

Key Words
Video Art, Nam June Paik, Sony Portapak, Wolf Vostell, Experimental
TV
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