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Talk about art and contemporary culture abounds with references, analyses and criticism on the innovative scope of new technologies, especially digital technologies, on the directions taken by present art and creativity. Art’s relationship with its own instruments has always been a crucial factor of change, both of actual practice and of theoretical instruments, useful for analysing the works produced and the research done by artists. The importance of the innovation of medium in the artistic practice is not in fact a fundamental hub of technological art only. 

In painting too, the most classical art form, the innovations introduced by new materials and instruments have inaugurated fields of experimentation and new ways of conceiving images and the artistic act. Just think at the changes introduced by oriental printing techniques into European art at the end of the Nineteenth century or of the use of industrial paints in Abstract Expressionism. 

What radically distinguishes the relationship between art and technique in the switch from history to the contemporary, is not only the change from the concept of technique to that of technology, but above all the contamination between art and mass communication. While in fact art and artists have always made use of the tools which technical innovation put at their disposal, with the birth of the world of technology, the artist not only has to cope with technique, or better, technology, but also with that complex system of relations, cultures and powers represented by massified communication. In the long and ever-changing relationship between art, technology and communication, the possibility of reproducing, replicating, disseminating and serializing the artistic product is part of the potential provided by communication means and systems and that which most revolutionises the concept of work and artist in contemporary art. 

At the beginning of Twentieth century, the paths, practices and languages of art, communication and technology started to cross one another. The birth of the Cinema, the first among technological arts, created the first important link between massified communication and artistic avant-garde. Film language did in fact see the light as a spurious, contaminated and open language, available both for the experiments of the futurist and surrealist avant-gardes and for the birth of the first entertainment industry. But it was not only cinema that joined the media used by the avant-garde movements of the early Twentieth century. The artist’s intent is to bring the world and life back into art and to do this they steals instruments, materials and techniques from daily life using them and mixing them in the work of art through collages, happenings, photographs, performances, laying the foundations for the concept of multimediality which lies behind much new media art. 

A crucial stage in the history of relations between art and mass culture was represented, in the post war period, by the advent of the video. The birth of television and means for recording and reproducing reality at reasonable costs represented a revolution both in the communication and social fields and in that of art. The second part of the Sixties in fact saw the appearance of a phenomenon, that of video art, which made the instruments of this revolution its own and took up the challenges associated with mass communication technologies and media. 

For many people the birth of videoart dates back to 1963, the year of the exhibition at the Parnasse gallery in Wuppertal, during which Nam June Paik and Wolf Vostell were the first to intervene on the television medium. For others, the first appearance of the video as a creative instrument occurred in 1965, the year the first Sony Portpack was marketed.

This disagreement as to dates exemplifies the many identities associated with the video ever since it first saw the light. A difficult art to define and focalize, the video is both an instrument and a series of extremely heterogeneous practices. When it first appeared, the artists saw the video as a means of free interpretation, through which to open up the frontiers between art and society and redefine artistic experience. Since the Sixties, the places of art creation have changed, but so have the ways, the methods and the instruments. If art must reproduce life, it must also reproduce its kaleidoscopic multiplicity of stimulations, sensations and perceptions. Ever since it first saw the light therefore, the video has stimulated a propensity to mix and put in communication means, instruments, materials, orchestrated in performances, events, happenings, to be lived among and with the public. The space of the work becomes a space to be shared and participated: a contamination between languages that are fundamental for the success of the subsequent multimedia art concept. 

Video artists were the first to raise the problem of mechanisms and individual relations with systems of mass communication. This trend arose in the Sixties and is still a fundamental characteristic of many artists who use the video and experience this dual relationship with the world of communication. On the one hand in fact, video-artists absorb and include communication techniques and methods in their work, pillaging materials, in methods such as found footage, using strategies and imaginaries typical of the mass media and advertising. At the same time, they deconstruct the instruments and the technologies, demolish the automated ways of relating with the media, causing us to reflect on the reality created by the media and on our role as spectators and potential players of global communication. 
