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Everson Museum of Art
401 Harrison St .
Syracuse, N.Y.
Tues. - Sun . (12 - 5)
Sat . (10 - 5)
Collaboratively designed by Patricia Nedds & George Quasha with Gary Hill & produced at the
Open Studio Print Shop (Rhinebeck, New York), a non-profit facility for writers, artists, & inde-
pendent publishers, funded in part by the New York State Council on the Arts & the National En-
dowment for the Arts .

for sound, video, and wire mesh.

Selected Video Works by Gary Hill
will be shown on the Syracuse

Cable Systems (Channel 7)
May 11 thru June 30

5:30 - 6:00 p.m .
The artist gratefully acknowledges support from the Creative Artists Public Service Program &
electronic design consultation by Dave Jones.
Everson Museum of Art is supported by the New York State Council on the Arts, Onondaga
Cpunty, the City of Syracuse, National Endowment for the Arts, Membership, independent con-
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SPRACHEN VIDEO

Les bandes video de Gary Hill traitent du renvoi

permanent de ('image au langage dons la mesure

ou notre vision du monde est modelee par le rapport

langagier que nous entretenons avec les chases et les

titres, Clue celui-ci se fasse avec des mots, des textes,

des calligraphies diverses, ou simplement avec notre

regard, L'une des thematlques du travail de Gary Hill

consiste a saislr les mecanismes des phenomenes de

dedoublement, de duplication, d'auto-reference du

langage selon diverses modalites- princlpalement

I'ecriture et la parole -en les reliant par la vision, Gary

Hill s'attache a plusieurs sortes de textes (religieux,

poetiques, prosodiques ou a caractere personnel) et a
leurs differences propagations et inscriptions (ecriture,

lecture, audition), Dons ('exposition du Centre Georges

Pompidou, rr Passages de ('Image », il avait utilise pour

('installation Disturbance (among the jars) des textes

gnostlques retrouves dons des jarres en 1945 a Nag
Hommadi, en Egypte ; un texte de Blanchot etait le

noyou de I'ceuvre And sat down beside her presentee a
la Galerie des Archives en septembre 1990 1 . Le

support de la video est alors compris comme un

medium quasi transparent permettant au langage de

I Collection on FRAC Bretagne

clrculer sans entraves jusqu'au regardeur,

L'interdependance entre ce qui vu et ce qui est drt

affirme que voir c'est d'abord voir du sens . Cela peut

titre bien sur le sens premier du contenu de ce que I'on

lit ou entend, mais a un autre niveau cela peut titre le

sens du langage en tant qu'il se questionne lui-meme .

En utllisant dons "Between Cinema and a Hard

Place "des passages d'un texte de Martin Heidegger

rt Le deploiement de la parole)), tire de Unterweg s

zur Sproche 2, et dont le point de depart est un poeme

de Holderlin, Gary Hill tente une approche de cette

question, qui pourrait se resumer dons une formule

meme de Heidegger : ((La parole est parlance N.

Le texte suit une reflexion qui conduit a la region de

I'etre ou pensee et poesie sont a proximte, et cherche

a delimiter ('espace de ce voisinage sans pour autant

lui assigner des lieux precis, sans lui appliquer des

parametres et des unites de mesure, car justement

cette proximite dons la parole ne se comprend pas et

ne s'exprlme pas dons un espace-temps . En echo a
cette conception, les moniteurs sont places comme

des pierres delimitant le perimetre d'une propriete,

mais leur technologie dit la parole qui parle de son

2 Martin Heldegger, Acheminement vers lo parole, pp . 193-202, dd, Gallimard,
call, TEL

titre sans limites physiques . Ironlsant sur ('espace de la

parole, sur son deploiement dons la proximite, sur les

references a la nature sauvage ou d celle travalllee

par I'homme en falsant defiler des images de cailloux,

de brindilles, de plantes d'appartement, de champs,

de montagnes, de maisons - autant d'espaces places

dons les moniteurs avec des temps calcules et

prepares - Between Cinema and a Hard Place, (qui

derive de ('expression Idiomatique Between a rock

and a hordplace 3) fait dire a la parole qu'elle peut se

dire d travers la technique . Un jeu de voisinages et de

proximites est ici mis en images, simultanement entre

les differents espaces et temporalites du texte - qui

traite justement de cette question -et

('espace-temps de la bande video qui tantot coincide

avec ce qui est dit, tantot s'en eloigne . Cependant,

Gary Hill ne veut en aucune faqon commenter le texte

qu'il utillse alors comme materlau, ni ne veut dire la

verite sur celui-ci ou le langage en general, Cherchant

a explorer les processus de la production et de la

reception du langage grace a des longues, des

inscriptions et des genres litteraires multiples, il veut

mettre en relief les facettes meme du langage . Ce

3Troductlon approxlmative "Entre le marteau et tenclume"

travail est Tune de ces facettes mats n'en est pas

I'ultime raison .

Les images qui defllent a travers les moniteurs en

montrant plusieurs plans et approches du reel, donnent

a apprecier des distances physiques et des grandeurs

alors que les phrases proferees cherchent au contraire

d annuler les ecarts et les topologies supposees a cet

espace du langage ou se tiendrait le voislnage de la

pensee et de la poesie . Entire le cinema et le langage,

entre image et texte, le spectateur se trouve pris entre

les moniteurs du premier plan et les images de

montagne des moniteurs de la deuxieme rangee . Mais

il West pas encore dons ('espace du langage . Le

cceur de cette proximite nest pas reductible a des

calculs puisqu'en derniere instance il ne s'agit que de

la rr mise en chemin r>, que de ('interrogation ouverte

du langage sur son essence .

JACINTO LAGEIRA
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DERER NOGET HENKASTET OVER TITLEN til denne udstilling med Gary Hill's videokunst - ANDRE-
ORDOGBILLEDER . . . ja vist, menHVILKEandre ord og billeder? Hvad er gaet forud for dam? Og hvorfor den-
ne sammenskrivning, der got muligheden for en fejllxsning sA stor?
Hvad enten der er video-installationer eller -produktioner det drejer sig om, finder man i Hill's vxrker en konstant
og stark optagethed of sproget og hale reproesentationens natur. Sproget er et ofde vilkAr, sour mennesket mA lave
under; vi fades ind i et system oftegn, der allerede er givet pA forhand. Og sproget taler gennem os, snarere end om-
vendt. Hos Hill er videoen der priviligerede sted, hvor undersegelserne of sprogets muligheder og dets forbindelse
til verden og vor bevidsthed kan foregA . Videoen er det insisterende blik, der for et ojeblik kan tomme et ord for dets
distinkte mening, og istedet fa det til at fremstA blot i dets lydlighed . Den er det medium, der kan afdxkke nye forbin-
delser mellem sprog og billede .
Der er for sd vidt intet nyt i, at videoen kan producere levende billeder, der trods deres gengivende egenskaber trxk-
ker sig tilbage fro verden, og virker mxrkvxrdigt fjerne . Det pA een gang chokerende og smukke ved Gary Hill's vi-
deokunst er, at den iscenesxtter forhold, som vi alle lever under, sAledes at nye sider afslores . - En aggressiv intona-
tion bliver pludselig melankolsk, en mdlrettet handbevxgelse tovende. Derfor er der tale om ~>andreH ord ogbilleder;
de er alt for basale til at virke fremmede, alligevel eksisterer de kun i kraft of videoen.

VIDEOKUNSTEN UDFOLDER SIG I TO FUNDAMENTALT FORSKELLIGE KATEGORIER, der har
med salve fremvisningen at gore . I installationen er det videoens rumlige aspekt, der dominerer. Det er videoen, nor
den er mindst flygtig og mast kropslig . Den anden kategori er den, som vi ogsA kender fro de andre levende billeder
- produktioner, som har et tidsligt forleb . Gary Hill, som oprindeligt er billedhugger, arbejder indenfor begge disse
kategorier . Under udstillingen i Video Galleriet og Glyptoteket bliver der lejlighed til at se tre ofhans videoinstalla-
tioner og alle hans produktioner . Hans vxrker er for sA vidt blevet reprxsentanter for videoens spxndvidde som
kunstart under denne udstilling . Som sAdanne er de nok atypiske, for der er entendens hos Hill til at gA den stik mod-
satte vej ofden, der synes oplagt . Se f.eks . pA CRUX - den installation, som Glyptoteket viser. De fern monitorer,
der tilsammen gengiver et menneskes yderpunkter (to hinder, to fodder og hovedet) i formen of et kors, skaber en
slags ikke-skulptur . Det er et perceptivt narrevxrk; vi ser, at kroppen, som er pa vej hen imod os ikke findes . CR UX
er altsa meget lidt rumlig i situdtryk . Til forskelfro mange andre videoinstallationer har den desuden et klart tidsligt
forleb, en begyndelse og en slutning, en bestemt varighedtPA den anden side er Hill's videoproduktioner som navnt
tidligere pA selve det visuelle plan ikke sxrligt prxget ofden flygtighed, som ellers er blevet et ofvideokunstens sxr-
kender . I videoer som WhyDo Things Get in a Muddle? (Come on Petunia) og den nyeste Site Recite er rum og tid
storrelser, der omend sxrprxgede, sA ogsa er meget veldefinerede . Der kaos, der Jigger og ulmer i sproget og som
get krav pA et sxrligt sted, et omrAde netop mellem verden og sprog, krxver faktisk bade stringens og tydelighed .



OTHERWORDSANDIMAGES INDEHOLDER SOMNNVNT, DELS THE INSTALLATIONER, HVOR-
AF DENENE, INASMUCHASIT'SALWAYSALREADY TAKING PLACE, VISESFORALLERFORSTE
GANG, DELS EN RETROSPEKTIV VISNINGAF HILL'S BANDPRODUKTIONER . Et sxrskilt program
for visningen ofdisse produktioner findes pA udstillingsstederne.
I dette lille katalog finder man entekst, der omhandler nogle of Hill's vigtigste bAndproduktioner, saint forholdsvis
korte, subjektive beskrivelser ofde tre udstillede installationer . Den ene of disse tekster er skrevet ofGary Hill selv .
Dens skitseagtige knaphed skyldes det enkle forhold, at installationen der beskrives, i skrivende stund endnu er un-
der udarbejdelse . Derfor kan der ogsA forekomme smA uoverensstemmelser mellem installationen og Hill's beskri-
velse ofden. Kataloget rummer iovrigt ogsA videografi og biografi.

OTHERWORDSANDIMAGESer det ferste direkte og synlige resultat ofsamarbejdet mellem Ny Carlsberg Glyp-
totek og Video Galleriet i Huset. - Et samarbejde, der skyldes engensidig interesse for videokunsten . Med udstillin-
gen hAber vi at kunne inspirere og stimulate det milje omkring videokunsten i Denmark, som gennem de sidste par
Ar har vokset sig stxrkt .
Til sidst en varm tak til Kulturministeriet, Kunstkanalen, Carlsberg, Det kgl . Danske Kunstakademi, The Chase
Manhattan Bank, Moderna Museet, Audioscan og alle andre, der bar bidraget til at skabe denne udstilling .

Vibeke Vogel

	

Flemming Johansen
Videokonsulent Video Galleriet

	

Direktor, Ny Carlsberg Glyptotek.

THERE IS A CERTAIN CASUALNESS ABOUT THE TITLE of this exhibition of Gary Hill's video art . -
OTHERWORDSANDIMAGES . . . indeed, butWHAT other words and images? What makes them »other<<? How
do they differ from those that necessarily have preceded them? And why this writing in one word which is so easily
misread?
In Hill's videoinstallations as well as productions, there is a prevalent and forceful preoccupation with language and
the very nature of representation . Language is one of the conditions that man must live under; we are born into a
system ofsigns that is pre-established, and language speaks through us rather than the other way around . In Hill,
video is the privileged place where it is possible to examine the potentialities to language and its connection to the
world andto our consciousness. Video is the insistent look that can momentarily drain a word of its distinct meaning
and instead make it appear solely in its audibility . It is the medium capable ofuncovering new connections between
language and image.
In a sense there is nothing new about the fact that video is able to produce moving images that withdraw from the
world andappear strangelyalien, in spite of their reproductive qualities. What is at the same time shocking and beau-
tiful in Gary Hill's video art is its mise-en-scene ofconditions we all live under so that new aspects are revealed . -
An aggressive intonation suddenly turns melancholy, a determined gesture becomes hesitant . That is why one can
speak of »other<< words and images; they are far too basic to seem alien, they only exist however by virtue of video.

VIDEOARTIS DEVELOPING WITHIN TWOFUNDAMENTALLY DIFFERENTCATEGORIES which
are both related to the actual presentation . In the installation, the spatial aspect is what predominates . It is video at
its least elusive andmost physical . The othercategory is the one we are familiar with from the otherforms ofmoving
images - productions which have temporal development . Gary Hill, who was originally a sculptor, works within
both ofthese categories . During the exhibition at Video Galleriet and Glyptoteket it will be possible to see three of
his installations and all of his productions . In a way his works have become representatives ofthe scope ofvideo as
an art form at this exhibition . As such they are probably atypical, for Hill tends to choose the exact opposite ofwhat
seems the obvious. Take a look at CR UX, for instance, the installation exhibited at Glyptoteket . The five monitors
which reproduce the extreme points ofa human being(two hands, two feet, andthe head)in the shape ofa cross form
a sort ofnon-sculpture . It is a perceptive delusion ; we realize that the body which is approaching us is non-existent .
Thus, CR UX is definitely not very spatial in its expression . And unlike many other video installations it has a well-
defined temporal development, a beginning and an end, a finite duration . However, as mentioned previously, the
visual level of Hill's video productions is not particularly marked by the elusiveness that has become one ofthe
characteristics ofvideo art. In videos such as WhyDo Things Get in a Muddle? (Come on Petunia) and the latest, Site
Recite, space andtime are very well-defined concepts even though theyareunusual. The chaos whichis smouldering
beneath the surface of language and which lays claim to a special place - a field exactly between the world and
language - actually demands cogency as well as distinctiveness .

AS MENTIONED, OTHERWORDSANDIMAGES CONSISTS PARTLY OF THREE INSTALLATIONS,
ONE OF WHICH, INASMUCH AS IT'S ALWAYSALREADY TAKING PLACE, IS SHOWN FOR THE
VERY FIRSTTIME,AND PARTLY OF A RETROSPECTIVE SHOWING OF HILL'S TAPE PRODUC-
TIONS. A separate programme for the showing ofthese productions can be found at the exhibition grounds.
In this small catalogue you will find atext which deals with some ofHill's most important tape productions, as well
as relatively brief, subjective descriptions ofthe three installations exhibited. One ofthese texts is written by Gary
Hill himself. Its draft-like brevity os due to the simple fact that the installation which is described is still in progress
at the time ofwriting . Consequently, minor discrepancies between the installation and Hill's description of it may
appear . In addition, this catalogue contains videography and biography.

OTHERWORDSANDIMAGES is the first direct and visible result ofthe collaboration between the Ny Carlsberg
Glyptotek and Video Galleriet in Huset. This collaboration is based on a mutual interest in video art . With this ex-
hibition we hope to inspire and stimulate the artistic environment ofvideo art in Denmark which has established
itself strongly over the past few years .
Finally we wish to express our sincere gratitude to the Ministry ofCultural Affairs, Kunstkanalen, Carlsberg, Det
Kgl. Danske Kunstakademi, The Chase Manhattan Bank, Audioscan, »Moderna Museet<, and to all those who
contributed to the creation of this exhibition .

Vibeke Vogel

	

Flemming Johansen
Video Curator Video Galleriet

	

Managing Director Ny Carlsberg Glyptotek



VERDEN HAR SIN EGEN TID, der gar'fra evig-
hed og til evighed', og i den liar menneskene indrettet
sig i en lille lomme ofkulturel tid med projekter, dag-
ligliv og levet liv, en livstid, her kaldet det Bode .
Men of og til standser menneskene op . Stiger ud of

projekternes og det daglige sociale livs tid, og folder
ind i et kort ojeblik ofevighed, som ikke peger nogen
steder hen. Pa bagsiden of livets og sprogets evindelige
fremadstrxben . PA bagsiden anden uophorlige bestrx-
belse pA at sikre dagen i morgen, fremtiden og llivet
selv . Der finder vi kunsten. Der finder vi billedkunst-
en, poesien, litteraturen, hvilket i Gary Hills vxrker er
sider of samme sag. Som f.ex . i Incidence of Cata-
strophe, hvorhan laser Thomas the Obscure ofden fran-
ske forfatter og filosof Maurice Blanchot .
Ikke sAdan at forsta at Incidence . . . skulle'illustrere'

Blanchots tekst, ligesom bogen ikke kan lxses Nnach-
traglicha som en kommentar til Hills video, men netop
sAdan at Incidence . . . er en lxsning, en udveksling,
hvor billeder og tekst cirkulerer i nye fletvxrk .

Faktisk er Incidence . . . bemxrkelsesvxrdig'tavs' i
forhold til Hills tidligere videoer, som netop er karak-
teristiske ved deres insisteren pA sproget . For at forstil
denne xndring som umiddelbart set ud som en total
kovending, er det nodvendigt, at gribe tilbage og un-
dersoge, hvordan sproget optrxder i de tidligere vi-
deoer.

I URAARU . . . er det japansk, der er pA program-
met . Nu er japansk ikke et hvilket som helst sprog: For
det forste forstarvesterlxndingenikke en lyd of det, og
for det andet er Japan Zen-buddhismens vugge. Og
Zen-traditionen rummer, som Roland Barthes liar
gjort opmxrksom p5 2, et for vesten ukendt begreb :
Satori . Satori betegner en tomhed, en intethed, et fra-
vxr ofbetydning, som ikke er vxrdiladet, dvs. som ik-
ke er mystikerens ekstatiske >,bliven-eet-med-Altet (el-
ler Gud)«, og ej heller den negativt prxgede forladt-

BAGSIDEN EKSISTERER
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THEWORLD HAS ITS OWN TIME which spans
'for ever and ever', and within it man has installed him-
selfin a small pocket of cultural time with projects, dai-
ly life, and lived lives; a lifetime, here referred to as
good.
But now and again man stops . He steps out of the

time of projects and daily social life and drops into a
brief moment of eternity, pointing nowhere. On the
backside ofthe perpetual progress of life and language.
On the backside ofthe incessant endeavours to secure
tomorrow, the future, and life itself. This is where we
find art. This is where we find the visual arts, poetry,
literature, which in Gary Hill's works areinterrelated .
As for instance in Incidence ofCatastrophe in which he
reads Thomas the Obscure by the French author and
philosopher Maurice Blanchot .

I do not mean to imply that Incidence . . . is meant as
an willustration« of Blanchot's text, just as the book
cannot be read as a supplement comment on Hill's vi-
deo, but rather that Incidence . . . is a reading, an ex-
change, in which images and text circulate in new con-
catenations .
As a matter of fact Incidence . . . is remarkably »si-

lent« compared to Hill's earlier videos, which are cha-
racterized precisely bytheir insistence on language . In
order to understand this change, which at first sight
seems to be a complete about-face, it is necessary to go
back and examine how language appears in the earlier
videos .

In URA ARU. . . the matter at hand is Japanese .
However, Japanese is not just another language : first
of all it is pure gibberish to the westerner, and second-
ly Japan is the cradle of Zen Buddhism . And, as Ro-
land Barthes has pointed out 2, the Zen tradition in-
cludes a notion which is unknown to the Western
World: Satori . Satori denotes an emptiness, a nothing-
ness, an absence ofmeaning which is not loaded, that

lied, som eksistentialismen, nihilismen eller den sorte
romantik, liver pa deres made liar talt om .

Derfor taler manden japansk i URAARU . . . . Fordi
man Abenbart skal heltom pA denanden side ofkloden,
til det japanske sprog for at finde et bare nogenlunde
hxderligt begreb for denne intethed, dette vxrens
grundvilkar, uden at fa tanken forplumret ofden vest-
lige dialektik mellem ondt og godt, negativt og posi-
tivt, Gud og Satan.
Som grundvilkAr for al vxren kin denne intethed

nemlig ikke undgA at optage sindene, heriblandt
kunstnernes .

OG URAARU . . . KANSELV SES som en eksercits
i satori : tegn og gerninger opstAr ogudvikler sig for vo-
res ojne og oren, tillob til sxtninger cirkulerer rundt
vandret sAvel som lodret, uden at fxstne deres betyd-
ninger i meningsfulde, sammenhxngende projekter.
Tvxrtimod er det sprogets lydlighed, der domine-

rer, den sproglige'substans', fonetikken, der sammen
med skriften, tegnet udgor tilskuerens oplevelsesrum .
Der'males' med sproget, mere end der fortxlles om el-
ler peges pA en bagvedliggende, original virkelighed
med det. Og det med 'maleriet' er vxrd at hxfte sig
ved. Hill er nemlig i eminent grad billedkunstner . At
det sA ofte er sproget, der star model xndrer intet i den-
ne sammenhxng . Det vxsentlige er, at han generelt
bruger videoen - ikke til at beskrive eller 'lave film'
med - men til at male med. Uden at han derfor forfal-
der til orgiastiske udskejelser i det digitaliserede bil-
ledes mange forvridningsmuligheder a la »X antal bil-
leder i samme billede, fuld knald pA farverne, godt
med effekter, suggererende musik og sa nogle hurtige
klip<< . Nx, det der kendetegner hans video er det
stramme koncept og det plastiske arbejde med flade,
volumen og lyd, og, da mediet er levende billeder : de-
res indbyrdes bevxgelige spil .

THE BACKSIDE EXISTS

is, which is neither the ecstatic ))becoming-one-with-
the Universe (or God)« ofthe mystic nor the negative-
ly marked forsakenness with which existentialism, ni-
hilism and the black romanticism have been concerned
in different ways .
That is why the man in URAAR U . . . speaks Japa-

nese . Because apparently you must go around the
world, to the Japanese language, to find anything that
remotely resembles a fair concept ofthis nothingness,
this basic prerequisite for being, without having your
mind muddled by western dialectics between evil and
good, negative and positive, God and Satan.
For as a prerequisite for any form of being, this no-
thingness cannot but occupy the minds, and among
them the minds of the artists .
AND URAARU . . . ITSELF can be understood as an
exercise in satori : signs and wonders arise and develop
before our eyes andears, fragments ofsentences circu-
late horizontally as well as vertically without attaching
their meanings to sensible, coherent projects .
On the contrary it is the audibility of the language

that predominates, the linguistic ))substance,<< the
phonetics which incombinations withthe writing, the
sign, constitutes the spectator's space of experience.
Rather than describing or pointing to any underlying,
original reality of it, Hill >>paintsk with language . And
the idea of»painting« is worth noticing . For to an emi-
nent degree Hill is a visual artist . The fact that very
often he uses language as his model is irrelevant in this
connection . The point is that he generally uses video
- not to describe or »make films(( with - but to paint
with . Which does not mean that he is tempted into or-
giastic debaucheries in the numerous possibilities of
distorting contained in the digitized image, such as
numpteen images within one frame, maximum colour
intensity, plenty of effects, evocative music, and then
some quick cuts.(( What does characterize his videos is



Og omvendt skriver ban med billederne . Det er hele
tiden tegnet, teksten, reprxsentationen selv, der isce-
nesxttes . Sprog- og billedforlob vxves sammen i eet
tekstil .
Den maske, der hele tiden optrxder i URAAR U. .,

ogsom flyder pa vandet er derfor ingenlunde tilfxldig.
Den vedrorer selve omdrejningspunktet i varkerne:
tegnet, billedet, reprxsentationen . Masken er netop
der, der star i stedet for eller skjuler noget, nemlig an-
sigtet og dets udtryksfuldhed . Masken er ren facade,
ren udvendighed. Stivnet som det enkelte tegn, men
samtidig hele tiden pegende fremad som sproget og
teksten selv, foregoglende et 'sandhedens priviligere-
de ojeblik' forude, der ojeblik nemlig hvor masken fol-
der og afslorer en bagvedliggende realitet .
Men masken falder bare ned i vandet, reprxsenta-

tionen peger ingen steder hen. Ligesom teksten, de ja-
panske ord, bare messende trykkes ud i rummet uden
udtryksfuldhed . Det er ren kunstighed det hele, ren
kunst. Gestik og stemme er veltilrettelagt og trivialise-
tet: endnu en 'skrift', koderet og uden inderlighed.
Udtrykket kan bare vendes om, spejles i sin modsxt-
ning : endnu et udtryk. Sadan er palindromets logik.
Ligesom skuespilleren, performeren, recitatoren eller
hvad man nu skal kalde den maskerede optrxdende,
ogsa uophorligt vxver pa et tekstil of gesti og ord.

I den henseende hxnger URA ARU . . . og WhyDo
Things Get in a Muddle? (Come on Petunia) snxvert
sammen . De agerende skal ikke, som ellers pA film (el-
ler teater) skjule'kunstigheden', kunsten bag naturlig
optrxden eller bagved livagtige folelser osv. I Muddle . .
er det specielt tydeligt : de agerende bar under optagel-
serne talt og bevxget sig baglxns, derefter er videoen
blevet redigeret omvendt, med der resultat vi nu ser og
borer til folge. Hermed afskediges illusionen om at ka-
meraet og tilskueren iagttager en rigtig lille'virkelig-
hed' som en tilbagetrukken bevidsthed med dennes
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the tight concept and his plastic work on surface, vo-
lume and sound, and, sincethe medium is moving pic-
tures : their mobile interplay.
And conversely he writes with the images . Constant-

ly it is the sign, the text, the very representation that is
being directed . The sequencesoflanguage and images
are interwoven into one piece of textile .
Thus, the mask that recurs all through URAAR U . .

and floats on the water is by no means random. It con-
cerns the very centre og rotation in the works: the sign,
the image, the representation . The mask is exactly
what replaces or covers something, namely the face
and its expressiveness . The mask is nothingbut front,
nothing but superficiality . Stiffened like each of the
signs, but at the same time pointing forward, just as
the language andthe text itself, pretending that there is
a ))privileged moment of truth« ahead, the moment,
that is, when the mask is dropped and reveals a reality
behind it .
But the mask is simply dropped into the water, the re-

presentation is pointing nowhere. In the same way that
the text, the Japanese words, is chantingly squeezed
out into the room, devoid of expressiveness . Every-
thing is pure artificiality, pure art . Gesticulation and
voice are well arranged and trivialized : yet another
nscripture,« regularly enciphered and empty of fer-
vour. The expression can simplybereversed, reflected
in its own counterpart : yet another expression . This is
the logic of the palindrome . In the same way that
the actor, the performer, the reciter - or whatever one
chooses to call the maskedartist - is continuously weav-
ing a piece of cloth out ofgesticulations and words.

In this respect URA ARU . . . and WhyDo Things
Get in a Muddle (Come on Petunia) are closely connec-
ted. Unlike theconventionin film(or theatre), the per-
forming artists are not supposed to hide the »artificia-
lity,H the art, by acting naturally or by conveying life-

privilegium pa at uddrage essensen, betydningen, me-
ningen med der hele . Hvad vi ser i Muddle . ., er bl .a .
videofilmens tekniske muligheder og konceptets isce-
nesxttelse, som nor f.ex . faren midt i samtalen med sin
datter svxlger store mundfulde piberog-omvendt zn-
dedrxt og dermed piberygning lader sig nemlig ikke
praktisere .
BEVIEGELSER OG StBTNINGER er fascinerende
og gribende, ikke fordi de udtrykker dybe bagvedlig-
gende andelige og sjxlelige konflikter, de er der sim-
pelthen qua selve konceptet .
Andre mader at opnadet samme pa, er at insistere pa

billedets grafiske og formmxssige billedkvaliteter,
som f.ex . i Primarily Speaking, som er strengt form-
mxssigt opbygget- men formerne er tomme: et tilfxl-
digt udsnit ofhojspxndingsmaster og -ledninger - el-
ler slet ingen ting : inter billede i billedrammen .
Tilskuerens opgave som'lxser' of disse tomme bil-

ledrammer (konsekvent iscenesat medWets colour-
bar som bagtoeppe) er den vanskeligste of alle : at holde
kxft - at droppe fortolkningens evige smasludrende
betydningstilskrivning . Tomheden er hverkentragisk
eller befriende.
Den er belt betydnings-les . Billedernes rytmiske

skift dikteres ikke ofen dyb indre sammenhxng, men
afen non-stop talestrom. Klipningen er lagt tilrette of
ter de sproghge modulationer pA lydsiden, som bestar
of een lang henvendelse fro et »jegrc til et ))du((, sam-
mensat of lutter dagligdags floskler, en uafbrudt
sproglig tomgang.

Fra den linde indholdstomme sproggrod i Primari-
ly . . . , overMuddle . . .'s besvxrede, nxsten smerteligt
vanskeliggjorte sprog og URAARU. . .'s selvspejlen-
de tegn, gar der en lige linje frem til sprogets endeligt
i den tavse Incidence . . . . En sproglos katastrofe, med
uforstaelige folger . (» Katastrofe« : grxsk for 'vende-
punkt') .

THE BACKSIDE EXISTS
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like emotions, and so on . In Muddle . . . this is particu-
larly evident : during the shooting, the performing ar-
tists have been speaking and moving backwards, then
the video has been edited conversely, the result being
what we now see and hear . Hereby Hill dismisses the
illusion that the camera and the spectator are watching
a genuine little »reality«, as an unobtrusive conscious-
ness with its privilege of extracting the essence, the
significance, the meaning ofeverything . Among other
things we see in Muddle . . . the technical possibilities
ofvideo and thedirecting ofthe concept, as for instance
when the father swallows big mouthfuls o£pipe smoke
in the middle ofa conversation with his daughter - for
reversed breathing, and consequently pipe smoking, is
not possible .

MOVEMENTSAND SENTENCES are fascinating
and stirring, not because they express profound, un-
derlying intellectual and spiritual conflicts, but simp-
ly qua the concept itself.
A similar effect is achieved either by insisting ofthe

graphic and formal IMAGE qualities ofthe image, as
in Primarily Speaking, which is a rigidly formal com-
position -but the forms are empty: a random segment
ofhigh-tension pylons and cables - or by showing no-
thing: no images within the frame.
The spectator's job as a ureadern of these empty

frames (consistently set up with the colourbar ofthe
television set as back cloth) is the most difficult of all :
to shut up - to drop the perpetual, chattering attribu-
tion of significance in any interpretation . The empti-
ness is neither tragic nor relieving.

It is completely devoid ofmeaning. The rhythmical
shifts ofimages are not dictated by anyprofound inner
coherence, but by a nonstop torrent of speech. The
editing is adjusted to the linguistic modulations on the
soundtrack, which consists of one long address from



Ikke flere spejlinger, ikke flere ekkoer ())Come on
Petunia« er f.ex . et ekko i anagramform3 of ))Once
upon a time«) . Tilslut star teksten der blot, - som et
tavst monument i et sprogligt slutspil .

Fjernt fro det absurde teaters ordsalat -blot belt me-
ningslose sproglyde . Og det er dette ikke-sprog, der
ifolge Barthes kendetegner det japanske satori .
Vejen frem til dette punkt er gaet gennem en stadig

sproglig'nedskrivning' : i Primarily . . . var der stadig
et 'jeg', der talte til et 'du' - noget, som bar vxret me-
get karakteristisk for Hills tidlige vxrker (se f.ex.
Aroundand About fro 1980). Dette Jeg' forsvinder ud
ofbilledet i Muddle . . . til fordel for den i dette tilfxlde
radikalt mere distancerede dialog mellem 'ban' og
'bun' . I URAARU. . . er ogsa disse instanser forsvun-
det. Tilbage star den klanglose oplxsning, som allere-
de blev foregrebet i Muddle . . ., men nu er det ikke
lxngere en forfatter, der taler gennem skuespillernes
mund, menen japansk-engelsk ordbog .

Til gengxld er det som om billedsproget er gaet den
modsatte vej . Fra de kaotiske, tilfxldige eller abstrakte
billedhxndelser i de tidlige videoer, over de uforstaeli-
ge ophobninger of billedforlob i Primarily . . . frem
mod en stadig storre umiddelbar'billedlxselighed' til
Incidence . . ., hvor billedsproget er enkelt og klart .

BILLEDSIDEN ER BLEVET stadig mindre excen-
trisk i sin pegen pa sig sely som billede, stadig mere
'normaliseret' . At det imidlertid er billedet, der taler
lades man ikke i tvivl om : diskret brug of slow-motion
og andre rafffneret diskrete tekniske virkemidler skal
nok minde os om det. Men de er blevet mindre anmas-
sende, og tilraner sig derfor ikke sa megen betydning.
I deres nye enkelhed nojes de med at sige : sadan - her
er et billede ofen mand, der laser, set bagfra, og man
er ikke et ojeblik i tvivl om at dette er et billede, der
mangler bare guldrammen .

BAGSIDEN EKSISTERER
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an ))I« to a»your, composed merelyby commonplaces,
an unbroken linguistic idling .
From the thin, inane linguistic porridge ofPrimari-

ly . . ., via the troubled, almost painfully hampered
language ofMuddle . . ., and URA AR U . . .'s self-re-
flecting sign, there is a straight line to the final end of
language in the silent Incidence . . . A languageless ca-
tastrophe with incomprehensibleconsequences . ())Ca-
tastrophe« : Greek for ))turning point«)
No more reflections, no more echoes (»Come on Pe-

tunia«, by way ofexample, is anecho in the shape ofan
anagram 3of))Once upon a times). Eventually the text
just stands there- as a silent monument in a linguistic
postlude .

Far from the verbiage ofthe Theatre ofthe Absurd
- just completely meaningless speech sounds . And
this non-language, according to Barthes, is what cha-
racterizes the Japanese Satori.

This point has been reached through a steady lin-
guistic ))devaluation« : in Primarily . . . there was still
an )>I« talking to a ))you(( - somethingvery characteris-
tic of Hill's early works (see for instance Around and
about from 1980). In Muddle . . . this »I(( is replaced by
the dialogue between »he« and ))she((, which in this
case is radically more alienating . In URA ARU . . .
even those elements have disappeared . What remains
is the dull recitation that was already anticipated in
Muddle . . ., but now it is no longer an author speaking
through the mouth ofan actor-, it is a Japanese-English
dictionary .
On the other hand, it seems as if the language of

images has taken the opposite direction. From the
chaotic, incidental or abstract occurrences of images
in the early videos via the obscure accumulations of se-
quences in Primarily . . . towards a still higher degree
of immediate ))image-legibility(( to Incidence . . ., in
which the language ofimages is simple and clear

.

Dette nulpunkt, denne stilhed i sproget og billeder-
ne, det tyste, udramatiske : hervat engang en mand, nu
er her et billede; head er der nu, det minder os om? Jo,
som sagt i indledningen, det er livets bagside, den vi
lidt kejtet med Gary Hill kaldte ondskaben. Hvis vi nu
folger ham ind i Incidence . . . og Site Recite, kan vi
droppe dramatikken og kalde den doden slet og ret .
Der udtrykslose ansigt i slutningen of Incidence . . ., de
renskurede knoglerester, konkylier og kranier i Site
Recite krxver ingen tillxgsord, intet tillxg of betyd-
ning .
Genstandene i Site Recite er lige sa mange uklassifi-

cerbare billedtegn for doden. Som'stemmen' (hvem?)
siger: ))there is something in every description, that
can only be a traps . Hill bar fuldfort den bevxgelse,
ban viste os i URAAR U . . . : en hand(hvilken?) tegner
en perfekt cirkel, og suger den derpa op i sig selv igen .
Det lange arbejde med tegnene, sprogets og billeder-
nes, bar tomt dem. Det er hverken Gudeller Satan, der
driver deres spil i der, der trxder frem for votes sanser .

Doden, intetheden er ikke en irreversibel tragedie .
Den er »indifference to thecentripetal vanishing point
that mentality posits to falsely(( (fro Site Recite) .

Satori : bagsiden eksisterer .

1 . Palindromererordellerseetninger,derhesesens
forfra og bagfra .

2 . Barthes nI:EMPIRE DES SIGNES,(, Geneve,
1970 .

3 . Anagrammer er ord eller satninger, der dannes
ofandre ord eller satninger ved at flytte em pz bog-
staverne .

I . Palindromes are words or sentences that read the
same backwards and forwards .

2. Barthes, L'EMPIRE DES SIGNES, Geneve
1970 .

3. Anagrams are words or sentences that are com-
posed out of other words or sentences by rearrang-
ing the letters .

THE BACKSIDE EXISTS
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THEVISUALSHAVE GROWNSTILL less eccen-
tric in their pointing to themselves as images, still more
))normalized .(( However, there is never any doubt
about the fact that it is images that speak: the subdued
use ofslow-motion and other subtle, discrete technical
effects will always remind us . But they have become
less presumptuous, and consequently they usurp less
significance . In their new simplicity they are content
with stating : there you are - this is a picture of a man
who is reading, seen from the back, and you never
doubt that this is a picture, the only thing missing is
the gilt frame.

This zero, this stillness oflanguage and images, the
hushed and undramatic : there used to be a man here,
now there is a picture-, what does that remind us of?
Indeed, as mentioned in the introduction, it is the
backside of life, which we, with Gary Hill, somewhat
awkwardly called evil . But ifwe follow him into Inci-
dence . . . and Site Recite we can forget the drama and
call it death, pure and simple . The impassive face that
appears towards the end ofIncidence . . ., the scoured
scraps ofbones, shells and sculls in Site Recite demand
no adjectives, no addendum of significance .
The objects in Site Recite constitute the same num-

ber of unclassifiable images of death. As »the
voices (who?) says : ))there is something in every de-
scription, that can only be a trap .(( Hill has completed
the movement he showed us in URAAR U. . . : a hand
(which hand?) draws a perfect circle andabsorbs it aga-
in . The sustainedwork with the signs oflanguage and
images, has emptied them . It is neither God nor Satan
who is at play in what stands out to our senses .

Death, nothingness, is no irreversible tragedy. It is
))indifference to the centripetal vanishing point that
mentality posits so falsely(( (from Site Recite) .

Satori : the backside exists .
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GARY HILL'S VIDEOINSTALLATION CRUX
(1983-87) er en meget star opbygning of fem monito-
rer, derviser fem videobAnd, med lyd. De fern skxrme
er anbragt i en slags korsform og visor henholdsvis
kunstnerens hoved, hans venstre og hans hojre hand
og hans venstre og hojre fod mod en skiftende land-
skabsbaggrund: et stort forfaldent hus, trxer og him-
mel, en masse stenbrokker og skxrver, til sidst med
vand indover. Der er et tydeligt forlob pA 28 min. i
videooptagelserne .

I Edith Deckers korte presentation of Gary Hill i
den of hende og Wulf Herzogenrath udgivne, meget
spendende og inspirerende »Video-Skulpturu (Du-
Mont 1989) kan man Ixse, hvordan videofilmene er
blevet til : de er optaget pA ruinoen Bannerman Island
i Hudson-floden, hvor Hill spxndte fern kameraer fast
til henholdsvis brystkurv, arme og bon, rettet mod ho-
ved, hinder og fodder, hvorpA ban foretog en vand-
ring nod over oen, endende i vandkanten .

HILL'S INSTALLATIONER, som ban vil holde
skarpt adskilt fro sine video-film, kalder ban >>system
performances«, fortxller Decker; installationen er en
slags rumlig iscenesxttelse, en performance-situation.
Men hvor andre of Hill's Mdeoskulpturen er perfor-
mance ofen installation, der er CR UX en installation
afen performance, nemlig den filmede vandring . Men

Poul Borutn
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EXPOSED
UPON THE MOUNTAINS

OF THE HEART

GARY HILL'S VIDEO INSTALLATION CRUX
(1983-87) is a very large composition offive monitors,
showing five tapes with sound. The five monitors are
arranged ina kind ofcruciform figure and show the ar-
tist's head, left and right hand, and left and right foot
respectively, against a changing background ofland-
scapes : a large dilapidated house, treesand sky, a lot of
rubbles and broken stone, eventually covered with
water. There is obviously a development, of about
twenty eight minutes, in the video.

In Edith Decker's brief presentation of Gary Hill,
which is includedin her own and WulfHerzogenrath's
very exciting and inspiring »Video Skulptur« (DuMont
1989), she describes thecreation ofthe videotapes : they
are shot on the ruined Bannerman Island inthe Hudson
River where Hill attached five cameras to his chest,
arms and legs respectively, aimed at his head, hands
and feet, andthen he beganto wander down across the
island to the waterline.

HILL CALLS HIS INSTALLATIONS, which he
distinguishes sharly from his video films, >>System
Performances« Decker informs us; the installation is a
kindofspatial mise-en-scene, a performance situation .
But whereas other ofHill's >,video sculptures« are per-
formances ofan installation, CRUX is an installation
of a performance, namely the filmed wandering. But
also here, as in all ofGary Hill's work, the representa-
tion is philosophically substantiated and sensuous .

AB 0UTTHEINSTALLATIONS
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ANSIGTET FORSVINDER OFTE I SKYGGE,og
imens oplever man hxnder og fodder som mindre og
mindre hxnder og fodder, mindre og mindre menne-
skelige - de bliver nxsten abstrakte gribe- og afvxrge-
redskaber. Ogsa er dot igen pludselig ansigt og to hin-
der og to fodder vi ser i dot skiftende lys fro omverde-
nen (en o-). Ogskxrmene bliver kontaktflader, og bil-
lederne handler om de enkleste ting : at se, at rore ved,
at sta og ga .

Installationen bliver et episk forlob, selve den arke-
typiske romantiske vandring i et ruinlandskab . Og
Crux'et bliver ogsa der de gamle teologer kaldte et
»tankekors«, dvs. et paradoks, som ikke kunne fattes
med tanken, men matte accepteres med troen.
Vima tro pa kroppens nxrvxr i dens fravxr . Vi laeg-

ger sely krop til .
Og hoved, hxnder og fodder bliver i egentligste for-

stand ekstremiteter, yderligheder . Det handler om ud-
sathed, om at vxre udsat.
Gary Hill's installation fik mig til at txnke pa et digt

ofRilke fro 1914, )>Ausgesetzt aufden Bergen des Her-
zens(< . Maske kan ogsa andre bruge dot som en guide

UDSAT PA HJERTETS BJERGE

ogsa her, som i alle Gary Hill's vxrker handler der om
en filosofisk underbygget sanselig reprxsentation .
CRUX handler om« kroppens fravxr . Jeg er fern

kameraer . De befinder sig i dot sorte rum, som de fern
monitorer danner yderpunkterne of Kroppen er ind-
skrevet i sorthed, i fravxr . )>Sjxlen befinder sig der
hvor krop og yderverden modesa, siger den tyske ro-
mantiker Novalis.

Ligeledes indgar ansigtet, hxnderne og fodderne
snart i baggrunden, i naturen, og snort er dot somom
de (dvs . han) holder billedfladen ud imod os, hxnder-
ne og fodderne bliver vore hinder og fodder, mens
overden« hele tiden hvirvler og forsvinder .

CRUX
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CR UX pis about((the absence ofthe body . I am five
cameras. They are placed in the black space in which
the five monitors constitute the extreme points . The
body is inscribed in blackness, in absence. ))The soul is
where the body and the outer world meet((, the Ger-
man romanticist Novalis claims .

THE FACE IS OFTEN OBSCURED by shadows,
and at the sametime the hands and feet are experienced
as smaller and smaller, as less and less human - they
become almost abstract devices for gripping and avert-
ing. Then suddenly again it is the face and two hands
and two feet we see in the changing light from the sur-
rounding world (an island) . The monitors become
contact surfaces, and the images deal with simple
things : seeing, touching, standing and walking.
Similarlynowthe face, thehands andfeet are part of

the background, of nature and it is as ifthey (he, that
is) hold out the image surface against us, the hands and
feet become our hands and feet, while the »world« is
constantly whirling and disappearing .
The installation turns into an epic, the very arche-

typal romantic wandering in a wasteland . And the
CRUX also turns into what the old theologians called
»a cross of the intellect,(( that is, a paradox that is in-
comprehensible to the intellect but had to be accepted
by means offaith .
We must have faith in the presence ofthe body in its

absence. We lend our own bodies to it .
Quite literally the head, hands and feet become ex-

tremes, boundaries . The subject is exposure, being ex-
posed.
Gary Hill's installation made me think ofa poem by

Rilke from 1914, Ausgesetzt auf den Bergen des Her-
zens. Others might also find it useful as a guide to the

EXPOSED UPON THE MOUNTAINS OF THE HEART

til den rejse Gary Hill tager os modud pa pa eget an-
svar . Her erdot, i Thorkild Bjornvigs kongeniale gen-
digtning :

UDSAT PA
HJERTETS BJERGE
Udsat pa hjertets bjerge . Se dog hvor lille
ordenes sidste landsby, og hojere,
ak, men hvor lille, endnu en allersidste
folelsens gard. Kan du erkende den?

Udsat pa hjertets bjerge . Stengrund
under min hand . Her blomstrer vel noget
tovende op, pe dot stumme fjeldstyrt blomstrer
en uvidende urt syngende frem .
Ak, men den vidende? Den, som begyndte at vide
og tier, udsat pa hjertets bjerge .

Der gar vel med sluttet bevidsthed
mange omkring, mangent et sikret bjergdyr
vandrer og dvxler . Og store sikrede fugle
kredser om tindernes rene vxgring. - Menher
vxrgelos, udsat pa hjertets bjerge . . .
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journey Gary Hill takesus outon, at our own responsi-
bilities . Here it is in Albert Ernest Flemming's ac-
claimed translation :

EXPOSED UPON
THE MOUNTAINS OF THE HEART
Exposed upon the mountains of the heart .
Look how little there!
See: how small there lies the last domain ofwords,
and higher still and smaller yet the final
granary of feeling . Do you recognize it?
Left exposed upon the mountains ofthe heart .
Barren rock under your hands.
Yet there still blooms something here :
from out of the cleft rock and unknown flower
blossoms singing! But the knowing one? Oh, he began
to comprehend, is silent now, exposed
upon the mountains of the heart .
Here is, where full of confidence,
surefooted animals come roaming, stay awhile,
grazing, change directions, come and go .
And the giant bird ofprey comes circling
around the mountain peak's pure refusal. -
But no longer finding shelter,
here upon the mountains of the heart . . .

(From: Rilke, Rainer Maria. Selected Poems, translated
by Albert Ernest Flemming, p. 220. Methuen, New
York 1986 .)
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HVORFOR BLANCHOT? Hvorfor Thomas the Ob-
scure? Jo, for i denbogsforste kapitler, de kapitler, som
helten - skuespillerenl forfatteren i In Situ - laser, er
der et usadvanligt voldsomt sammensted mellem det
visuelle og sproget . Thomas - og det er maske herfra
ban har sit navn ))the Obscure<< - fortaber sig, forsvin-
der i sit eget bliks intimitet, som han ikke foler kom-
mer fro hans egen krop, menderimod udefra, fro nat-
ten, fro selve stilheden i alting . Og ordene, for Thomas
er ogsa laser, bliver en del afhans triumferende og tru-
ende blik, de strzler ud derfra som ojne, som levende
vasener, ())en kamperotte med gennemborende ojne
og glimtende tanderH), der udover en tiltrakning pa
ham som minder om dodskampen . Man forstar godt,
at Gary Hill, som er sa besat of sprogets materielle be-
skaffenhed, at han nu i arevis har brugt det som det
vigtigste varktej i sine kompositioner, har felt sig til-
trukket of et skonlitterart vark, som han her - bade
metaforisk og bogstaveligt - satterop over for TV-me-
diets fiktion og apparatur .
Hvad er det sA den underforstaede tilskuer, som Ga-

ry Hill tilbyder en magelig siddeplads, set pA den vi-
deo, som toner frem og forsvinder i korte sekvenser pa
In Situ's eneste monitor. First er det havet. Dernast
ojnene ofden mand, vi kalder helten : ultranarbilleder
of skiftevis venstre og hojre eje, vidt abne, men allige-
vel lukkes de to gange heftigt i, for heftigt, som for at

Raymond Bellour
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WHY BLANCHOT? Why Thomas the Obscure? Be-
cause in the first chapters of this book, in the chapters
read by the hero, the actor-author ofIn Situ there is
an extraordinarily violent clash between sight and
language . Thomas - and this is perhaps where he gets
the name obscure- Thomas loses himself, disappears,
in the intimacy ofhis own gaze, which he experiences
as coming not from his body, but from outside, from
the night, from the very silence of things . And the
words, because Thomas is also a reader, enterinto this
triumphant and threatening gaze, they radiate from it
like the eyes of living beings, (»a gigantic rat, with
piercing eyes, gleaming teeth«), exercising a hold over
him that is like the hold ofa fight to the death. It's un-
derstandable that Gary Hill, so haunted by the ma-
teriality oflanguage that for years now has made it the
principal tool ofhis compositions, tempted by a work
offiction that he opposes here, in both a metaphorical
and real manner, to the fiction and the apparatus of
television .
What does the implied spectator, to whom Gary

Hill offers a comfortable chair, see in the tape that ap-
pears and disappears, in short sequences, on the single
monitor of In Situ? First the ocean. Then the eyes of
the man we'll call the hero : the left eye and the right
eye, in turn, in extreme close up, wide open, yet twice
closing violently, too violently, as if to nullify an un-
tolerable sight that must nonetheless be tolerated . A
zoom pictures a fragment of a page from Thomas the
Obscure, the words »staring into the

	

. . .

	

« can be
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udslette et uudholdeligt syn, som ikke desto mindre
ma udholdes . Der zoomes ind pa et brudstykke ofen si-
de fro Thomas the Obscure, og man kan tyde ordene
>>stirrer indi . . . ( . Sa havet igen, og himlen . Og nxrbil-
leder of heltens pande og febrilske hxnder, som plud-
selig afbrydes of en uhorlig baglxns afspillet stemme
pa lydsporet. Denne lyd indleder videoens anden bil-
ledserie : flernsynsbilleder fro Irangate-krisen, vaben-
salget til Contraerne, vi set prxsident Reagan, osv. To
gange bliver disse billeder flettet sammen meddem fro
den forste billedserie : frst i en lang rxkke dobbelteks-
poneringer og overtoninger ; og dernxst i parallelklip-
ning (dot vil sige de to vigtigste implikationsprincip-
per i enhver beretning, der fortxlles i billeder). Ind i
mellem disse to afspilninger fro fjernsynet sidder hel-
ten ved et bord og spiser, mens han laser i Thomas the
Obscure . Og to gange synker han sammen og glider
bagover tied of stolen . Forste gang begynder ban igen
at lose, mens han Jigger pa gulvet . Men anden gang
skyder han op igen, som en dykker, dernor havoverfla-
den, og svommer sz mod besvxr i long, lang tid (der er
her parallelklipningen bruges) .
DET ER SELVFOLGELIG MEGET ENKELT -
faktisk for enkelt - at se denne montage som en kritik
ofinformationsformidlingen, ofTV-mediets informa-
tionsforvrxngning ; en kritik, der er dygtigt opbygget
ofdeenkelte elementer i hole installationen . I dette vx-
relse, som gengiver skxrmens proportioner, er tappet
(stilfuldt grat) forsynet med striber, der minder om lin-
jerne i videobilledet, og lxnestolen (betrukket medgra
velour) er sd komfortabel, at den, der Bidder i den auto-
matisk glider hen mod TV-apparatut, lader sig flyde
ind i billedet . For at fremhxve dette fik Hill den ide at
lave om pa monitoren og lxnestolen sa de kom til at
minde om hinanden ved at gore puden i lxnestolen
mindre og ved at placere skxrmen i en stiree ramme,
hvis proportioner svarer nojagtigt til skxrmens egne .
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made out. Then again, the ocean, the sky. And close
ups ofthe hero's forehead and feverish hands, which
are suddenly interrupted by an inaudible voice on the
soundtrack playing backward . This sound introduces
the tape's second series ofimages: television images,
the Irangate crisis, the sale ofarms to the Contras, we
see Reagan, and so on . Twice these images interwine
with those of the first series : first in a long series of
double exposures and dissolves; then in parallel edit-
ing (or the two great implication principles of any
narrative told in images). In between these two inter-
ventions of television, the hero, seated at a table, eats
while reading Thomas the Obscure . Twice he collapses
in his chair and falls back . The first time he begins
reading again while lying on the floor. But the second
time he shoots back up as ifsurfacing from an under-
water dive and then swims with difficulty for a long,
long time (this is when the parallel editing is used).

IT'S OBVIOUSLY VERY SIMPLE, in fact too
simple, to see in this editing a criticism ofinformation,
oftelevised disinformation, skillfully set up by the ele-
ments ofthe general apparatus . In this room that re-
produces the proportions ofthe monitor, the carpet (a
stylish gray) is linedwithstripes that bring to mind the
lines ofthe video frame, and the armchair (covered in
gray velour) is so comfortable that its occupant slides
naturally towardthe TV set, lets himselfglide into the
image. To underline this Hill thought of modifying
the monitor and the armchair in the same way, by re-
ducing the size ofthe cushion in the armchair and by
placing the monitor in a frame that exceeds it in exact
proportion . From this comes the reinforced effect of
the TV images themselves, most often reduced to a
partial frame in the center ofthe image. What's more,
theymove backward in this frame, with the same move-
ment that makes Blanchot's reader fall back. It is done
so thoroughly that when the hero swims, and seems

THE LAST MAN ON THE CROSS

Dette forstxrker effekten of TV-billedsere, som for
dot meste kun vises i en lille ramme midt i billedet .
Ydermere bevxger de sig baglxns inde i rammen med
samme bevxgelse, som Blanchots laser, der glider ned
fro sin stol . Det hole er sa gennemfort, at nor helten
svommer og set ud til at vxreved at drukne, ja sa er dot
informationer, han svommer i ; dot er informationer,
der forst lokker ham og siden er ved at kvxle ham.
Men dot er ogsa (og dot er her, kritikken bliver interes-
sant, eller rettere intelligent) Blanchots tekst, han
krydser; dot er den, han svommer og flyder i . Hvis
man har list Thomas the Obscure, vil man huske, at
Thomas i bogens forste kapitel er sa optaget of sit for-
sog pz at modsta havets donninger, at han et ojeblik er
ved at blive drxbt. Og hvis man har studeret Hill me-
get opmxrksomt, har man makee kunnet tyde en del of
den forste linje i historien blandt de mange sider fro
bogen, der snort danner midtpunkt og snort blafrer
rundt, sa man faktisk ikke kan lxse teksten : »(Thomas
satte sig tied) og kiggede pA havet( . Det er dot hav, der
ses i videoens allerforste indstilling, og som senere
dukker op adskillige gange (allerede i 1979 var den for-
ste linje ofPROCESSUAL VIDEO: )>Hon var fortro-
lig med havet()

Vi har alrsA med toformer for dod at gore, som begge
er metaforiske, men ikke desto mindre prxgnante: den
one kommer fro TV (her folger Gary Hill et kendt
spor, som amerikanske kunstnere udforligt har udfor-
sket); den anden kommer fro Blanchots tekst, og dener
langt mere original . Den gengiver nemlig meget prx-
cist, (jogveddog ikke, hvor godt Hill kendte teksten el-
ler var opmxrksom pa den) hvordan Blanchot i sine
essays behandler forholdet mellem dot skrevne ord
og dot, han kalder DEN LOSE SNAK eller DEN
UKENDTE STEMME. Han modstiller selvfolgelig
de to begreber pa samme made, somman, medhenvis-
ning til kunstens specificitet og autonomy, har gjort
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about to drown, he is swimming in information, it is
information that lures and then smothers him. But it
is also (this is where the criticism becomes really inte-
resting, or intelligent) Blanchot's text that he crossed,
is the one in which he is swimming and floating . Tho-
mas the Obscure's reader will not have forgotten that
Thomas, in the first chapter ofthebook, is so wrapped
up inhis effort to resist the swell ofthe ocean that there
is a moment when he almost lets himselfbe killed . And
a very careful reader ofHill might have made out, in
the numerous pages of the book that are centered and
waver in such a way that one can't really read the text,
part of the story's first line : >>(Thomas sat down) and
looked at the ocean« . This ocean appears in the tape's
very first shot and comes back several times (already,
in 1979, the first lineofPROCESSUAL VIDEO: >>He
knew the ocean well() .
And so there are two forms of death at work here,

both metaphorical yet nonetheless full of significance :
one comes from television (here Gary Hill puts him-
self in a well known position that has been developed at
length by american artists); the other comes out of
Blanchot's text and is much more original, reproduc-
ing in avery exacting manner (I don't knowto what ex-
tent Hill was familiar with the text or even aware of it)
the way in which Blanchot introduces the relation be-
tweenthe literaryword andsomething he calls the »ru-
mor« or the pforeign voice(into his essays . He opposes
the two, obviously, in the same way this has been done
since the nineteenth century, in the name ofthe speci-
ficity and autonomy ofart. But he introduces the idea
that from this point on literature comes into its own,
and can show its difference only when it confronts
head on and even excessively, this rumor, and even
risks being confused with it . Because the two are cut
from the same cloth, their difference being that the li-
terary word exists only to oppose this rumor, to op-
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det siden det nittende Arhundrede . Menhan introdu-
cerer samtidig det synspunkt, at litteraturen fro nu of
kun kommer til sin ret og kun kan vise sin egenart, nor
den direkte og nAdeslost konfronteres med denne lose
snak og endda risikerer at blive forvekslet med den.
For de to er gjort of samme stof; forskellen pA dem er,
at det skrevne ord kun eksisterer for at udfordre den lo-
se snak, for at udfordre alle de former for diktatur, den
indeholder ved at konfrontere den med sin sidste for-
ce : sin stilhed. Herfra kommer dets evne til at resigne-
re, og dets sxrlige intimitet med doden.

GARY HILL FORSTOD AT UDTRYKKE denne
intimitet direkte i en installation, som ban udbyggede
bAde for og efter skabelsen ofIn Situ . I CR UX er der
et ode og trist olandskab, hvori der Jigger en slotsruin,
og her gengiver fem monitorer billederne fro fem ka-
meraer, der er fastgjort pA skuespillerenslforfatterens
krop : to pA hans fodder, to pAhans hinder og et pA ma-
ven rettet mod hans ansigt . Teksten, der ledsager den-
ne utilsluttede krops gang, er i sig sely en »blank((
tekst . Den har ikke det fundamentalt maskinagtige
prig over sig, som de fleste of Hills andre videoer : det
er en tekst om desperation og omflakken, der minder
om nogle of Nouveau Roman-teksterne, og isxr om
Blanchots, hvis forvridende og decentrerende styrke,
Hill har opfanget . Fra denne ensomme skxbne, som
faktisk slet ikke er en skxbne, fordi den hverken har
begyndelse eller slutning, barer helten korset alene (et
kors, der i installationen dannes of de fern skTrme).
Han bliver en of de mange mulige kristusfigurer (der
er FOUR HUNDREDMENON THE CROSS), som
Michaux gjorde til et ofnoglepunkterne indenfor den
moderne litterxre forestillingsverden, og ban bliver
Blanchots LAST MAN, som er kristusfigurens side-
stykke . Kristus som den sidste mand . De sidste to ind-
stillinger i In Situ, som tilsyneladende ikke er forbun-
det med resten, hat samme stakAndede karakter : en
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pose all forms of dictatorship contained within it, by
confronting it with the only force it has left : its silence .
From this comes its power to withdraw, its special inti-
macy with death.

GARY HILL KNEW HOW TO GIVE, DIRECT
expression to this intimacy in an installation whose
elaboration went on before and after the creation ofIn
Situ . In CR UX, in a desolate island landscape featur-
ing a castle in ruins, five monitors reproduce the par-
tial images from five cameras attached to the author-
actor's body : two on his feet, two on his hands andone
at his waist, aimed toward his face . The text that ac-
companies the gait of this disconnected body is itself a
))blank<< text, it doesn't have the essentially machine-
like quality of most of Hill's other tapes: it is a text of
desperation and of wandering, close to some of the
writings of the nouveau roman, and in particular to
those of Blanchot, whose dislocating and decentering
force is captured by Hill . From this solitary destiny,
that in fact isn't a destiny at all because it has neither
beginning nor end, the hero bears the cross, alone (a
cross designedin the installationby the five monitors).
He becomes one of many possible Christs (there are
FOUR HUNDREDMENON THECROSS) which
Michaux made into one ofthe key points in the domain
ofmodern literary imagination, and Blanchot's LAST
MAN who is his counterpart . Christ as the last man.
The last two shots in In Situ, seemingly detached from
the rest, have their same erratic quality : a quick - we al-
most want to say running - overhang, in a park where
the ground is coveredwith deadleaves ; followed by the
resumption ofa similar movement, this time showing
to the contrary thetrees, and centeredon the character's
back, which seems to carry the weight of the world.
With the difference that his cross is shown here when
he turns around and presses the remote control, and
when the image disappears : his cross is at once his wild

THE LAST MAN ON THE CROSS

hurtig, man fristes til at sige krybende, forlxns beva'-
gelse i en park, hvor jorden er dxkket ofvisne blade-,
fulgt ofen tilsvarende bevxgelse, men nu vises deri-
mod trxerne, og der centreres pA personens ryg, som
synes at bare verdens vxgt . Men med den forskel, at
mannukan se hans kors, da ban vender sig om og tryk-
ker pA fjernbetjeningen, og billedet forsvinder : Korset
bliver pA en gang til hans vilde lob og xkvivalenten til
hans omflakkende ord, som Blanchot liar overtaget, -
og til fjernsynet .
DETER, HVAD DERkommer ud ofden meget raffi-
nerede forvirring, som skabes mellem de handlinger
og positioner, der sammenkxder de to serier of kontra-
sterende billeder . Men for at opn5 den konceptualise-
ring, han onskede at frembringe, inddrog Hill en me-
kanisme i en anden, uden hvilken den kun ville have
begrxnset mening, og hvorigennem den udtrykker no-
get, Blanchot ikke kan sige pA samme made, fordi den
har med syn og beroring at gore . Hill bar rent faktisk
placeret fire sojler i sit rum, der kan antyde verdens-
hjornerne indenfor informationsomrAdet. Men frem-
for alt bar liver sojle en ventilator, som er forbundet
med en anden, kraftigere ventilator, som kommer
imellem tilskueren og TV-apparatut . Deres vigtigste
funktion er at sprede de stykker papir, der i faste inter-
valler falder fro en maskine og, efter at have hvirvlet
rundt omtilskueren, lidt efter lidt dxkker jorden . Dis-
se papirer, og det er det virkeligt geniale ved installa-
tionen, gengiver billederne (og teksten) fro det video-
bAnd, der samtidig spiller pA skxrmen.
Jeg foretrxkker at lade alt det vxre op til fantasien,

som kan siges om den mAde, hvorpA film eller video
(her gor det ingen forskel, bortset fro at video, nok en-
gang, bedre end filmen selv kan udtrykke, hvad film
er, og hvad den bliver til gennem video) illustreres
gennem denne dobbelte virkning . Disse hvirvlende
blade er fotogrammer, de skiftende indtryk fro den
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race, the equivalent ofhis wandering word taken over
by Blanchot, and television .

THIS IS WHAT COMES OUT of the very subtle
confusion brought about between the acts and the po-
sitions that bring together these two series ofopposing
images . But Hill, in order to arrive at the conceptuali-
zation that he wants to produce in this manner, in-
cluded the first device in a second one without which
it would have only a limited meaning and through
which it expresses something that Blanchot cannot say
in the same manner, because it has to do with seeing
and touching . Hill has, in fact, arranged in his space
four pillars that can suggest the cardinal points ofthe
field ofinformation . Butabove all, each ofthese pillars
has a ventilator, which is tied to another, stronger one,
which intervenes between the spectator and the TV
set . Their main function is the dispersal ofthe leaves
that fall in regular intervals from a machine and are
strewn little by little over the ground by turning ha-
phazardl, around the spectator. These leaves, and this
is the installation's true stroke of genius, these leaves
reproduce the images (and the texts) ofthe tape that is
playing at the same moment on the screen .

I prefer to leave to the imagination all that can be said
about the way the cinema - or video - device (here it is
all the same, with the difference that video, once again,
is able to say or to show better than cinema itself what
cinema is, and what it becomes through video) is illu-
strated by this effect ofdoubling. These swirling leaves
are photograms, the successive impressions of the
))magic pad« inwhich Freud sawthe truest representa-
tion of the subconscious, they are the stratum of the
))film apparatus(( made visible, the layers in which
Thierry Kuntzel so clearly saw a more exact replica of
what Freud was trying to imagine. They are also the
pages ofthe Book (all books and any book)in its uncer-
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»magiske blok«, som Freud betragtede som den mest
prxcise reprxsentation of underbevidstheden, de er
lagene, som er blevet synliggjort ofdet filmapparatur
i hvilket Thierry Kuntzel sa rigtigt har set en endnu
mere prxcis version of der, Freud provede at forestille
sig . De er ogsa Bogens (alle bogers og enhver bogs) si-
der i dens usikre fald og dens splittelse . Men fremfor
alt vil jeg gerne give udtryk for den fryd, vi foler, nor
vi som forsogskaniner opdager, at de papirer der nxr-
mest falder ned pa vores hoveder, er de samme bille-
der, som kommer ind i vores hjerner, som var de skrxl-
ler frovores kranier . Gary Hill fortalte mig om en epi-
sode fro dengang, ban arbejdede pa In Situ i Los Ange-
les : ojet, som er det forste billede, der reproduceres pa
papir, satte sig pa vej mod jorden fast pa det oje, der i
samme ojeblik As pa skxrmen. Det blev siddende,
indtil en tilskuer rejste sig for at fjerne det. Det drejer
sig om ikke at lade vore sanser forvolde for megen ska-
de pa vore ideer. Eller maske er det lige omvendt.
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tain fall, its dispersal, its cast ofthe die . But above all,
I would like to express the jubilation that comes over
the spectators guinea pigs when we understand that
these leaves, which are more or less falling on our
heads, are the images that are entering into our brains,
something like the layers of skin on the skull. Gary
Hill told me that during the creation ofIn Situ in Los
Angeles, the eye that is the first image reproduced on
paper became stuck, in falling, on the eye that appear-
ed at the same moment in the monitor. It stayed there
until a spectator got up to take it off. A matter of not
letting our perceptions wreck too much havoc in our
ideas. Or maybe it's just the opposite .

Translatedfrom thefrench by Alison Rowe

INASMUCH AS IT IS ALWAYS ALREADY TAKING PLACE

INASMUCH AS IT IS ALWAYS ALREADY TAKING PLACE

INASMUCH as it is Always Already Taking Place be-
star of 12 billedror- lysemitterende elementer fro TV-
skxrme . Rorene er fort ud of deres kabinetter via ka-
belbundter . De varierer i storrelse fro 1 tomme ti124
tommer og ligner pa et stort arbejdsbord . Selve den
made, de erarrangeret pa, er akkumulativ- en opstab-
ling . De ligner en slags efterladenskaber- former, som
er skyllet op fro havet. Hver enkelt bevidner et brud-
stykke ofen krop- maske en tilbagelxnet skikkelse, en
mand, der laser, et ligetc . - oggor for stedse den fakti-
ske storrelse uendelig (dvs ., et 1" ror viser et udsnit of
en handflade, eller maske et uigenkendeligt hud-ter-
rxn; et 4" ror viser en del ofen skulder eller et ore; et
10" ror viser maven og sa videre) . Der er ikke meget
bevxgelse over nogen of udsendelserne (det afsleres
ikke, om der er et flakkende blik eller kroppens rislen) .
Bevxgelsen objektiverer sig sely inden i en lukket lok-
ke uden begyndelse eller ende. Det anatomiske omra-
de er endelost, hvor fragmentarisk det end er .

27

INASMUCHas it is AlwaysAlready TakingPlace con-
sists of 12 cathode ray tubes - light emitting elements
oftelevision monitors (CRTs) . The tubes are extend-
ed out from theirhousings via bundles ofcabling. Vary-
ing in sizefrom 1 inchto 24inches, they lieupon alarge
work table. Their arrangement as such is one ofaccu-
mulation - a pile up . They appear as a kind of debris
- bulbs that have washed up from the sea. Each one is
a witness to a fragment ofa body - perhaps a reclining
figure, a manreading, a corpse, etc-forever rendering
actual size ad infinitum (i .e . a 1 inch tube displays a
portionofa palm ofa hand, or perhaps an unrecogniz-
able terrain of skin; a 4 inch tube displays part of a
shoulder or an ear; a 10 inch tube emits the stomach
and so on). Each emission bares little movement
(whether it be a wavering gaze or the murmur ofthe
body remains unknown) . The movement objectifies
itself within a closed loop with no begining and no
end. The anatomical site is incessant however frag-
mentary.

Gary Hill
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he teaches at the Cornish College ofthe Arts .

29

Walter Philips Gallery, Banff, Los Angeles Contemporary
GRUPPEUDSTILLINGER (et udvalg)/ Alberta, Canada, -The Second Exhibitions, Los Angeles,-Re-
SELECTED GROUP EXHIBITIONS Link : Viewpoints on Video in solution : A Critique of Video Art .

the Eighties . Musee National d'Art Moder-
1974 55 Mercer Gallery, NewYork, 1984 Venice Biennale, Venice ne, Centre National d'Art et de

-Artists from Upstate
The Louisana World Exhibi- Culture George Pompidou,

New York . tion, -So There, Orwell 1984 . Paris, -Collections Videos--
1975 Museum o£Modern Art, Long Beach Museum of Art,

Acquisitions Depuis 1977,,
New York, -Projects Video V,, Long Beach, California, Kijkhuis, The Hague, The

1977 Everson Museum of Art, Syra- -Video: A Retrospective,, World Wide Video Festival

cuse, New York, -New Yorkin 1985 New Langton Arts, San Fran-
San Francisco Video Festival,

Abstract Videoimagery,, cisco, -Image/Word: The Art
San Francisco

of Reading« Circulo De Bellas Artes, Ma-
1979 Museum ofModern Art, New drid, Spain, II National Video

York,-Projects Video XXVII- Kijkhuis, The Hague, The Festival ofMadrid
Everson Museum ofArt, Syra- World Wide Video Festival

Long Beach Museum of Art,
cuse, New York, Kulturhuset, Stockholm, Vi- Long Beach, California, -Poe-
-Video Revue . deo Art : Stockholm Internatio- tic Licence-
Media Study, Buffalo, nal Festival '85

Saw Gallery, Ottawa, Canada,
New York, -Beau Fleuve . American Museum of the International Festival ofVideoMoving Image, Astoria, New Art1980 Hallwalls, Buffalo, New York York, -A Video Sampler,,
-Installation : Video . Independent Curators Incor-Fukui International Video porated, New York, -Video

1981 Museum ofModern Art, New Festival '85, Japan Transformations-
York, -Projects Video XXXV-

1986 Museum ofModern Art, INFERMENTALV, Holland
1982 Sydney, Australia, Biennale New York, -Video : 1987 Museum Fridericianum,
1983 Palais des Beaux-Arts, Brus- Recent Aquisitions- Kassel, -Document,, 8 .

sels, Belgium, -Art Video Re- Los Angeles Contemporary Institute ofContemporaryArt,
trospectives et Perspectives,, Exhibitions, Los Angeles, -Vi- Boston, -Mediated Narratives .
University Art Museum, deo and Language . Video as La Jolla Museum of Contem-
University ofNew Mexico, Al- Language. porary Art, San Diego, Califor-
buquerque, New Mexico -Vi- American Film Institute, Los nia, -Video Discourse: Me-
deo As Attitude . Angeles, National Video Festival diated Narratives .
Hudson River Museum, Yon- Washington Project for the Western Front, Vancouver,
kers, New York, -Electronic Arts, Washington, D.C ., B.C ., INFERMENTAL VI,
Visions . -Cryptic Languages . New World Edition .



30 31

Rutgers University, Newark, London Film Festival, London Museum ofModern Art, New Video Wochen, Basel, Black/White/Text, 1980 . 7 :00
New Jersey, -Avenues of Kijkhuis, The Hague, The York, -Video Viewpoints- Switzerland (s/h, b/w) BIBLIOGRAFI (et udvalg) /
Thought : Cultural and Spiri- World Wide Video Festival 1981 The Kitchen Center for Music, ELAC Art Comtemporain, Commentary, 1980 . 0 :40 SELECTED BIBLIOGRAPHY
tual Abstractions in Video- . 3 . Videonale, Bonn Video and Dance, New York Lyon, France Around & About, 1980 . 4 :45
Mandeville Gallery, Universi- And/Or Gallery, Seattle, 1989 Beursschouwburg, Brussels

Videograms, 1980-81 . 13 :25, TidsskrifterlMagazines
ty of California at San Diego, 1989 Whitney Museum of Ameri- Washington (s/h, b/w) Lucinda Furlong; .A Manner of
.The Situated Image- can Art, New York, 1989 Bien- Film

Kijkhuis, The Hague, Holland Primarily Speaking, 1981-83, 18 :40 Speaking . An interview with Gary
Henry Art Gallery, University nial Exhibition Anthology Archives,

New York Musee d'Art Moderne, Ville- Happenstance (part one ofmany parts) Hill,,
of Washington, Seattle, .15th K6lnischer Kunstverein, neuve d'Ascq, France 1982-83 . 6 :30 (s/h, b/w) in Afterimage Vol. 10, No . 8,
Avenue Studio *2 : The Me- K61n, .Video-Skulptur retro- 1982 Galerie H at ORF, Steirischer Pacific Film Archives, Why Do Things Get in a Muddle? March 1983
chanics ofContemplation ,, spektiv and aktuell 1963-1989- Herbst, Graz, Austria San Francisco (Come on Petunia), 1984 . 32 :00

International Touring Exhibi- Long Beach Museum of Art, Tale Enclosure, 1985, 5 :30
URA ARU (The Backside exists), Robert Mittenthal : .Between Seeing

tion organized by the Museum Long Beach, California VIDEOGRAFI/VIDEOGRAPHY and Being Seen . Video's Event :
ofContemporary Art, Los An- BAND /TAPES

1985-86 . 28 :00
Mediations, 1986 . 4 :45

Gary Hill's Catastrophe-, in : Reflex
geles and the Stedelijk Mu- SEPARATUDSTILLINGER (et udvalg) 1983 International Cultural Center, Vol . 3, No . 6, Nov-Dec . 1989

SELECTED SOLO EXHIBITIONS Antwerp Incidence of Catastrophe, 1987-88 .
seum, Amsterdam, .The Arts The Fall, 1973 . 11 :00 (s/h, b/w) 43 :51
for Television- The American Center, Paris Air Raid, 1974 . 6 :00 (s/h, b/w) Site Recite (a Proloque), 1989 . 4 :00 Kataloger (et udvalg)/Selected Catalogues
Geneva Center for Contempo- The Whitney Museum of Rock City Road, 1974-75, 12 :00 CINQ PIECES AVEC VUE, Centre
rary Engraving, Geneva, 1971 Polaris Gallery, Woodstock, American Art, New York Earth Pulse, 1975 . 6 :00 genevois de gravure contemporaine,
.Cinq pieces avec vue- New York Monte Video, Amsterdam Improvisations with Bluestone, INSTALLATIONER/ 2e Semanine Internationale de Video,
Japan 87 Video Television 1976 . 6 :00 INSTALLATIONS Genf 19871973 Woodstock Artist's Associa- 1985 Scan Gallery, Tokyo Mirror Road, 1976 . 6 :00Festival, Tokyo .

tion, Woodstock, New York Bathing, 1977 . 4 :25 Hole in the Wall, 1974Everson Museum ofArt, Com- 1986 Whitney Museum of Windows, 1978 . 8 :00 THE SITUATED IMAGE,
puters and Art- . 1974 South Houston Gallery, American Art, New York Electronic Linguistics, 1978 .

Mesh, 1979 Mandeville Gallery, University of
1988 INFERMENTAL VII,

New York Nexus Gallery, Philadelphia 3 :45 (s/h, b/w)
War Zone, 1980
Around & About, 1980 (2 versions) California, San Diego, 1987

Buffalo 1976 Anthology Film Archives, 1987 Museum ofContemporary Sums & Differences, 1978. Glass Onion, 1981
Long Beach Museum of Art, New York Art, Los Angeles 8 :00 (s/h, b/w) Equal Time, 1982 VIDEO-SKULPTUR . RETRO-

Long Beach, .Degrees of 1978 Rochester Memorial Art Gal- Los Angeles Contemporary
Mouth Piece, 1978 . 1 :00 Primarily Speaking, 1981-83 SPEKTIV UND AKTUELL

1963-89, K6lnischer Kunstverein &
Reality- lery, Rochester, New York Exhibitions, Los Angeles

Full Circle, 1978 . 3 :25
Primary, 1978 . 1 :40

In Situ, 1986 DuMont Kunsthalle,1989
CREDAC, Paris, .Art Video

1979 TheKitchen Center for Music, Cornish College of the Arts, Elements, 1978 . 2 :00 (s/h, b/w)
CRUX, 1983-87
Mediarite, 1987American- Video and Dance, New York Seattle Objects with Destinations, 1979 . 3 :40 DISTURBANCE (among the jars),

GARY HILL . DISTURBANCE
Walter Phillips Gallery, Banff,

Everson Museum, Syracuse, St Gervais, Geneva, 2nd Semi- Equal Time, 1979 . 4 :00 1988
(AMONG THE JARS) . Musee d'Art

Alberta, .As Told To- New York nar on International Video . Picture Story, 1979 . 7 :00 Moderne Villeneuve d'Ascq, 1989 .
4th International Manifesta- Soundings, 1979 . 17 :00 And Sat Down Beside Her, 1990
tion ofVideo andTV, Montbe- 1980 Media Study, Buffalo, 1988 Western Front, Vancouver, Processual Video, 1980 . 11 :30 Inasmuch As It Is Always Already
liard, France New York B.C . (s/h, b/w) Taking Place, 1990


