Digital Performance and Moving Image
This paper explores my work in terms of my connection with Performance Art, Video Art and Digital Technology over a three-decade period.

Connection
My connection with the digital has come about through the natural progression of my work as an artist stretching from the seemingly old modernist British Art School term Time Based media. For me through serious engagements with Performance Art and Video, Film, Installation and Sound.  

When I look back on my artwork I think I have only ever had one intention.

How to get from A to B and that involves time and space. Getting from a to b is enough for any artist to explore in one lifetime.

I first encountered the digital experience in a bedroom in Toronto, Canada in 1983. An ex-Englishman and his Canadian wife both artists were tapping away on a computer locked away somewhat oblivious to the outside world. Then there was no such thing as the Internet or the web; they really were on their own. They were trying to develop unique computer software in order to become financially rich. They explained that it was revolutionary, it was to be a digital pc based drawing package. They re-mortgaged their house; their friends house and quickly went bankrupt. Finally a company called Coral who they basically had to sell their souls to because of the debt bought them out. 

A little earlier an old friend of mine in between producing the sound for Derek Jarmen films seemed to spend most of his time fiddling with and adding bits to his BBC computer which now seems very ancient but this got me interested enough to purchase a basic Sinclair to produce video titles. Later I had an Amstrad computer for a while but really just considered it a glorified typewriter, word processor more than anything else.

Exterior Control
But a real leap forward in understanding came for me not because of computer knowledge or acquisition but through an artistic requirement. At the beginning of the 1990s I'd invented and started working on what was to become a substantial body of works called Video Portraits. In particular a piece called The Swimmer in the National Portrait Gallery collection had thrown up a number of technical questions. One was the need for a device that could be programmed to control 11 or more analogue video decks perfectly in sync and that could be rewound and played as required in the field (i.e. in gallery situations). I had correctly considered that the Timecode track would be the key to resolving the problem as it produced numbers and frame accurate readings.

I was offered the chance to work and develop such a device with Samuelsons the Film and Video Industry hire company. Working with a programmer we managed to write software with a PC which could control all 14 video decks in sync for the 14 channel video installation I'd made called The Dancer. This was for an exhibition at the Camden Arts Centre in London. The mistake Samuelsons and myself made was getting over ambitious without thinking of the consequences. We tried to control just about everything else in the gallery as well as the piece of work. The lighting, the sound, and the curtains we even considered the doors and air conditioning. And then we added another artist's work to the programme that was showing in adjoining gallery. A piece by Maria Veda the German based video artist.

We achieved this programmed external control device after a long haul and great difficulty, total frustration and up the last minute corrections.

But the difficulties came when my work without Marias Vedas piece physically attached and with a different gallery set up was shipped for an exhibition at the Harris Museum in Preston. 

The result of course was managed chaos involving a long and very expensive phone bill as our original programmer was now working on a film set in Tokyo and we had to reprogram the whole thing again wiping streams of code and replacing it often only to encounter bizarre behaviour by the external devices. 

Just before the opening we managed to make it work - just! 14 tapes playing for 16 minutes in sync and then rewinding and replaying in sync all day. 

The joys of the digital experience. 

So that was the problems of external remote control devices.  At the same time I purchased a Macintosh Centris 660av, which was a real breakthrough. I'd suggested to Camberwell College of Art and the London Institute in 1992 a research project based on Moving Image and its showing devices. This did not come about so instead I helped with the setting up of the print based computer project, which is now called The integration of computers in fine art of which I am involved. 

Fast and Wide
The Centris allowed new possibilities at a reasonable price, as it was an av machine with progressive video and audio - inputs and outputs. On this I made little quicktime movies, off-line edits and sound works. It had a faster drive so things could just about start to move animate, a little juddery but nearly there. From this I pitched in with what was available and purchased an 8100 Power Mac and a Radius video and sound capture card. The speed of the processor and the drive coupled with Adobe Premiere software meant that video editing full frame had arrived in a reasonable form but this was still attached and based on an analogue interpretation and input method.

Since 1982 I have been a member London Video Arts that later became Lux of which at one point I was chair. This was an organisation formed to collect and acquire the necessary video production and post-production equipment and knowledge skills for artists to make serious video art pieces. This was very necessary due to the expensive nature of broadcast quality video equipment. So here was a pooling of resources. The idea was you hired on a sliding scale of pricing inrelation to your means of funding for production from self-financing to commercial funding. 

But now in the 1990s things were changing as artists were increasingly able economically afford to set up their own editing production platform with the means of digital technology. So a shift had occurred a psychological, economical and technological artistic shift. This was and is interesting to me interms of how one works as this had a major effect on the way I worked as an artist. Suddenly I was able to make pieces without the pressures of hiring studios and post production suites (i.e. working to the clock) in another environment or with a technician. I was now able to completely produce the pieces from own studio in my own time. The video, media oriented artist had moved from workshop member to individual user. The reason; Fast drives, fast and wide cards, faster processors were here at affordable prices. The problems now are how we make moving image work very well over the net.

The first piece via this digital method was called Sky a three minute overlaid piece with sound. Within 6 months I'd made The Ark a 7 channel work shown at Video Positive, Liverpool in 1995 and now in the Ferens Museum and Art Gallery collection. This involved making one channel and then transferring that channel to tape. Then wiping the contents of the hardrive and moving on to the next because storage was then a big and expensive problem! So it was better to save it to analogue video tape in order to clear space on the 

drive. 

Inter-active
Picture Yourself was a work for the Portrait Gallery of Scotland. 

A year long installed piece whereby the public could find themselves pictured 

in a moving image form on the wall of the gallery along with the historical, 

the famous and the rich. But also I wanted them to be able to inter-act with their image and take away a digital image hard copy of themselves as seen on the wall. I developed this work with Sony Digital Professional equipment and an Edinburgh based electronics firm. Using medical cameras hidden in the gallery, medically used digital capture equipment and remote devices placed on the floor as triggers the piece ran for 14 months during the millennium celebrations 1999 to 2001. The participator could line themselves up and recognise themselves on the wall freeze and capture their own image and decide whether or not to take away a digital printed result at 300dpi or place it on the wall with many hundreds of other static images collected. Here I had adapted and re-engineered the technology.

Bridge
Boy Girl Diptych 2000. A moving image work presented for Portrait Masterpieces of the Twentieth Century exhibition NPG London forms a sort of bridge between analogue and digital and twentieth century modernism and twenty first century futures. I started the work in 1991 filming my daughter just after her birth and continued filming her and my son every 6 months up until the year 2000. The resultant two channel projected installation literally tracks the shift from the analogue to the digital. I ask myself would the piece had been different if only in one or the medium? 

Abstract: Existing in thought or as an idea but not having a physical or concrete existence.. Collins Dictionary definition

I've mentioned how important Performance has been throughout the work 

The abstract, non-material and unreachable nature of Performance Art is quite perfect to me as an art medium. And I make the connection between such media and Digital technology. For me there is a similarity of experience both have the capacity to appear ephemeral in nature existing either at points in time or somewhere on a network rather than in a solid ever visible form. 

Having spent two years dressed as a Radish giving poetry lectures and engineering and finding social sculptural situations it occurs to me that performance, video and the digital suggest an analogy for life as an illusion.

Inter Face
I have always been very conscious of time as an artist and the notion of Face or Inter-face the face we present of ourselves to the world, the front that the world receives of us on a daily basis. In Metamorphosis (a late 1990s Video Self Portrait) this combination of elements are brought together to present a changing work. Made with Morph techniques the piece combines performance, video in a digital form using Media 100 and a Power Mac 9600 with a Vincent Capture Card.

Replication
It's this combination or mix of replication, inter-activity (exterior operation) and democratic possibilities (access for all) connection (the web) and abstraction that both intrigues me and frustrates me about our current point in time with digital media.

Stood two years ago in the basement in the Native American Indian Museum with the archaeologist Doctor Jerry Brody in New Mexico holding a ceramic vessel, which was two thousand years old, reminded me beautifully that there is nothing new under sun. It seems to me that we  really just keep on upgrading, regrading re-inventing ourselves. But none the less it satisfies in part my history and journey from a to b at this point.
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