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eluded psychoanalytic material in her 
films and describes several of her 
strategies for problematizing repre-
sentations of women. Then, in a long 
passage, she describes a scene f rom 

Film about a Woman Who ... in which a 
woman's sexual fantasy ofbeing slowly 
and sensuously undressed is enacted, 
with the camera eventually panning 
to a close-up of another woman char-
acter (played by Rainer) who has 
scraps of newsprint pasted to her face. 
These short texts are excerpts from 
newspaper reports of the trial of 
George Jackson, where Angela Davis's 
diary entries concerning her relation-
ship with Jackson were used as evi-
dence. On the soundtrack, Rainer re-
cites a bit o f  this mate1-ial and ex-
plains, "My point was this woman with 
this public persona of being a radical, 
a militant, a Marxist, whose most pri-
vate diaries are being revealed in court 
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to betray - or being used by the 
prosecution to establish - j\ngela 
Davis's connection to George Jackson 
in this conspirato1ial situation." 

Later in the 
tape, Rosier 
voices similar 
interests when 
she elaborates 
her decision t 
to employ 
tropes from 
soap operas in 
her videotape 
Losing, which, 
she explains, 
"by its presen-
tation, denies 
the premise of 
t h e  work 

itself. .. that the private world is dis-
junct from the public world." Al-
though the work done by each of the 
subjects of Women with a Past looks 
and sounds distinctly different, the 
tension between private and public is 
repeatedly articulated in the tape. 

The intersections of private 
and public crucial to contemporary 
feminist analysis and variously ad-
dressed in Women with a Past, also 
informs Arcade (1984) and Doublecross 
( 1985), two tapes Lyn made prior to 
embarking on the WhatDoesSheWant 
series, for which Women with a Past 
was conceived and executed. Instead 
ofthe pared down presentation of the 
latter work (the footage of all four 
artists is black and white and each is 
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In the summer of 1984, the Video 

Data Bank was doing the first 

Video Drive-In at Grant Park. They 

were presenting The Science o f  

Fiction/The Fiction o f  Science, which 

were two evenings of video pro· 

jected onto a big screen that was 

hung in the bandshell in Grant 

Park. The crowds were expected 

to be about 5,000 people each 

night and it was also supposed to 

rain that weekend. Both Lyn and 

Kate were very worried that this 

was going to ruin the drive-in. As 

part of my professional duty 

working in the Office of Public 

Programs and Information at the 

School of the Art Institute, I was 

asked to call a special pilot's 

weather service every hour to find 

out the forecast. I would report in 

every hour, but most of the time I 

couldn't get them on the phone 

because they were over in Grant 

Park cleaning off all of the 5000 

metal chairs with paper towels, so 

that when the audience did come 

they could sit on d r y  chairs. To me 

that's an image of their generos· 

ity and how important it was that 

video reach the public. 

-Cynthia Chris
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more personal and often less determi-
nate than those constructed in Ar-
cade. There are several passages from 
pornography, obscured somewhat but 
depicting sexual action nevertheless. 

There are exchanges between several 
actors speaking scripted lines, al-
though the precise characters por-
trayed in these scenes and their rela-
tionship to one another remains mys-
terious (1 play a lawyer, but without 
any indication of who I'm represent-
ing or why I ask the few questions that 
comprise my part). There are also, at 
the tape's beginning, cinematic signi-
fiers of high drama: storm clouds 
moving rapidly across the screen, 
towering skyscrapers, fireworks dis-
plays-portents ofa drama that never 
congeals into a narrative. 

Doublecross is sprinkled with 
references to narrative film, begin-
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ning with the mother-daughter dis-
cussion quoted earlier, cadg d from 
the notoriously misogynist movie The 
Women, and concluding with music 
and voices dubbed from the sound-

track of Entre 
Nous. But any 
story con-
tained in the 
tape remains 
at the level of 
suggestion.  
Like the title, 
which implies 
a betrayal at 
the same time 
as it might 
refer to the 
popular les-
bian motif of 
two overlap-

ping women's symbols, the particular 
materials assembled in Doublecross, as 
well as their combined effect, refuse 
any single interpretation - not to 
mention a linear explanation. In a 
short essay on the tape, Lyn indicated 
the thinking behind such choices: 
"[T]he world is divided into 'his' cul-
ture and 'her' nature. My own resis-
tance to this demands that I am for-
ever dodging his projects of represen-
tation, of  reproduction ... of  his 
grasp. "1 In so far as dramatic narrative 
cinema centers around the story of 
masculine desire - as has been ar-
gued by a number of feminist film 
theorists- Doublecross tries to expose 
some of the components of this story 
and introduce disruptive elements, 
such as lesbian attraction. 
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One of my fovorite Lyn stories is a 

trip we  took together to the Berlin 

Film Festival in February 1985. It 

was freezing cold there and the 

snow was up to our knees. We  

checked out the festival and got 

our passes and festival kits, but 

we realized that something was 

really missing. Finally, we decided 

we  needed a day to ourselves to 

partake of our favorite activity: 

shopping. So we  went to the 

Kadibah, which is the ultimate 

shopping experience. It's a multi· 

level shopping center where ev· 

ery floor is dedicated to some· 

thing completely different. Lyn 

found her place on the bedding 

floor. Within moments, we had 

the entire staff helping us with 

Lyn's bedding. She bought com· 

forters, pillows, mattress pads, 

everything you can imagine, only 

the best and it was very exciting. 

We  tested the pillows and the 

comforters. It was an entire after· 

noon and we were exhausted. It 

was probably the best thing we  

did the whole week, better than 

any of the films we  saw, that's for 

sure. 

-Kathy Rae Huffman
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Artists for Artists' Sake 

R o b e r t  S t o r r  

IN THE COLLECTIVE MEMORY OF EACH CREATIVE generation there 
exists a distinctive icon o f  the Artist. A product o f  
student ''first impressions, " most often such archetypes 
are in their embryonic form the composite portrait o f  
vanguard figures o f  the day. Sometimes, however, the y

derive from a singular image. For many who went to 
school in the l950s and 60s, a dervish-like Jackson 
Pollock attacking his canvas was ''Action Painting" 
incarnate. Those pictures and the febrile energy that 
the y  evoked indelibly marked the consciousnesses o f  all 
who saw them. As the art o f  the past decade has 
taught, however, the mythic aura o f  Pollock's stance, 
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Lyn was an adventuress, she was 

bad. She loved to cruise in her car, 

laughing and singing to the radio. 

One night, we were driving 

around the city with a fictitious 

video mission (shooting surveil-

lance of the exterior of lesbian 

bars), and we parked near the 

docks. Lyn accidentally tapped a 

new cadillac and its alarm began 

to blare. All of a sudden there 

was this angry man running 

towards us. We jumped in the car, 

shrieking as we began a chase 

scene going a hundred miles an 

hour in the wrong direction down 

these narrow roads around Wall 

Street . Lyn loved this pursuit. She 

kept screaming for me to shoot, 

but I could barely stay on the seat. 

Finally, she cut the scene, which 

was extremely cinematic, as were 

so many of my experiences with 

Lyn, and decided to change her 

tactics and go on the offense. I 

was terrified, as she slammed her 

foot on the brakes! The guy drove 

up next to us and we could see his 

girlfriend, completely pale in the 

seat next to him. Lyn began to 

criticize the miniscule size of his 

motor. Speechless, he shrank and 

drove away, as tears of laughter 

rolled down our cheeks, and we 

sped off into the night. 

-Branda Miller
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and the many (alLhough somcLimes 
fertile) misconceptions regarding his 
persona and studio practice that have 
emanaLed f rom Lhese pictures are in 
truth more a renection or Lhe me-
dium than o f  Lhe "facLS." More than 
Pollock's agon, their content is a mat-
LerofHansNamuth's theaLrical use of  
"decisive moment photography" to 
personify the vigor o f  a new avant-
garde. 

The image o f  Lhe artist carried 
by many of  us who went to school in 
the 1970s is radically different, not 
least for the different technology by 
which it was first transmitted and the 
conscious demystification o f  the bo-
hemian ideal it embodies. Projected 
in our minds is the spectre of  a large 
head. Whether specific and detailed 
or the flickering average o f  several 
countenances overlaid like William 
Wegman 's geneological self-portrait, 
the picture we conjure up moves, 
pauses, thinks, confides, and jokes. 
Frequently out o f  focus, often grainy, 
it is an image as deliberately un-
dramatic as Namuth's is heroic, as 
intimate as his seems romantically 
remote, as articulate as his is mute. A 
genii that escaped from the "tube," 
this restive "talking-head" is the crea-
tion o f  the Video Data Bank. 

My firstencounterwith the Data 
Bank interviews was at the A rt Insti-

tute o f  Chicago, where in a denuded 
utility room, Lyn Blumenthal and Kate 
Horsfield, Data Bank's founders and 
at that time sole representatives, 
screened tapes during lunch hour to 
a random and self-selected audience 
o f  painters, sculptors, media artists
and lost souls. As it happened, the
voice I first overhead f rom the corri-
dor ouLSide and which drew me into
this circle was tJ1at o f  Louise Bour-
geois. Familiar to me only as a name
credited to a large marble piece I had
once seen at the museum, Bourgeois
was otherwise completely unknown
to me, too famous to be considered a
part o f  the world we as students inhab-
ited, yet still not famous enough for us 
to have ever been taught about her
work or its importance. It was a limbo,
I subsequentJy learned, that harbored
most artists o f  importance to my own 
development. Meanwhile, there in the
dark safety o f  a room permeated by 
the sweet stink o f  adjacent painting
studios, Bourgeois spoke in the most
personal and at times breathtakingly
f rank way about her life, her motiva-
tions and her struggles. It was a reve-
lation to me, as were many of  the
other tapes I watched during the next
months.

To understand the impact o f  
these tapes on students o f  my genera-
tion and our feeling that the vast gap 
separating us from the art world had 

suddenly been reduced to near zero, 
it's crucial to appreciate how different 
the Data Bank material was and still is 
from the common run of"interviews" 
available to the public. Most of the 
latter are found in magazines and on 
educational TV, which o f  course guar-
antees that the artists featured ad-
dress their imagined interlocutors as 
laymen if not as an audience to be 
entertained, teased and otherwise 
seduced. By contrast, the circum-
stances inscribed in the Data Bank 
interviews are those o f  a direct ex-
change between the artist-speaker and 
an off-camera artist-interviewer, over 
whose shoulder one looks. In short, it 
is a dialogue among peers, in which 
the subject understands that their 
usual shtick is neither needed nor 
called for, and the listener knows that 
deference is not required. 

Serving as that listener's unob-
trusive proxy while gentJy pressing for 
information o f  particular concern to 
other artists, Lyn and Kate's achieve-
ment is inextricably connected to the 
simplicity o f  tl1eir format and their 
paradoxically warm use o f  a cool 
medium. Concentrating in each tape 
on a single individual, the choice of  
those included in the series and the 
implicit dialectic established among 
their separate aesthetic positions re-
flect a clear and comprehensive 
agenda basic to the value of  the ar-




















