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O Laura Leuzzi / The Fourth Encounter in Motovun (1976):
A Platform for Experimentation for Early Video Art

In the summer of 1976 the fourth
Susret u Motovunu (Encounter in Motovun,
fig. 1) took place. As part of the festival,
a video encounter dedicated to the theme
of “ldentity” (ldentitet=identita) was held.
It turned out to be a key event for experi-
mentation in a medium that was still in an
experimental phase and not widely available
in many regions in Europe.

In this chapter | will give an overview
and contextualize the importance of the
fruitful relationships between Italy and
Yugoslavia in the field of video and analyze

"“-;'\i [Ty - ;
IV &usretu-motoviunu
IV incontro amotovun

IDENTITET =IDENTITA

1. IV Susret u Motovunu / IV Incontro a Motovun

(Venice: Edizioni del Cavallino, 1977), Cover, courtesy

of Venice, Fondazione Giorgio Cini, Istituto di Storia dell'Arte,
Fondo Cardazzo.
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the importance of these exchanges and the
Motovun encounter in particular for the
development of the medium in Europe.?

In the 1970s, international video fest-
ivals, exhibitions and meetings were key to
experimentation in the medium and creation
of a lively video community across Europe,
allowing artists, curators and scholars to
view works and access the equipment and
network. Some of these events facilitated
fertile contacts between Italian and Yugoslav
video artists, producers and curators. We
can arrange these events into two types:
events held in Yugoslavia in collaboration
with visiting Italian video centres (for ex-
ample those at the Zagreb Contemporary Art
Gallery (now the Museum of Contemporary
Art) and the Belgrade Student Centre (SKC))?
and early exhibitions and events in Europe
where artists came from both geographical
areas.

The latter included, for example, the
Audiovisuelle Botschaften at Dreildnderbien-
nale Trigon 73 in Graz, Austria, where artists
from the New Art Practice such as Sanja
Ivekovi¢, Dalibor Martinis and Goran Trbuljak,
Italy (with works by Vaccari, Baruchello and
Colombo/Agnetti) and Austria were shown.
Vera Horvat-Pintari¢ selected the Croatian
participants, Martinis, Ivekovi¢, and Boris
Bucan.® In that context, Martinis remembers,
he started to use video.*

The year before, in 1972, Horvat-Pintaric¢
had contributed to the knowledge of Italian
video art in Yugoslavia by guest-editing Tele-
vision Today, an issue of Bit International
dedicated to television which included
seminal essays on video by Renato Barilli,
Gillo Dorfles, and Colombo and Agnetti.

The pioneering Impact Art: video art
74 at the Musée des arts décoratifs in
Lausanne featured artists from Yugoslavia
such as lvekovi¢ and Martinis, as well as
the Italian centres art/tapes/22, Luciano
Giaccari's Studio 970/2, Luca Maria Patella
and Franco Vaccari.’

Other key events included the first
April artists" encounter (4-11 April 1972) at
the Belgrade Cultural Centre, with a video
performance with the support of Giaccari®
and the famous art/tapes/22 exhibition
Americans in Florence — Europeans in Florence
(Amerikanci u Firenci — Evropljani u Firenci)
at the Belgrade Student Cultural Centre
(Studentski kulturni centar),” organized by
Biliana Tomi¢, whom Bicocchi knew through
Cardazzo?®

In spring 1976, curator Marijan Susovski
organized the Video Susret at the Contem-
porary Art Gallery, Zagreb, which brought
together Bicocchi (art/tapes/22), Lola Bonora
(Ferrara’'s Centro Videoarte) and Paolo
Cardazzo (Galleria del Cavallino, Venice),
who once again had facilitated contacts.
Artists whose video artworks were scre-
ened in Zagreb included Alighiero Boetti,
Giuseppe Chiari, Marina Abramovi¢, Dalibor
Martinis, Zoran Popovi¢, Michele Sambin and
Guido Sartorelli. Bicocchi recalls a prolific
debate about video art developing with

artists Martinis and Brazo Dimitrievi¢ and
other artists from the Zagreb Public TV
Broadcast.?

On the event's flyer, Susovsky ex-
plained poignantly that Yugoslav artists’
video, including video artworks and per-
formance documentation, was only “sporad-
ically” produced, during international events
abroad. Only the Gallery of Contemporary
Art had acquired video works by Yugoslav
artists. During the event in Zagreb, Cavallino
produced three videos with local artists.

In the summer of 1976 this collab
the Fourth Motovun encounter organized by
the Ethnographic Museum of Istria in Pazin,
the Contemporary Art Gallery in Zagreb,
Likovna Gallery in Motovun, and Galleria del
Cavallino.

On that occasion, more than twenty
video artworks by Italian and Yugoslav
artists, including Ivekovi¢, Ziva Kraus,
Zdravko Mili¢, Martinis, Trbuljak, Michele
Sambin, Luigi Viola and Claudio Ambrosini,
were produced by Cavallino (fig. 2).

Galleria del Cavallino, directed at the
time by Paolo and Gabriella Cardazzo, had
started co-organizing the Artists” Encounters
in Motovun in 1972 with Likovna Gallery in
Motovun and the Ethnographic Museum of
Istria in Pazin.

It was the intention of the organizers
that these encounters could act as a cultural
catalyst contributing to local regeneration.
As recalled by Sartorelli, this civic spirit
informed the choice of the themes and was
shared by the artists.*® Cavallino facilitated
contacts and networking with internatio-
nal artists and curators, including Richard
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Demarco, who visited Motovun in 1975 with
the Edinburgh Arts programme.**

Although the early editions in 1972
and 1973 were dedicated exclusively to
painting and sculpture, there are mentions
in the archives suggesting that artists’ films
were shown.*?

In the 1974 Motovun encounter, titled
Urban Interventions, photography and video
were introduced: Cardazzo and Peggy Stuffi
made the first Cavallino video artwork, Da
zero a zero (From zero to zero) with the
help of Guido Sartorelli** Stuffi walked
along the city walls in front of a camera
operated by Cardazzo and every sixty-four
steps placed a card on the ground with
a numeral from O to 9. The performance
ended when she picked the first card.
This spatial investigation of the city bor-
ders became an explora-tion of the place
through time and memory, and of the
possibility of videotape's real-time record-
ing and time loop.

In 1976 video was incorporated in
a more structured and complex way. A video
Encounter was also organized, in a format
that today we would call a residency, to
produce some video artworks.

The equipment was provided by
Cardazzo, who produced, edited and mixed
the videos with the technical support of
Andrea Varisco.

The video encounter was dedicated
to the theme of identity, and the session
commenced with a plenary meeting in
which the artists introduced themselves
and a tight schedule for the production was
arranged.**
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In the following days, the artists, sup-
ported by Cardazzo, videotaped some pieces,
which were mostly — if necessary and possible
- edited and finalized later in Venice. Some
videos were shot in Venice, such as Open Reel
and Video Immunity by Dalibor Martinis.*

In 1977 a catalogue was published doc-
umenting the event with texts by Cardazzo,
Susovski and the artists, illustrated by stills
from the videos.

Susovski's text is key to contextual-
izing and critically assessing the importance
of these international collaborations for
Yugoslav video art, of which he gives an
overview, including some events men-
tioned above. Susovski points out that “in
the past three years the number of artists
who have worked with video (in Yugoslavia)
has not been considerable”; as he suggests,
it was a “"secondary activity” depending on
the availability of the video equipment.
He also writes: “For artists" video, video
encounters like this in Motovun are still one of
the rare occasions to be able to use the video
apparatus and work in a group with other
artists.”t¢

Croatian curator Branka Benci¢ has
noted that “the Motovun meetings opened
up new possibilities for collaboration and
exchange of Italian and Yugoslav artists”,
and from a political and social context this
cooperation could be seen as a positive
reflection of the Treaty of Osimo (Novem-
ber 1975). In that climate, the choice of
the theme of identity was particularly
relevant.*’

When examining the videos, a key
common feature is experimenting with the

Laura Leuzzi / The Fourth Encounter in Motovun (1976): A Platform for Experimentation for Early Video Art

technical and theoretical qualities and pos-
sibilities of the medium. The theme of
identity was interpreted and explored with
different perspectives and sensibilities: the
identity of video with its function, form
andstructure in a sort of meta/tautological
ap-proach; self-portrait and self/represent-
ation; personal and collective memory and
time; representation of women by media
and culture (in particular Ivekovi¢ and
Ambrosini); what defines the concept of
identity, of the self in relationship to the
other; and the relationship between sound/

music/voice and identity (in particular
Sambin and Ambrosini).

As pointed out by Susovski, lvekovic's
videos Make Up, Make Down and Instructions
No. 1 (fig. 3) analyze and challenge how
society and media have influenced the
representation and perception of women,
a3 topic that the artist had been developing
through photography and performance.’®
In both videos produced in Motovun (Make
Up, Make Down was remade in colour in
1978), Ivekovi¢ reflects on identity as ste-
reotype and representation.

2. Italian artists who took part to the Motovun Video Encounter, 1976. From left on top: Andrea Varisco, Luigi Viola, Paolo
Cardazzo. In the front row from Lleft/In Claudio Ambrosini, Michele Sambin, Piccolo Sillani, Luciano Celli, Enzo Pitacco, courtesy
of Venice, Fondazione Giorgio Cini, Istituto di Storia dell'Arte, Fondo Cardazzo.
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In his Audioidentikit, Ambrosini ques-
tions issues of identity, appearance and
representation, exploring where self/percep-
tion and self/representation meet/diverge
and how mass media culture represents wo-
men. The piece was researched in Motovun
and finally shot in Venice. In the streets
of Motovun, Cardazzo, Varisco and Sambin
collected audio interviews with local girls.
Ambrosini selected one of the recordings
and prepared clippings from women's
magazines purchased in Motovun, and when
the camera started videotaping Ambrosini
composed a collage/portrait stimulated by
the recording.

The very concept of identity, perceived
by ourselves and by others, of the ephemer-
ality of what identity is, and as a cultural
and personal construction, is at the centre
of another artwork produced in Motovun:
Triptich by Martinis. In the video, the camera
focuses on the artist’s face hidden by a cloth
while three recordings describe the artist's
identity from the perspective of the other
(Cardazzo, Ivekovi¢ and Ambrosini).

Kraus's The Motovun Tape offers a self-
portrait reduced to minimal terms: the
artist's hand on the walls of the city, charged
with history, connects through collective
and per-sonal memory Motovun and Venice
(where the artist moved in the early 1970s).
Besides participating as an artist, Kraus
had a very active role in the Motovun
Encounters, offering translation and support
to the artists, and significantly contributed
to the production management and plan-
ning of the work.

Sambin also explored in some way
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3. Sanja lvekovic, Instructions No. 1, 1976, still form video.
Production Galleria del Cavallino, Venice. Cardazzo
Collection, Venice.

4. Luigi Viola, Who is Luigi Viola?, 1976, still from video,
courtesy of the artist

a traditional genre, the group portrait, in his
video A Sound Each. Instead of showing the
group, Sambin attributes a distinctive tune
to each character and moves the camers,
playing the portrait as though it were
3 score, creating a melody. The result is
a visual/sound collective portrait featuring
some of the artists participating in Motovun,
such as lvekovi¢, Kraus, Martinis and cur-
ator Susovski.
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In his Who Is Luigi Viola? (fig. 4), Viola
investigates poetically the persistence of
identity through time. Ivekovi¢, Martinis,
Trbuliak and Viola perform in the video,
fo-cusing on a specific activity — praying,
shaving, playing ping-pong — while a sign
reads "l am ... same to myself in the series
of time.”

Other artists focused on the “identity”
of video. For example, Trbuljak's Untitled
(Cut) is a meta-reflection on this topic, on
video's ability to capture reality in real
time. As pointed out by Susovski, since
Trbuljak started to use video at Trigon 73,
he became interested in analyzing video
as a "medium of expression”. Untitled (Cut)

investigates the double quality of video,
both ephemeral and material as a tape and
video signal.?®

It emerges from this brief excursus
that video artworks produced in Motovun
explored key theoretical and artistic issues
around video art which were emerging in
Europe at the time. The residency played
remarkably as a forum for discussion, de-
bate, production and experimentation, and
stimulated collaboration, participation, co-
operation, relationship and creativity. Further
studies on the subject could uncover more
about the event and contribute to the reas-
sessment of the importance of the Motovun
encounters to video art.
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