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A FESTIVAL OF EXPERIMENTAL Process & Image:

FILM AND VIDEO New Films from the UK
EDINBURGH, 8-11 MAY 2008

This selection of new and recent work by !lm and video makers in the UK reveals a common concern for process, even though
the subjects and styles of the 13 chosen artists are very diverse. How the works were made is central to their meaning, just as
they elicit the spectatoris participation in the act of viewing. Both of these features challenge the state of passive absorption
characteristic of the cinema and, increasingly, of large-scale gallery video
projection.

The rich and pure optical mixtures in Simon Payneis abstract videos
are constructed from colours or sound-tones generated entrely by the
computer and by serial permutation. These are camera-less
experiments in direct or expanded cinema. Colour is also the focus for
Jennifer Nightingale, who weaves single-frame shots of knitting wool to
create textures and hues that combine, as do Payneis, on the screen
and in the eye. Other lims and videos explore the distinctive properties of
the camera lens, as in the 'ne-grained portraiture of Jayne Parker, whose
IImic equivalent for the hard and gritty textures i and the latent lyricism - of
Stefan Wolpeis music is also a creative documentation of its performance.

A documentary impulse similarly runs through a number of works that turn the
camera-eye onthesocialspace of architecture and buildings. The coastal grain STATIONARY MUSIC - Jayne Parker

tower shot by James Holcombe, and the trees and mediaeval wall in Abbe Leigh Fletcheris elegant video montage, reveal the marks
and patterns of time, while WillHanke surveys the changing face of the present, to 'nd motionimagesinvading urban space. The portrait,
and the real or implied human presence, is invoked in Neil Hendersonis vividly observed study of bathers, sharply outlined against the
"attened !eld of the sea, shot with along lens from a high angle. In Nicky Hamlynis éroom !lmi, personal presence isimplied more by the
subject matter, a domestic space, than the limis structure, which is actually following a istrict formal planT (N.H.), to scan for visual forms
and echoes of adjacent points of view. The body is differently implicated in Samantha Rebellois intensively close-up vision of mouths,
"uids and insects, in visceral play with the objective eye of the camera lens. The physicality of the 1Im print is also explored by Yvonne
Maxwell, who mixes photograms and found footage to provoke associaions at the edge of recognition, signalled in the repeated
glimpse of an owlis blinking eye.

Each of these !lIms questions the ways in which viewers identify with the
screened image, just as they transform the rituals and spaces of the
everyday and the familiar. Mirza/Butler embody process as material form
by re-sequencing shots of a tower block, a corridor and a landscape,
adding layers of colour by successive passes through a colour printer. Like
other !llmmakers in the programme, they explore the "uid state between
subjective vision and objective image. The "icker pattern of the single-frame
is also explored in perceptual experiments by Im-maker Jocelyn Cammack,
whose émotion studiesi expose the ambiguities of seeing in !Im. Here, art is
a form of research. The illusion of depth and the awareness of surface are
differently imagined by Adam Kossoff, who digitally draws over shots of
moving landscapes to reveal that seeing is an activity and is never !xed.

Each 'Im can be linked and contrasted to others in a variety of ways. For
SUGAR - Yvonne Maxwell example, some are lens-based, exploiting the unique properties of the
camera eye. They create a new kind of lyrical documentary. For others, the central act is direct hand printing, to allow the skein of
IIm grain and colour to emerge as entities and events equal in value to the images that they produce. Some suggest that light and
colour are suflcient means of !lm and video signilcation, others insist on the photographic or digital trace of reality. As a whole, the
IIms f far from being medium-specilc in the narrow sense fi imply connections to painting and the graphic arts, photography and
especially music. In some work, the émusici is to be found in an often silent visual rhythm, as with James Holcombeis swipe-pans and
colour bursts. For others, sound is integral to the structure, as in Parkeris depiction of Wolpeis music in performance, Payneis
music of digital sound-tones matched to the rapid "ow of colours, or the David Cunningham soundtrack composed for Mirza/Butler.

Process implies performance, and an open attitude to form. Some of the work in the programme was pre-scored in advance,
or at least had its shape outlined. Other work grew directly from the activities of shooting, printing, scanning or mixing the
images. In several, the means of production are visibly embodied in the projected work, as surface material, colour and
"icker, or in montage editing. They are all, in different ways, linked to the classic avant-gardes in abstract cinema, video art and
structural !Im. They explore the implications of these waves or movements, but also revise and critique them. In particular they
take up new forms of materiality, as theorised by Peter Gidal and others, but invest the work with new kinds of subjective or
associative vision. Some move towards a hallucinatory or hypnagogic materialism, beyond the edge of natural vision, in ipatterns
of repetition, "icker and rhythmT (Abbe Fletcher). Many evoke a sense of touch through optical intensity or the framed image. They
focus on the emergent rather than the given, and imply the role of chance, "ux and change in the acts of making and seeing.

A.L.Rees

(Selected by A.L. Rees, Nicky Hamlyn, Karen Mirza and Simon Payne)
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