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DISTRIBUTION by Jeanette Reinhardt 

In this issue of Video Guide we profile Canada's five 
major distrib utors - Videographe, Art Metropole, V/Tape, 
Video Pool, Women In Focus, and Video Out - and 
explore the unique . services each provides within their 
individual region. 

All are non-profit organi zations who large ly cater to 
education al and cul tural institutions - museu ms, ga ll eries, 
media art centres, schools, libraries, communi ty organi­
zations, and some broadcasting. 

Each centre was asked to write an article based on their 
history, objectives, proced ures, and issues of concern 
regarding distribution. Unfortunately, not all of the 
centres were ab le to provide us with all of the information 
requested. 

1 'd hoped for more discussion on important issues 
that were facing each of the organizations in terms of 
direction. Such issu es as Y2" distribution (I avo id the term 
"home market " for it is no longer that simple since mos t 
institutions have VHS, and many of them are phasing out 
their %" systems and have no scruples about buying 
"home market" tapes}, or how funding (or the lack of it) 
is affecting distribution. 

Last spring, Canada Cou ncil's Media Arts section sent 
out a "d istribution overview" to their cl ients involved 
with distri bution of video or fi lm or both. This paper was 
in tended to create reaction or reflection from the com­
munity so that a distribution policy cou ld finally be made . 
Because of the naivety, inaccuracy, and negative tone of 
the paper as well as the entrapment of the questions 
asked, reaction to the paper was to reject it. 

Last May , at the an nu al general meeti ng of the I nde­
pendent Film and Video Alliance in Montreal, it was 
resolved not to accept the overview as a basis for form ing 
policy (regretfull y the initi al motion to reject the paper 
was toned down}, and that Council consul t with the video 
comm un ity . A lis t of recommended organizations/ indi­
viduals was included to assist in drafting its policy on 
distribution. 

Since that time there has .been a major change of 
personnel in the Media Arts sectio.n. Glen Lewis has 
replaced Tom Sherman as head of the Media Arts section; 
Alan Conter has replaced Susan Nasgaard as Distribution 
officer, and we have yet to see who will be replac ing 
Deni s L 'Esperance as the Video officer. I can only hope 
that with the infusion of new bl ood and enthusiasm in 
the Council, we will see more aggressive lobbyi ng done 
on ou r behalf to increase the funding availab le for distri­
bution rather than aski ng the distributors to suggest where 
cutbacks could be made. 

Le Videographe dispell s the myth that they are only 
prod ucers and distributors of socio-poli tica l documen­
taries of regional concerns . Within "A Conversation ", Q 
and A discuss how they have a history of prod ucing video 
art and are currently expanding their co ll ection to 
works of artists produ ced not onl y outside of Le Video­
graphe, but outside Quebec as well. 

In the article "Yi" Videotape Distribution", Lynn 
Cummins te ll s us that Art Metropole has taken a new 
approach to marketing video by artists by switching from 
%''to Yi" distribution. They are planning to expand their 
market by taking advantage of the distribution system 
that has been established in their bookstore for arti st's 
books. 

Kim Tomczak introd uces V/Tape, the only non­
exclusive, non-curatorial vi deotape distribu tion informa­
tion service for all independent video artists/producers . He 
also looks at some of the problems that distribu tors are 
faced with , including censorship . 

In the article "Video Pool Distribution, The State of 
Video Distribution in the Canadian Mid-West", Gerry 
Ki sil negates the notion of a national distri butor and says 
that what we have is a network of regionall y based 
distribu tors. 
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In "Women In Focus Distribution : An In terview Wi th 

Shona Rosse l" by Jill Pollack , we are introduced to 
Sh ona, the former distr ibution manager who explains how 
Women In Focus goes about the task of promoti ng 
videotapes and fi lms that are produced by women and 
mai nl y concerned with Feminist Issues. 

"After Photography but Before Computers" and 
Elizabeth Vander Zaag's "Articulate Video" are both 
concerned with how the written word can alter the 
experi ence of see ing a work . 

In "Another Look at the Plot for the Western, re: 

Elspeth Sage's "Video Ou t - A Short Course" offers a 
brief hisotry and basic outline of the distri bution policy 
and procedures of Video Out. 

Placing the Satell ite: Media Culture on the Plains ", 
Leil a Sujir and Vern Hume present a series of notes, 
based on ideas introduced and discussed at the Playback 
ex hibition in Saskatoon. 

Under SCANNING there is a more extensive listing 
of Canadian, American, and In ternational distributors. 

Karen Henry reviews ln fermental IV, the international 
video magazi ne that was comp iled and edited at the 
Western Front, Vancouver. 

I wou Id recommend that producers tall or send a letter 
of inquiry before sending; any distribut~r your work for 
distribution consideration .. 

Su Rynard criticizes the 1986 S.A.W. Gallery Inter ­
national Festival of Video Art from the perspective of a 
participating artist. 

Don't worry about sub mitting your work to more than 
one distributor. Since most offer non-exclusive agree­
ments, an artist can max imize his/her exposure by plac ing 
work with several distribu to rs. The artist may also want to 
place a work produced for a specific audience with a 
di stributor who has targeted and developed the appro­
priate audience. 

Ri ck Sh eridan provides a basic networking guide to 
media resources in the "Directory of Innovative Media 
Projects." 

Anne Goodwyne reviews Video As a Social Tool, a 
selection of work which addresses social issues from the 
standpoint of personal, social, and political priorities, 
which was presented at the Video In. 

Video criticism and contextualization have played a 
major part in develop ing a video audience. Jill Poll ack's 
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AFTER PHOTOGRAPHY BEFORE 
COMPUTERS 

Video Criticism I by Jill Pollack 

A trend has been evolving towards the cnt1c1sm of 
criticism , coupled with spec ific theories inherently incor­
porated in to the analyses . Whether feminist, semi ological, 
postmodern , marxist, etc., the critical stance has never 
carr ied so much baggage . Not always elucidated, these 
in trinsic viewpoints seem to onl y infrequentl y refl ect 
the artist 's in te ntions . Art criticism , whi le perhaps more 
exciting than ever, has gone beyond the realm of its 
historical precedents. Criticism has pervaded the art 
bu reaucracy in a profound and somewhat disturbing 
manner. At the same time as the tone of authority of a 
critical piece has been obfuscated by the writer 's subjec­
tiv ity, personal affil iations , and goals, it is seen as the 
signpost of an artist 's or curator 's worth . Art cri t icism is 
no longer (was it eve r, reall y? ) a vehicle fo r citing an artist 
in art hi stori cal te rms or interpreti ng work or evaluating 
effect ive communication . 

The position of th e critic does have a hi story which 
demanded ul ti mate authority over the careers of artis ts. 
Berenson, Greenberg, Maus, etc., have all exe rcised 
their power with a hidden age nda designed more to 
promote th eir ideology th an analyze th e artwork. In 
recent years, criticism has gone through fashions, as has 
art. In some instances, it is still not clear to me which 
comes first - the critical stance or the art. Thi s dil emma 
further obviates the place of criti cism in Canada, because, 
in many cases, it borrows its phil osophical intent from 
Eu rope. Wh ile a more global context within which 
cri tic ism can ex ist has pos itive overtones, somehow the 
responsibil ity (hence the integrity) of a cri tical piece 
seems to have been overl ooked. 

We have a blatant situation here in Canada, with the 
Canada Council gran t ap pli cation fo rms clear ly asking for 
rece nt rev iews . The im portance of thi s cannot be denied . 
The li fe of a cri tical piece extends beyond its initi al 
ap pearance in a magaz ine, newspaper , or on radio . 
Whether a rev iew or a critiq ue, it will in all hikelihood 
end up first ly in someone's curric ul um vitae and sub­
seq uently in a Canada Coun cil grant request or an exhi­
bition proposal submiss ion. Fur ther, it may be inserted 
into an artist's file in a li brary or a curator's office . It 
wi ll be used as a research tool for other critics, 'curato rs, 
and art histor ians. While initiall y it may reach onl y a 
limi ted audience, over the yea rs it may in fact be read by 
more peop le and under many different contexts. 

ARTICULATE VIDEO 
Without the writers and the curato rs there would be 

no video "art" ex posure . The sensitivity of th ese people 
to the centra l impetus of video work is important to the 
creation of interesting shows. The video med ium, since it 
is not quite so verbal, offers endl ess interpre tations and 
iterations of intent - verba ll y, that is . Do the words that 
are sa id about a tape, the ca tegories it is displ ayed under, 
the written artist's statements , th e loose definiti ons that 
show tit les and themes impose on work th at is presented 
in them, affect the ind iv idu al's ex perience of th e work? 
Do the art icu lations of video curators and writers create 
a context for video work to be produced in? Wh atever 
the context, the distribu tion of video work has a resil ie ncy 
that can onl y come fro m the constant evolution of the 
medi um, thro ugh the wo rk of the producers and those 
that hand le the work. The most interes tin g work would 
be the work that would distance these effor ts with endless 
va ri at ions, and the most in teresti ng writin g would infor m 
the artist as we ll as the publi c about the construed infor­
mation evolving from the tape. 

The two fo ll owing fic titi ous conversa ti ons illus trate 
some diffe rences between "ar ti culated " video and the 
artic ul ations ~rom which the video came. 

R.r.ring 
The hung-over young video artist fr om Vancouver resented 
being wo ken up so earl y by her Toronto distributor . 
"Yeah," nodded the tousled head of vari ous shades. 

Looming over the inception of any critical piece is the 
knowledge that th e structure of cultu ral activity has 
drasticall y altered the role of the critic . Once words are 
set in twelve-point type, they take on an importance and 
a defi niti veness that has a fal se face of authori ty. There is 
an assump tion that the write r has kn owledge and insight 
beyond th at of the reader. The very framework within 
which the cri t icism ex ists asserts an influence over its 
readi ng. A piece in , say, Fl ash Art or Artforum is given 
more credence than one in , say, HE Ri zons or Arts west. 
Often, the validity and insight of critical writin g is under­
valu ed because of the ve nue within which it appears. 
Somehow we have reached a poin t where the quality 
of the writing and analysis is not as important as the 
vehicle. 

We also seem to have lost sight of th e subjective and 
temporal nature of critici sm. Simp ly, it is one person 's 
opinion which we are readin g. Now, there are certain 
assumptions that can (ge nerousl y) be made. Firstl y, 
the critic has a good command of the language arid is 
able to clearl y arti cul ate her/his viewpoint. Second ly, 
that viewpoint has been arri ved at th rough research, 
loo kin g, consi derati on, and experience . And thirdly, 
the critic's intentions are to exp ress her/hi s thoughts using 
the first and through the second points . How can (or 
should) th e criti c deal with the subjective and temporal 
nature of th e criti cal stance? Is it a give n, understood by 
all and therefo re unnecessary to overtly delineate? Or 
should each critic or edito r take responsib ili ty for clearl y 
stating her/his biases? On a purely theoretical leve l, we 
may assu me that the reader is of a sufficient intell igence 
th at she/he understands this . Bu t on a practical level, 
(think ing especiall y of book jackets and movie ads), we 
te nd to beli eve, adopt, and perhaps even act on, the 
content of a crit ical piece . The critic is assumed to be 
performing a crit ical ro le because someone has dee med 
her/him worthy of doing so .. Thi s theory does not ta ke 
into accoun t deadlines, personal associati ons , or other 
hidden agendas. And in fact, just as much can be lea rned 
about the sl ant of the critic/venue by what is n 't discussed 
as by what is. 

Thi s re lates spec ifi ca ll y to video, ceramic , and fibre 
arts. Most art magaz ines do not give regul ar coverage to 

"What fest iva l? The 'b lue' fes ti va l?" Apparently the tapes 
with the most blue in th em were to be submi tted . 
"Yeah, sure, o. k. " The Vancouver video artist just wanted 
her cut, and shrugged at the cat. "Yeah, I'm under 25 ... 
no, it's not about that. . . o h we ll , jus t because the guy 
talks about 'ty rann iz in g des ire' . . . o .k .. . multipl e pl ay 
... I don 't know if I'm gay .. . you kn ow how earl y it is 
here! Su re show the ta pe with whatever ki nd of articul a­
tion. I was up late last night sh ooting . . . yo u know. Never 
mi nd." 
By now the young video ar ti st 's head was pound ing. She 
needed a Perrier bad ly. "How come they didn't come 
through on the renta l for that other show?" she as ked, 
thi rst making her belligerent. 
"The statement yo ur tape made about med ia subversion 
wasn't clear enough," said the distributor. " Didn't you get 
the letter yet?" 
" Bu t it's a process-or iented tape, how could anyth ing be 
said more strongly than in the process?" The yo ung video 
maker hesitated, " I know the 'taut'o logy of tape tension 
just results in pleonastic tech .. . I got to go, you know, 
... li ke the bathroo m ... o .k., bye ." 

R.r.ring 
The tall dar k-haired woman answered the teleph one, 
penci l in

1 

hand . It was her distribu to r as king for a verbal 
tape de.scription for a sh ow in the east. 
" Uh . . m.m," she said , twirling the pencil in her hair. 
" It has to start with a sentence, I guess, " she said . " Right?" 

these di scip lines and , as a resul t, the critical di alogue 
surro unding them is limited . Whil e a par ti cul arized 
knowlegge is assumed on the part of any cr itic, these 
three media seem (at least outwardl y) to entail a further 
set of infor mation which onl y a small sector of the writing 
constituency feel prepared to tackle. A situation has 
ari sen wherein the presence of video criticism hds been 
pri mari ly re legated to those for ums devo ted solely to 
video art and the same holds true for fi bre art and 
ceramics. Art criticism in general is not a mai nstream 
activity ; even further re moved is vi deo cr iti cism. 

An in teresting aspec t of video criticism concerns 
authorship . The majority of pieces are written by those 
in vo lved in some way with video (mainl y producers or 
curato rs). Whereas other artforms are usuall y assessed by 
once-removed parti es, criticism of video tends to be done 
by those with a vested in terest in the medium . At the 
same time as th is needs to be clarified , it speaks of the 
leve l of knowledge held by the wri ters and of the 
make-up of the perceived audience. Th is can also expl ain 
wh y video cr iticism tends to foc us not on the effective use 
of the medium or how the technique in for ms the content , 
bu t on the content itself. Other articles discuss various 
usages of vi deo (i.e ., documentary videos from Nicaragua, 
etc.) . Rare ly, however, are these fac tors add ressed within 
a single ar ti cle; rare ly is there an analysis of vi deo within 
the large r framework of art history . Aspects such as the 
tim e-based nature of video , the (non)relati onshi p to 

television, vi ewi ng trends and approaches to video exhi ­
bitions are all too often ignored . Investigations within 
the realm of video criticism need to be made, espec iall y 
th ose avenues which re late spec ifica ll y to vi deo ar t as 
opposed to the visual arts in general. 

The aim of criticizi ng criti cism is to poin t out areas 
which need to be re-assessed and to app laud aspects which 
dese rve recognition. Increased awareness on a more overt 
leve l as to the subjecti ve and non-defin itive nature of a 
critica l piece, combined with more exposure of vi deo 
art in genera l art magazi nes wi ll do much to help the 
current situati on ri se out of spea king to onl y a fe w, 
and move into in fo rming more peopl e. Art-hi sto ricall y 
citing vi deo between photography and computer art can 
only enh ance its import. And that, fina ll y, sho ul d be the 
outcome of any criti ca l wri ting on video. 

Winsome words wafted through her mind, left over fro m 
the subconscious poetry that she had been pencill ing into 
her poe try book, perh aps the next sc ript . 
"Well, maybe yo u could start with the title, the length 
of the tape, and perhaps the nature of the tape . .. is it 
narra t ive or ex per imenta l7 Who did the mu sic? Yo u 
know, the wh ole story in thirty words or less." The 
di str ibutor laughed as she rea li zed the incongrui ty of what 
she had said , but the tall dark-haired woman struggled, 
penci l fla iling the air, lips rounding words onl y to utter 
them noise less ly. 
" I have to send this description by air letter tonight," 
contin ued the distributor . "Sorry to give yo u such short 
notice . By the way, did yo u f ill out the for m that I gave 
you fro m that Toronto distr ibutor7" 
The ta ll pencil waver came to , after all she coul dn't lose 
it all together on the phone to her distributor . Th at was 
the only incom e she had except for prostitution an d the 
odd gardening job. " Yes , I attempted to," she said , 
stari ng out the window and wo ndering what catego1·y 
the large fam il y of ball tossers on he1· fro nt sidewalk 
would fa ll under - rura l issues? re li gion? 
Instantly a flash wiped away the wafting whimsies in her 
mind . " Hey!" she said to her distributor. "Wh y don 't I 
fill out the for m (it was in the to p mid dle drawer of her 
des k) and then I 'II know what the tape is about. I 'II ca ll 
yo u in half an hour , o .k.? ... 30 words ... right. Bye ." 
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REVIEW 
VIDEO AS A SOCIAl, TOOL 

To appreciate the videos incl uded in the screening 
"Video As A Social Tool" which took place at the Video 
Inn December 18 and 19, 1986 , one must put aside 
expectations of being passively entertained and recognize 
viewing as participation. Video as a learning device, a 
means of self-expression and communication, is extremely 
valuable. The immediacy of the subjects and the need to 
document specific events pertinent to the people or 
community involved find a vehicl e in the medium of 
video. 

For example, Fight Back: Transition House (Speak 
Ou t Productions, Vancouver , 1984) documents the life 
and times of the only protective shelter in Vancouver for 
battered women. The video was made when B.C.'s Social 
Credit government's funding cuts threatened the contin­
uance of Transition House. Two years after the decline 
of Transition House, this video serves as a testimony to 
the crucial problems social services in B.C. face, as well as 
an informative, disturbing documentary on battered 
women. Each of the videos included in the screening is 
provocative. Some are straightforward documentaries 
wh il e others incorporate performance art to comment 
on social issues . They all ask the viewer to think whil e 
viewing, to ac t on the controversial issues for which they 
were created. 

Self-Government Training Video, produced in Alert 
Bay by Salmonista Video (1985), a native women 's 
group, and sponsored by the Kwaki utl District Council, 
was meant as a learning tool to bring about discussions on 
the contem porary movement of se lf-govern ment in native 
communiti es . For a non-native outside the community , 
this tape provides an insight into the lives of individuals 
within that commun ity and an awareness of the inherent 
problems it faces. The tape gives some his tori cal back­
ground, but consists mainly of conversations with various 
Kwakiutl people about their ideas, hopes, and opinions. 
There are differing viewpoints, but a common thread runs 
through the entire community - a deep concern for 
ancient values . If self-government is to step forwa rd , it 
will be based on pride in their heritage. Elders once held 
council which played a major role in dec ision making. The 
most movi ng moments in the ·video are the conversations 
with the elders, spea king in their nati ve tongue. On e sees 
ordinary people, struggling to survive as .a people. The 
performance of traditional drumming and chanting at 
the closing of the vi deo brings chills . Alth ough Self­
Go vernment Training Video only begins to touch upon 
the difficulti es these people face, one senses the deep 
commi tment to their culture and fears of its disap­
pearance. This is an important docu mentary not onl y as 
a learn ing tool for native groups, but for al l those 
concerned with Indian rights . 

The Absence of Us , by Pamela Pike, Hali fax (1986) is 
a personal vi deo collage merging documentary with 
figurative sty le. The vi deo starts as a woman reads from 
her di ary. A clock ticks. She writes about "having a room 
of one's own ... an identity" and tells us what it means 
to be a lesbian. Her monologue is poetic as she sits in a 
corner of her room and reflects on her experiences with 
her lover, who has gone away. She is isolated, grappling 
with the frustration and difficulty of learning to "come 
out" in the world. Her voice becomes distorted and 
echoes off the wall s. She speaks about loneliness , the need 
to love freely without being labelled or scorned by society. 
We see her writing in her diary; this act hel ps to link her 

Qu'est Ce Qu'un Homme Peut Faire ? 
Clive Robertson, 1986 
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Fight Back: Transition House, Speak Out Productions, 1984 

inner feelings with a political stance. Coming to grips with 
her iden tity, she takes a walk outside. A month later, 
when her lover returns, she describes the exci tement as 
they reali ze their ability to face the world together. 
Visuals of women writing graffiti on walls and on the 
streets are backed by beating drums and the guttural 
chanting of women. Th e tribal/primal element of fe male 
relationships swells as they laugh and talk together. There 
is a sense of belongi ng, of victories being won. Alth ough 
the production has a rough, gutsy edge to it, there is the 
gentleness of discovery woven through the loosely-told 
story. With its utili zation of writing, music, visual and 
sound effects, The Absence of Us is an authentic, hearty 
montage. 

Qu 'est Ce Qu 'un Homme Peut Faire ? by Clive 
Robertson, Toronto (1986) covers a lot of ground in 26 
minutes. The themes running th ro ugh the video interlace 
wife/child abuse with the partiarchal system of warfare 
and how it affects society. Robertson draws from political 
essays which are read over stark and symbolic visuals. 
Metaphorical imagery is superimposed onto cerebral 
commentary to create an artful tensi on. The video begins 
as the camera closes in on a church. A man (Clive 
Robertson ) stands inside a dark room. He wears army 
boots and a black overcoat and is singing hym ns from a 
'tattered prayer book. He removes his coat revealing a 
bl ood stai ned shirt. The room is bare except for rows of 
paper bags with the phrase "There's no pl ace li ke home" 
written across them. An announcer ca lls out destination 
points as the man straightens the rows of paper bags. 
Battle sounds are heard as a woman calm ly recites an 
essay . . . "P<llitics is the stud y of who gets what, when , 
and how." He is crawling on the fl oor between rows as 
if in trenches. Pouring a glass of wine, he attempts to 
drink it as he drags hi mse lf through the battle zone. 
He cowers as ta n ks rage and people scream. Another 
femal e voice comments "There is no place so violent as 
home." Phrases fro m the essays are echoed and over­
lapped. He pl ays with a toy war pl ane; drums beat as a 
voice reads "welfare is the salvation of the poor - warfare 
of the rich ... every welfare/warfare state is engaged in 
the ago ni zing discovery that it cannot afford both kinds 
of goodi es (guns and butter)." A woman reci tes statistics 
abou t battery. "One third of all assaulted women require 
medical attention." The statistics become more ominous 
as they are cool y recited over sounds of breaking glass 
and an eeri e bass line . The man pl ays with a toy cop car. 

As a male vo ice reads a memoir about ab using his child, 
the man on the floor plays with blocks. They tumble to 
the fl oor and he loo ks at them hel plessl y . In an emac iated 
state, he drags himself along with a rose in his teeth. 
A woman tel Is a story abo ut her husband rapf ng her. 
The phrase "he told me to get back in bed . . . that we 
were go ing to make love ... I said 'no'," is repeated 
as Phil Colins sings "it must be love ." This segment ends. 
We are outdoors with Clive Robertson, who caps the 
preceding porti on with an original song, "What Can a 
Man Say?" As a saxophonist pl ays a jazzy riff against a 
dilapidated sidewalk scene, Cl ive intonates "It 's no longer 
capitalism versus communism . It's welfare versus warfare 
and the patri archy versus everyone else." This video is 
an intense protest of some weighty issues, but it is also 
an artistic statement which exhibits a clever use of video 
technique. 

Nez, Gorge, Oreille (An Essay in Translation) by 
Elsa Cayo, Montrea l (1986) is a whimsically avant garde 
piece about what it 's like to have a fo reign accent in 
Ameri ca. Totall y unassuming and without mali ce, it 
subtly provokes the viewer into contemplating prejudice 
and discrimination . A unique statem ent of individuali ty, 
it begins with a woman (Ms. Cayo) sitting in front of a. 
world map, as if she were a television announcer, reading 
eloqu ent passages from a sheaf of papers . An essay in 
transl ation expands into a series of wry suppositions . 
The material is intriguing in its simplicity - she tells us, 
" If I held up a bank with a mask on my face and said 
'nobody move, Lie on the ground or you 're dead ", 
witn esses later woul d certainly say, 'the woman is a 
foreigner.' Th erefore, if I held up a bank I cou Id not speak 
and would use only gestures. I can change gestures, but I 
can on ly modi fy my accent." In another bit she observes, 
"I couldn't read evening news on TV even after tak ing 
severa l classes in phonetics and with audi o-visual aids, 
and if I did , at once a great number of protest letters 
would be sent, and the viewers who protested would be 
right to do so because instead of li sten ing to what I will 
say , they will be distracted by the way I said it and will 
finally end up not understanding a thing about the latest 

news." As sh e says in the opening of the tape, "Everything 
I read will be spoken with an accent, even the word 
accent ... MY accent ." At the end of the tape, she 
concludes, "Who can do better than what I have to do 
myself?" ~ 
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WOMEN IN FOCUS 
DISTRIBUTION 

Women In Focus is one of three non-profit feminist 
arts centres in Canada devoted to women '.s cultural 
production in the film, video, and visual arts disciplines. 

Based in Vancouver, British Columbia, since the 
centre'.s founding in 7974, Women In Focus has over 200 
members across Canada and distributes the 7 20 films and 
videotapes in their catalogue nationally and internation­
ally. Their Distribution Manager is currently Zainub 
Verjee 

Shona Rossel: Women In Focus has a specific philosophy 
and I think it's very important; we want to be leaders in 
the promotion of fe minist aesthetics. We're concerned 
with positive images, with the craft that women are 
producing. Women have caught up with the technology 
and are far more professional than they used to be. A 
higher calibre production is coming through the door, 
now. We've widened our spectrum to include more video 
art and experimental work. We want to show the diver­
sity and perspectives of what women are doing . 

Jill Pollack : What are the criteria for taking on a tape or 
film? 

SR: Wh en I hear of a tape or film that would be of 
interest to us, something we could move in the educa­
tional or museum market, I write to the producers . Or 
women can submit material to us. The first thing I look 
at is how well we can distribute it . We don't want to take 
something on we can't move. We're getting in more 
dramatic work and trying to build up certain bodies of 
work, such as a retrospective of Anne Wheeler or early 
work by Kathleen Shannon, etc. Recently, we've just 
completed a deal with the Australian Film Commission 
(the equivalent to Studio D of the National Film Board), 
and we're taking on all their films. 

JP: Could you go through the process of what happens 
after a tape lands on your desk? 

SR: I write to the producer to thank her for submitting 
and to let her know the Distribution Committee will be 
looking at it in the next three weeks. The Committee is 
a volunteer group, made up of Women In Focus members, 
who meet once a month. All decisions are made in concert 
with the Committee. I screen it first , and present 
comments to the Committee; then they screen it and we 
discuss it. If we decide to take something on, I will write 
the producer and start contract negotiations . I think it's 
a very fair contract, because we pay for all publicity and 
promotion; we take a 50/50 split on rentals, 65/35 on 
sales, with 65% going to the produ·cer. While video pro­
ducers supply us with a sub-master, we cover all the costs 
for tape and any other additional costs. Filmmakers give 
us a new film and access to their lab, and we have clients 
pay up-front for prints when they buy a film. We pay 
producer fees semi-annually. As an artist-run centre, we 
want to be able to offer producers the opportunity to 
use other distributors, so the contract is non-exclusive ; 
however, 1 'm finding that, generally, people do want to 
stick to one distributor. I also keep in touch regularly 
with the producers , letting them know what we're doing, 
what changes have happened at Women In Focus, etc. 

JP: Are there any specific priorities right now, in terms 
of subject matter? 

SR: The educational market will always be a priority . 
The " movers" seem to pertain to sexual abuse, violence 
against women, sexual harassment, women in technology, 
women in trades, women's empowerment. Documen­
taries, issue-oriented productions, and dramas all do well. 
For instance, Breaking Siience goes out everyday. But 
at the same time, dramas such as Far From Poland, 
Thriller, and Gold Diggers are very popular. Interestingly, 
more productions now are going out to Eastern Canada 
and the U.S . than locally. But whatever the content, 
when a new acquisition comes in, I write to the clients 
and tell them about it, and encourage them to take a 
look at it. 1 'm finding that we are making a lot of sales in 
the educational marketplac1e, because it is worthwhile for 

a university or particular class to own a film or video, 
rather than rent it over and over agai n . There is some bias 
about what people think feminism means , but the diver­
sity of the material helps to offset that. The tapes them­
selves induce awareness and can educate on a totally 
different level. When you put all the productions together 
in one dynamic package, people start to unveil different 
attitudes and understand that what women are doing is 
not some dogmatic, 'bra-burning' type of thing . I think 
we are strong because of our specialization. Women's 
history has been covered up for so many years, and there's 
been an introduction to a new awareness in tile educa­
tional marketplace. They want to have material available, 
and they look to Women In Focus for that material. On 
the average, we send out between three to five films and 
videos a day. And we have a new catalogue. It's a dynamic 
and flexible format that can keep a ll the clients up-to­
date on what's happening. It 's part of an endeavour to 
better serve both the producer and the client-user. More 
than anything, you have to le t your clients and media­
bu yers know what you've got, that it's good, and that 
it 's something they can use . We are employing other 
tactics as well. We want to have a symposium of women's 
work, and show the wide dynamism of what women are 
doing. We carry 150 titles, including our archives. We 
represent producers from all over the world . Since 
November, 1986, we've acquired 25 new titles, and that's 
very important to us and to our market. We 're cele­
brating the producers and the craftspeople who work 
within the productions . I think Women In Focus is 
successful because of our emphasis. When I send material 
out, people get excited. We do very well. 

Founded in 7974, Women In Focus is the only feminist 
film and video distributor in Western Canada. As Shona 
Rossel points out, submissions are welcome any time, 
and new producers are encouraged to contact them. 
·Call, write, or drop by: 2nd Floor, 456 West Broadway, 
Vancouver, B.C. VS Y 7 R3. (604) 872-2250. ~ 
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ANOTHER LOOK AT THE PLOT 
RE: PLACING THE SATELLITE: MEDIA 
(NOTES FROM A DIALOGUE 1'T THE PLAYBACK CABARET) 

For the last few years the Play back Cabaret, an annual 
video exhib iti on and student fe stival, has been held in 
Saskatoon sponsored by A.K.A. Gall ery, the Gordon 
Snelgrove Gallery, and the Uni versity of Sas katchewan 

.--- Students' Union. Th is year, Re: placing the Satellite : Media 
Cul ture on the Plains (1977-1987) , examin e.d the marginal 
position of the regional media artis t. The exhibi t ion was 
accompanied by a panel, "Memory, History, Represen­
tation, The Pl ace of the Regional Media Arti st ," and a 
presentation, "Constructing a History: See ing Ourse lves." 
The lecturers and panelists were Calgary writer and medi a 
artist Leil a Sujir, Winn ipeg vi deo artist Gerry Ki sil , and 
Calgary video arti st and exhibi t ion curator Vern Hume. 
Vi deo Cabaret was organized by Sas katoon artis t, ad­
min istrator, and writer Sheena Gourlay with the assistance 
of Catheri ne Macaul ay . 

The fo ll owing are a series of notes based on the ideas 
introduced and discussed at the exhib ition in Saskatoon. 
Th is is meant to be read as notations in a cont inuing 
dia logue. 

INTRODUCTION 

In the classic structure of the Holl ywood Western film , 
the townspeople , representing the urban values of the 
Eas t, are unab le to function in the Western landscape. 
The tow nspeople draw their strength fro m the signs of 
the imported "urban" in the cul ture . In order to live, the 
townspeople must "colonize " the local landscape -
ignoring its un ique strengths - and are thus re li ant on an 
imported culture. The archety pal Western town , Dry 
Gulch, is a place everyone wants to leave, except fo r the 
ranchers and indi ge nous population. 

The question becomes: are the pl ains media artists 
located in a mythical Western scenario in the fo rmula plot 
fo r the Western, which is written and rewritten un t il no 
other scenari o is possible? 

The regions in Canada have and contin ue to express 
their resentment about the marginal status granted to 
them by central ized decisi on-maki ng policy. Aside fro m 
having momentary at tention, which predictabl y resul ts in 
token gestures, the simple expression 'of regional dispari ty 
has yet to apprec iably alter the dimi nished posi ti on of the 
region. The regio nal, the local, remains a marginal place. 
Despite the recent deve lopment of local media production 
centres, the regional practice of media art, part icularl y on 
the plains, remains an activity within a regional commu­
nity, itse lf located in a larger but still marginal national 
media community. 

The di scussions in Saskatoon began by examining the 
marginal position of the Plains media ar ti st, but rather 
than embarking on another futi le argument about region­
alism , the speakers questioned the colonial structu res 
which place less value on the local and favo ur the centre. 
By raising the model of coloniali sm, the exhibi t ion began 
to arti culate a position fo r the regional media arti st, 
li te rall y creating a place to speak from . This position, 
based on difference, allows the local to express and 
thereby see itself. 

The exhibition developed a regional posit ron, or lit­
erall y re: pl aced the West as Satelli te; these ideas were 
first discussed at The Plains Canada Independent Film 
and Video Confere nce 1 held at EM/MEDI A in Calgary in 
August 1985. The Pl ains Confere nce deve loped out of the 
need fo r individuals an d groups working on the pl ains to 
co-operati ve ly overcome their isolation and regional 
insecurity. Rather th an looki ng to the outs ide, the di s­
cussions at the Pl ai ns Confere nce foc used on the impor­
tance of commun ities within the region and began to 
add ress issues of mutual concern , thus proposi ng ways of 
surviv ing in one's location on the front ier . The Pl ain s 
Confe rence succeeded in creati ng and encouraging a 
greater exchange within the region, but it also poin ted out 
that there was no si ngular "plains" vis ion. Th at is, al though 
the plains are traditi onall y referred to as a region, in real ­
ity, the plains are composed of many different commun i­
ties, each of which has an independent hi sto ry and iden­
tity . These communi ties are linked not th ro ugh a shared 
identi ty, bu t through the margi nal cul tural status ass igned 
to them fro m the outside and, to a lesser degree , thro ugh 
geographic proxi mity . (Cheap air fares to larger centres 
and the colonized notion that the local is sub-standard has 
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generall y minimized communicati on/travel between 
centres on the pl ains.) In sh ort, communities on the 
pl ains share a comm on non-posi t ion on the margin . 

Re: Pl aci ng the Sate lli te: Media Culture on the Plains 
did not attempt to defin e a regional identity. However, 
by examining how the impositi on of values from the 
mega-centres displaces the local, the exhibition began to 
positively " place" the regional, thus converting geographic 
distance in to a desirable criti cal remove. 

A STAGECOACH STOP, A POINT IN-BETWEEN 

For th e most part, the plains have been a point in­
between: at best , a stagecoach stop fo r those travelling 
through, and at worst , an inconvenient void that 
separates culture on one coast fro m cul ture on the other. 
The plains - ironicall y sometimes referred to as the 
"central" region, si nce it is geograph icall y positioned at 
the centre of Canada - are cultu rall y situated on the 
margin. It is a place that peopl e leave . The regions, specif­
ica ll y th e plains, have and continue fo r the most part to 
be importers of cul ture. This hiatus - to emerge as a 
poin t in -between - in the development of a regional 
community is not an isolated incident, bu t has become an 
all too common point beyond wh ich little development 
occurs. 

Oddl y enough, para ll e ls can be fo und be tween the 
relegation of the local/regional to the marginal position of 
a pl ace in -between (a stagecoach stop) within Canadian 
and International cu lture , and the stagecoach passengers' 
relationship to the cou ntry in the John Ford fil m 
Stagecoach . The passengers are colonialists, townspeople 
who view the countryside through which the stagecoach 
passes as host il e and emp ty of their culture - a vo id . In 
the fi lm , the only locations in wh ich the passengers feel 
even remotely com for table are the stagecoach and the 
stagecoach stop - a simpl e outpost, a desolate point 
in -between - at least fro m the perspec ti ve of the 
passengers. 

Replace the stagecoach with the airplane and this 
comparison seems more than appropriate. From wi thin 
the constructs of an imported set of standards the loca l 
can eas il y be dismissed or misunde rstood as a void - in 

- the· same way that the passengers from inside the stage­
coach in the John Ford fi lm view the Western landscape 
as empty . In th is sense, the regional routinely coloni zes 
itse lf by adopting the same imported standards - which 
make in visible the local. Gi ven the ongoing colon ization 
of Canada by American media, it seems a strange twist of 
fate th at an analysis of the relati onships constructed in 
the archetypal Holl ywood Weste rn reveal the same colonial 
models which media artists on the plains are subject to. 

In order to survive in th e long-term , a regional centre 
cannot simply ex is t as a poin t in-between, a stagecoach 
stop. It mu st be able to see itself fro m its own perspective. 
It is di fficul t fo r a pl ace to continue as simply an outpost 
of ideas and cul ture created elsewhere, where the inh abi ­
tants continuall y fee l di sadvantaged by their geographic 
dis tance fro m what is perce ived to be the centre . Inevit­
abl y, in such a situation, a continual emigration fro m the 
local to the centre occurs. A joke in Winn ipeg has been 
th at the city's major export is people. This flo w of human 
resources simply rei nforces the desire to be closer to the 
centre, thereby devaluing t he local. 

The development of media access centres on the plains 
has all owed local access to producti on too ls, and to some 
degree has sl owed the emigration of arti sts out of the 
pl ains community . Bu t the simpl e placement of prod uc­
tion equipment in pl aces which central Canada may see as 
"secondary communities " , does not suffic iently offset the 
dominance of the centre, nor does it all ow a space fo r the 
local to develop. The local, provided onl y with equip­
ment, continues to be a disadvantaged place in terms of 
its abili ty to develop its own voice . Often, the tools 
granted to the region simply all ow the reproduction of 
ideas imposed fro m the outsi de. Un til the regional centres 
cease to be poin ts in -between, th e offering of access to 
such tools is onl y a parti al solution. The regions have been 
at thi s crossroad before - possessing the tools, bu t lacking 
a voice . In thi s respect it is interesting to note a comment 
made in a 1973 Challenge fo r Change newsletter - an 
issue devoted to the plains - which acknowledges th is 
hiatus : 

The lack of access to the lines of communication 
in Canada is not simple overt repression . It is a 
class or establishment bias to our newspapers and 
TV networks that denies most of us not simply the 
hgrdware but the time, skills, money, and other 
resources necessary for the effective use of subtle 
and sophisticated communication techniques. It is 
not enough to give people a camera and a studio 
and _sa{ to them that it 's their fault i f they don't 
use 1t. 

Wi thout the ab ili ty or desi re to progress beyond this 
arrested point in its development, the current plains 
media community could again slip fro m its marginal 
posi tion, as a poin t in-between, in to a void . 

MEMORY, REPRESENTATION , HISTORY, THE 
PLACE OF THE REGIONAL MEDIA ARTIST 

The current plains commu nity has developed almost 
entirely independently, unin fl uenced by earlier ac ti vity 
in the region. In short, there has been no coll ective 
memory to keep ali ve the knowledge and experi ence, thus 
connecting the present to the past. A frac ture, a loss of 
memory and history , has occurred. The current com­
mun ity is separated and isolated fro m what came before . 
Thus, despi te the importance of the artists, the work, and 
the exhi bit ions which took pl ace (par ti cularly in Calgary) 
du ring the seventi es, now in the eighties, media activity 
on the plains has to be rebu ilt, re-invented , relea rned, and 
re-experi enced. A lost history, a lost memory. The 
ex istence of work , centres, and the artists wh o bu il t them 
is only part of the process of creating a community and 
a practice . To exist and contin ue, a communi ty must be 
able to recogni ze itse lf, thus constructing its identity, 
rather th an accepti ng the identity imposed fro m the out­
si de (th ro ugh satelli te, thro ugh mass communi cations, 
through centrali zed Canadian cultu re which displaces 
all the regions) . With out history there will onl y be isolated 
occurrences . 

Perhaps, it is even more important to exami ne the 
relationshi p of the media art produced on the plains 
(a marginal place in terms of the large r centres) to that 
produced, discussed, and represe nted in the mega-centres. 
An attempt shou ld be made to place or, more accurately, 
to create a place fo r a regional media art practice. This is 
not a request for a token representati ve. 

It is my intenti on in ini ti ating thi s discussion to step 
outside of the curre nt dialogues surrounding Canadian 
Video Art and to raise questions regarding place, memory, 
and represe ntation. It is my in tention to deli berate ly 
make some "recklt::ss ge neralizations " , to present the 
possib ility of new beginnings and to develop a posit ion, 
a space fro m which the regional media artist can speak . 

Th e deve lopment of a cul tural identity and a com­
munity is an on-going process invo lving, in its in itial 
stages, a community 's recogniti on of itse lf as a unjque 
entity with its own values and ideology, and subsequentl y, 
the ar ticulation and contin uance of these attribu tes 
th rough a common language . Th rough this process -
recognition, dissemination, and recept ion - a pl ace is 
created for the individual, the artist, to express her/his 
experi ence and the experi ences of others in her/his 
community. A sh ared experience - memory - can then 
be fo rmed. Implicit in this cycle is the ab ili ty to see one 's 
concerns, one's cul ture represented in the envi ronment 
created by language, media, and image-makin g. Represen­
ta ti on is then the last component th at completes the 
cycle: self-recogni tion (the need to communicate), its 
expression (the prod uction of work , images, narrative), 
and representation within the larger community and 
culture (th e reflecti on of identity ). 

The structures and codes of language , visual images, 
media, embody the values of the dominant group whose 
interests and needs it evolved to serve . These act to 
defi ne meaning. These codes structure the way in which 
we perceive. This is a close system of relationships which 
appears so natural that the ideologies, the values that it 
transmi ts are not always obvious. Such sys tems of rep­
resentation are continuall y at work defini ng and ordering 
perception. Positi oned outside, at the margin , the border­
line, is the local, the ind ividual, the mi nority, the regional 
ar ti st. Di stanced from the mechanisms of representat ion 
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(language), which create and disseminate culture, those 
who inhabit the marginal are in a position of perpetual 
reception . The position of Canadians living near the 
American border receiving American broadcasting or 
being native in a white society - a one way proposition, 
a consumer-only environment. The marginal position is, 
therefore , colonized by the continual onslaught of images, 
ideas, and representations created by and for the interests 
of the group(s) which dominate the centre. For the 
regional artist, the issue of marginality, curiously, must be 
central . We are still living in an age of colonialism and are 
ourselves colonized . 

In hi s book Electronic Colonialism: The Future of 
International Broadcasting and Communications , Thomas 
McPh ail views contemporary colonialism as 

"the dependence relationship, established by the 
importation of communication hardware, foreign­
produced software, along with engineers, tech­
nicians, and related information protocols, that 
vicariously establish a set of foreign norms, values 
and expectations which, of varying degrees, may 
alter the domestic cultures and socialization 
processes. Comic books to satellites, computers 
to lasers, along with more traditional fare such as 
radio programs, theater, movies, and wire services 
to television shows demonstrate the wide range 
of information activities which make up the 
broad configuration of what is possible to send 
and thus to receive . . . . "3 

While th is analogy is spec ifically directed toward the 
domination of world broadcasting by the first world 
coun tries (the U.S. in particular), it can equ ally be ap pl ied 
to the dissemination of mass culture and art cultu re 
within Canada, as well as from outside Canada. Margin­
ality is an issue which not onl y affects the regional artist, 
but minorities, third world countries , women , or any 
group not curre ntly represented in centrali zed culture. 
Being located on the margi n, in terms of place, allows us 
to as k questions about the mainstream or centralized 
culture. How can we deflect or de-<:entre a centralized 
system of representation and the production of cultu re? 

What happens when we cannot see ourselves refl ected 
- except in the form of quaint generalizations' in national 
and international dialogues, and when our experience 
and concern lies outside the curr.ents of presentation? 
These broad questions allude to larger poli tical issues, but 
at the same time are issues which connect th ose on the 
margins, on the borderlin es. 

It is not enough to simply address the issue of mar- · 
ginality from a geographically specific position , for even 
if the regional media artist enters into the national dia­
logue, only one layer of remove has been overcome. There 
is no place for the national media arts community - itself 
marginalized from electronic mass media , popular culture, 
and mainstream art. The margin or borderline is, there­
fore, not only a concern with regards to a Halifax/ 
Toronto, Saskatoon/Toronto axiom, but also to a 
Toronto/New York or Africa/North America axiom . 

SEEING OURSELVES 

In initiating a constructive dialogue on the position of 
the regional artist, questions must be brought into play 
which begin with the local and expand outwards. How has 
the dominance of one or two centres in this country 
affected the development of a regional med ia art practice? 
How has centralized policy affected the devel opment of 
the regional? How has centralized culture affected the 
ability of groups to re present themselves? How has mass 
media, satellite communications , and so on, colonized 
us? And in light of this, how do we develop a pl ace for 
difference? 

The regional media artist is not onl y distanced fro m 
the major centres, bu t dis tanced from the processes which 
define high cultu re and mass culture : on the fringe of the 
margi n of th e fringe, three times margi nali zed. But in 
order to create a greater diversity of express ion in our 
culture which can accommodate the representation of 
difference, the process of representation must become 
de-centred . In this project, distance becomes an advantage 
all owing a space, a perspective, from which the canons 
and codes of both international art style and mass culture 
can be de-constructed, and re-invented. The margi n is 
then an important place to speak from . 

In attempting to locate current activity in the region , 
the search for an identifiable unifi ed "Plains" voice 
may not be the most produictive line of thought to take. 
Such an analysis would not bring to light any infor­
mation that is constructive o r useful, for as is evident by 
the work , there is no one Plains style that can easily be 
labeled. In the past, the attempt to find a specific singular 
regional vision which can be used to easily distinguish the 
Plains or the Atlantic, and so on, has only served to 
ghettoize the regional artist. Such attempts seem to have 
focused on the most visible, the obvious manifestations 
of a region - the grain elevator, the grain fields , the sky, 
the mountains - and result in a caricature rather than a 
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genuine identification of difference. A search for com­
monality in these terms can create a negative or super­
ficial description of the regiona l - quaint ge neralizations 
that have only lim ited value in express ing the experience 
of the_ local. If such ge nera li zations are used to defin e a 
regional voice, the potentia l fie ld of legitimate subject 
matter is reduced to onl y a ve nee r, forever marginalizing 
any further meaningful development. Such caricatures are 
often the only representati on of the local which appears 
in mass culture and/or centralized Canadi an culture and 
are so removed from our reality that they are meaningless. 
Within such a context, the local/regional is functi onall y 
voiceless . The regional is placed on the margin by cen­
tralized Canadian culture and in turn centralized Canadian 
culture is made local by mass (in ternational) cultu re. Do 
we have to continue to make videotapes, write books, 
paint, and so on, confined by these qu aint co ll oquialisms 
and be qu ai nt coloniali sts in order to be recogni zed? 

Instead of pursuing such a coun te r-prod uctive analysis , 
it would seem more constructive to examine the influ­
ences affec ting the work and see how these have been 
assi milated and subsequentl y "re-invented" to sui t the 
needs of the individual art ist . Th is approach all ows fo r 
a di versity of subject matte r and ge nres to emerge and be 
discussed . 

In thi s sense, the title of this exhibiti on, " Re: Placing 
the Sate lli te ... ",refers to both the pl ace of the work in 
the context of national and in te rnational infl uences -
li tera lly pl aci ng or contextua li zing the work - and 
through this discussion a place is developed for the work. 
Thus, the regions wi ll have a di alogue to repl ace their 
co loni zed view, a dialogue informed by the ex ternal but 
generated fro m within. In short, the sate llite is both the 
vehicle fo r cultural co lon iali sm and the li nk to the outside 
- a reference point through which the local/regional can 
place itself . 

FOOTNOTES 

1 A Plains exhibiti on catalogue is available from EM/ 
MEDIA which contains excerpts from the Keynote 
addresses given at the Plains Canada Confe rence. 

2Prairie Dog Press Manitoba's Alternative Newspaper. 
Cited by Bob Brunell e, " Radical Prairie Roots", Challenge 
for Change Newsletter , Winter 1973-74, p. 11 . 

3McPhail , Th omas. Electronic Colonialism: The Future 
of International Broadcasting and Communications. 
London: Sage Publications, 1982. ~ 

IN MEMORIAM 

fjJ 
oug had dark brown hair and pale skin. He was very thin; in 

short sleeves, you saw his bones sticking up. He had a 

moustache and, once, a beard. He had long fingernails on his 

right hand. When he was in high school, these were for adjusting the 

computer; later, they were for finger-picking. He wore glasses, a fedora, 

cowboy boots, corduroys, and old flannel shirts; he looked like a cowboy 

gangster in a college professor's pants. He drove an old, unreliable 

Dodge pick-up that he called "Betsy''. He was funny, silly, and cynically 

sharp-witted; he rarely took anything, or anyone, seriously. He wrote 

great songs, and he played guitar, clarinet, saxophone, and harmonica, 

among ot!:er things. He sa::-.g, ir, a voice that was, well, distinctive. He 

wrote stories, articles, essays; he worked as a video technician, an audio 

engineer, a magician's special effects man. He loved eating in diners and 

drinking expensive Scotch whiskey. He loved music; Hank Williams, 

Elvis Costello, Thelonious Monk, and many, many more. He loved comic 

books, movies, novels; Bogart, Benchley, Burrc.ughs, Chandier, West, 

and, lately, Mervyn Peake. He knew more about bugs than most people 

would care to hear. He was a great friend and we will miss him dearly. 

DO UG LAS JAME S BROWN• 1962-19 87 
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National 

VIDEO POOL DISTRIBUTION 

''THE STATE OF VIDEO DISTRIBUTION 
IN THE CANADIAN MID-WEST'' 

In considering the deve lopment and current state of 
vi deo distri bu tion in the Canadian Mid -West, it helps to 
first look at the histo ry of thi s region 's su pport and pro­
motion of its video ar ti sts. My in vo lvement in the deve lop­
ment of Winnipeg 's video commu nity began as an inde­
pendent producer and fo unding member of Video Pool 
Inc . This non-profit organization was created to deve lop a 
market for the productions of what was , at the t ime, a 
rath er small and anonymous group of video artists. 
Manitoba, being geographicall y iso lated fro m the major 
centres of distribution and production , has always created 
a climate that requires group solutions to the problems 
faced by individual artists . These methods, of course, 
have traditi onall y been empl oyed by soci al/political 
groups and movements on th e prairies. As th e exception 
to the rul e, some video makers are engaged in se lf-pro­
motion. However, it is, for the majority, financia ll y 
prohibitive to be involved in distribution of your own 
work. Further, video art ists may lack the sk ill s, infor ma­
tion resources, or simpl y the time necessary for self­
prorn oti on. Therefore , well -considered mar keting strategies 
and promotional mate ri als, as ge nerated in the contex t 
of a professional distribu tio'n faci lity, are a necess ity fo r 
ar tists competing in the very limited ·marke t pl ace . Prac­
ti call y speak ing, without an identifia ble · di str ibu to r like 
Video Pool, work by pra ir ie video makers would be ve ry 
difficult , if not impossible, for curato rs and programmers 
to loca te. 

Video ac t1 v1ty has existed in Winn ipeg since 1975, 
primaril y supported through exhibiti ons of video art at 

Champagne Dream , Darre ll Varga, 1986 

Plu g In Gall ery - then call ed the Arthur Street Gall ery -
and to a lesser extent at the Winnipeg Art Gall ery. In th e 
sp ring of 1978, Plug In pu rchased some %" vi deo pro ­
duction equ ipment, and earl y in 1979 the first for mal 
meeting of the Plug In Video Gro up took pl ace. Ini tia ll y 
the gall ery encouraged members of the group with unre­
stri cted access to both the space and equipment . However, 
it was not long befo re problems began to develop as a 
result of this poli cy . These pro blems revolved aro und the 
fac t th at Plug In was a gall ery 1 not an equipment access 
fac ility. Understandably, the ga ll ery eventu all y became 
reluctant to offer unrestricted access to a group with an 
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open membership . This situation steadily deteriorated 
un til th ere was no 1:onger any interest in producing 
through the space. 

Although video production dro pped off considerabl y 
during this period, artists in the commun ity continued to 
be interested in the medium. Therefore, Win nipeg sup­
ported video activity in the form of screenings of the 
work of video artists from other, larger centres. From 
t ime to time 1 over the same period, there were severa l 
attempts at rekindling an in terest in the Pl ug In Video 
Group, but the level of energy required to 01gan ize the 
group cou ld not be maintai ned. This is not to say that 
video was not being produced. However, there was no 
foc us for the com mu ni ty and no profi le fo r its activities. 

Motel , Donnely Smallwood, 1986 

In November of 1981 , Plu g In hosted the Winnipeg 
Video Forum, a program which brought toge ther six 
video arti sts from across the coun try to screen and discuss 
their work . Th is event rev ital ized local interest in the 
medium by bringing public attenti on to a variety of 
video practices. The symposi um was pi votal in the 
development of the communi ty because it provided a 
foc us fo r th e existing loca l activity. Soon after th e Forum, 
th e Video Gro up was resurrected and the group's energies 
were directed at secu ring equ ipmen t and establishing a 
production faci li ty . Unfortunately 1 as time passed and 
the hardware was still not secured, the energy diss ipated, 
and fin all y th e group d isbanded aga in . 

Du ring this peri od, fo ur members of the Vi deo Group 
- Vern Hurne, Al Poru chn yk, Jon Tupper, an d myself -
were di sc ussing in fo rmall y the possibili ty of begin ning to 
di stribute video tape. Th ree of us had produced tapes, but 
they weren't being shown anywhere; I guess because no 
one knew who we were. With out an access ibl e vehicle fo r 
ge tting the work out, there was no in centi ve to encourage 
new producti on. So we created Video Pool to address the 
need to get our own work shown and to fac ili tate the 
growth of a video community . 

Our strategy was simple : we decided to create in te rest 
in our wor k by brea king in to the existing market with a 
"gimmick ". This turned out to be the Comp ilati on Tape . 

by Gerry Kisil 

Canova, Kirn Ouell ette , 1986 

We put toge ther a pac kage of curre nt material fro m 
Winnipeg in a closed ci rcuit program format and offered 
it to gall eri es at a spec ial rate of $150 for an hour and a 
half program, which included six in dividual pieces. At the 
conventional per-title rate, the fee would have been twice 
thi s. With no track reco rd behi nd us, we re lied on price 
and vo lume as our main marketing feature . Video Pool 
received a handling fee off the top, and the re main der was 
di vided equall y among the partici pat in g art ists . The 
strategy was successful in that it landed us screeni ngs in 
Toronto and Saskatoon right away. Th ese deve lopments 
in turn legiti mi zed our ac ti vities and establi shed the 
organi zation as a di stribu to r. 

The compil ati on tape provides an in teresti ng context 
to program video works which relate to spec ific themes or 
issues, or which doc ument a diverse range of concerns 
and /o r practices . Considering the relative isolati on of thi s 
communi ty, the compilation tape has been valuab le as a 
too l to re present the range of Winnipeg 's video activi ty 
to the rest of the country. The strategy is also financiall y 
effic ient, kee ping the cos ts to the cli ent re lative ly low. 
Alth ough it means less reve nue to the arti sts on a per 
screening basis, the low cost to programmers is incentive 
for more frequent exhib it ions. For all the advantages of 
the compilation tape, it was not our inten ti on to di stribu te 
entirely in this fashio n. Rather, thi s fo rmat is used to 
augment our more conventional di str ibution activities. It 
provides another opportuni ty to ge t our material out, to 
att ract more clients, and to promote our commun ity. 

Tape exchanges with oth er centres have also been an 
imp ortant pal"t of Video Pool's di stribu tion activ ity. These 
in itiati ves have been successful in encouraging communi ­
cation between groups and they all ow youn ge r produce rs 
to show work which may not otherwise be picked up for 
sc reening. Exchanges with such groups as P .R .l.M., 
Montrea l in 1982, EM/Media, Calgary in 1985, and 
Monitor North , Thunder Bay in 1986 have helped Video 
Pool promote work by Winnipeg video arti sts within a 
context that necessaril y facili tates a regional or cross­
regional di alogue. ~ 



Video Pool also maintains a library of vi deo tapes. This 
archive holds over one hundred separate tit les tha t rep ­
resent work deal ing with a var iety of regional interests and 
concerns. These tapes are available for viewing by inter­
ested members of the public dur ing regul ar office hours 
on an in-h ouse basis onl y, and this service is provided free 
of charge. There is no criteria fo r depositing mater·ial with 
us other than the work must have been produced in one 
of the prairie provinces. 

Both the li brary and distrib ution contracts are non­
excl usive , which means that the prod ucer can use the 
services of, or deposit work with, other distributors or 
libraries . In face we encourage producers to do just that. 
After all , it is in their best interest to make thei r work as 
ava ilable as possible. It is in teresting to note , however, 

When They First Came, Nida Home Doherty, 1986 

that our producers have not enjoyed the sam·e ·success 
through other organi zations that they have wi th Video 
Pool. 

Video Pool was created to add ress some co ld hard 
facts. As indi vi dual prod ucers, we could not get into the 
ex isting distribution market, so we were compell ed to 
organi ze. Ou r efforts have been so successful in increasing 
the profile of our artists that our distributi on mandate 
has expanded to incl ude Alberta and Saskatchewan. We 
active ly distribute work fro m all three prairie provinces 

NEW RELEASES 

Dream Voices, Day Voices, John Gall oway, 1986 

and mai ntain an archi ve that re presents the most compl ete 
collection of Mid-Western vi deo in th is country. We take 
our ro le as a regional distribu tor very seriously, encour­
aged by the amoun t of interest bei ng shown in the 
mate ri al comi ng fro m the plains. 

I am convinced that there is no such thing as a nati onal 
vi deo di stri butor in thi s country. Instead, we have a net­
work of regionall y based dis tr ibutors; each in the best 
posit ion to promote and talk about the work of their 
producers. The material be ing produced in the Canadian 
Mid-West is in demand and has been featu red in exhibitions 
throughout the worl d . It is indeed naive to be lieve that 
organizations located in larger cities constitu te national 
di stribution simpl y by virtue of their si ze. Large organi ­
zations tend to support their respective constituencies just 
as much as small er ones do . Witness the virtual non­
ex istence of distribution of producers fro m the Mid-West 
by organizati ons not based in thi s region. 

All of our successes are the result of communi ty 
su pport and th e hard work of some very dedicated indi­
vi duals . We are working toge ther to promote our art ists 
and it is pay ing off. It is not a questi on of whether or 
not we can effective ly di stribu te the wo rk, or if an 
in te rested aud ience ex is ts for our productions . It does. 
The pro blem seems to be how to produce enough materia l 
to meet the ex isting, and ever increasing, demand. II 

PATRICK HUGHES 11 6,6 ,6 o'clock news" 
KI M TOMCZAK & LISA STEELE "private eyes" 
INFERMENTAL 6 ed ited by HANK BULL , VERA BODY 
PAUL LANG "tactile" 
SUSAN MILNE "neurostalgia" 
JUDI NORRIS 11 bennu" 
JEANETTE REINHARDT "mother may I '

11 

JOE SARAHAN "holy joe" 
MAUR IZIO NANNUCCI "sometexts 11 

NINA SKOGSTER t ba 

co-ordinated by ELIZABETH VANDER ZAAG for 
WESTERN FRONT VIDEO 
also availabl e custom software by K. GOODWIN 
and R. RICHARDSON, NTSC, 16 mm, and 35 mm format 

SOFT DISCO ambient video 

WESTERN FRONT VIDEO , 303 E. 8th Ave., Vancouver 
876-9343 
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Vancouver Guide 

VIDEO OUT A SHORT COURSE 

A Dedication to Lee Choon-Sop by Laurie McDonald 

Video Out is the non-exclusive international video 
distribution service operating under the auspices of the 
Satellite Video Exchange Society . Formed in 1979 in 
response to the need for more orderly distribution of 
artists' videotapes, Video Out represents work by inde­
pendent, non-commercial producers throughout the 
world. At present, we distribute over 375 titles which 
include the work of roughly 125 artists. The content of 
the tapes varies from performing, visual and video arts 
to social/political works dealing with human rights , media, 
environmental concerns and feminist politics . The works 
are organized into seven general categories: Social Issues, 
Video Art, Performance, Synaesthetic, Multi-Channel/ 
Installations, Other Visual Art, and Dance . 

In order to promote videotapes in their proper context 
and avoid passive assimilation · of visual imagery, Video 
Out assembles producers' portfolios which contain the 
artist's c.v ., raison d 'etre, tape descriptions; photos, and 
press reviews. This information is also used in the Video 
Out catalogue, press releases announcing new work, and 
all other forms of promotion. All tapes available for 
distribution are then catalogued into our computer 
program. The tapes can be retrieved by subject, producer, 
and title. This helps to produce our cross-indexed cata­
logue which is updated yearly. Our computer base is also 
used in the production of smaller, thematic catalogues 
for specific exhibitions. 

Our market is as diverse as the range of content of the 
tapes we distribute. It include~ galleries, museums, artist­
run centres, libraries, educational institutions, art and 
community centres, unions, special interest groups, 
festivals (where an artist fee can be guaranteed), the home 
market, cable, broadcast and pay TV. We are continually 
looking for ways to expand our market and one of these 
is the Video Out Southwestern U.S. Tour taking place 
during the month of October, 1987. It is a compre­
hensive schedule which includes six U.S. states and will 
allow our representative to meet personally with educa­
tors, programmers, and curators . She will have an updated 
version of our catalogue with her and a promotional 
package video sampler of the works we distribute. We 
believe that this 'hands-on' approach is a positive response 
to the need for change in video distribution techniques 
outlined in the premilinary report on the state of video's 
development in Canada for ANN PAC (1981) : 

·~s video's popularity grows, distributors should 
increase their promotional function. Most centres 
who distribute tapes have been adequately con­
nected to their audience and therefore have not 
needed to make extraordinary efforts in the area 
of promotion. Approximately half of them publish 
a catalogue, or take out ads in specialized maga­
zines and journals. As video art, documentary or 
community work becomes more accepted and 
sought out by larger audiences, the distribution 
function will have to make a more active effort 
to promote the video product." 
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Two other areas which have been identified as poten­
tially useful for distribution are the home market and 
broadcast. Video Out ta kes the position that there is 
much groundwork to be done before either of these areas 
could be entered into without encountering the real 
dangers of copyright infractions and the persistent broad­
cast philosophy of non-payment of artists' fees . At 
present, Video Out does have one tape, Luminous Sites, 
on Yi" distribution for the home market, but this has been 
fairly strictly confined to institutions and the like . In the 

. case of broadcast distributiion, the problems vary from the 
market constantly changing due to budgets, differences 
from country to country, and ultimately the absence, or 
in some cases, sub-standard level of fees that broadcasters 
are willing to pay for artists' videotapes . 

In general terms, the works chosen for distribution by 
Video Out are eclectic in style, content, length , and 
phifosophy . The only unifying factor is format: the tapes 
must be submitted on %" NTSC sub-master, post-pro­
duction on %'' and only video. (Video Out does not 
distribute film.) Video Out looks for tapes that have 
technical excellence and that, in their focus, somehow 
help Video Out to maintain a diverse range of topics/ 
themes/styles. In addition, Video Out will take on any 
new work by a producer whose work is already handled 
by Video Out. There is no time limit for the length of 
the tapes submitted. 

There are a few caveats of which Video Out advises 
its producers and potenti.al artist-clients in advance. The 
first is that Video Out does not submit any of its titles to 
the BC Classification Board. The second is that the work 
must . fall within the philosophy of being 'politically 
correct.' By this we mean that Video Out will not dis­
tribute tapes that promote racial hatred or support sexual 
stereotypes, etc ., unless these works somehow approach 
these issues in an analyti1cal way to deconstruct the sub­
ject. The third point is that the work must be indepen­
dently produced and non-commercial. 

Once a tape is received for consideration and distribu­
tion by Video Out, it is usually put before the Acqui­
sitions Committee which is appointed by the Board of 
Directors of the Satellite Video Exchange Society . How­
ever, the Distribution Director has the right to select 
tapes that she/he may feel meet the criteria for distri­
bution without consulting the Acquisitions Committee. 
The Acquisitions Committee consists of 12 people : 50% 
from the Society Board and 50% from the community. It 
views tapes submitted fo r distribution four times a year. 

The Distribution Directo r is responsible for supplying 
the committee with a full list of tapes acquired for 
distribution between acquisition meetings. The com­
mittee is made up of members who fairly represent all 
types of interests in th e visual arts, social issues, etc. 

After a tape has been selected for distribution by 
Video Out, the producer is required to supply an NTSC 
sub-master, or in the case of PAL/SECAM, a copy of the 
master NTSC dub, preferab ly a time-based corrected copy. 

by Elspeth Sage 
Video Out absorbs the cost of the raw tape stock used for 
the sub-master and reimburses the producer. From then 
on, all leased copies of the work will be copied from 
Video Out's sub-master. Copies of all tapes accepted are 
deposited in the Video In Library for In-house use. With 
the help of the producer, Video Out assembles a portfolio 
on the artist with as much pertinent information as 
possi ble, including a videography, essays, reviews, 
scheduled showings, and promotional layouts . Each tape 
is ·catalogued and cross-referenced in as many categories 
as possible, enabling Video Out to develop a wide range of 
marketing possibilities for thematic packaging. The cat­
alogue, reproduced every two years but updated yearly, is 
distributed free to the producers listed, previous clients, 

·institutions, and individuals involved in curating, etc., thus 
ensuring wide circulation of the availability of each tape 
for distribution . In addition, there are separate promo­
tional mailouts for each tape, subject or package, which 
are sent to specific interest organizations. All costs 
involved in promotion, insurance, and handling are borne 
by Video Out. 

The main areas of successful distribution have been 
the artist-run centres, museums, and galleries that 
specialize in video art. Included in this have been requests 
for Video Out to curate shows for galleries, select and 
present work as part of art fairs, public -information 
forums, colloquims, and video festivals. Video Out has 
also been active in promoting and sponsoring international 
competitions which has helped to expand the market for 
its own products. We have also arranged the Canadian 
portion of many internation al exchange shows which has 
resulted in a number of internationally acclaimed artists 
requesting our distribution services. However, the largest 
market for distribution remains in Canada and deals 
mainly with rentals, not sales. There are some instances of 
direct sales (i.e., leasing for the life of the tape), such as 
many recent purchases by the National Gallery in Ottawa, 
but these are the exception rather than the rule. The tapes 
are distributed on NTSC, Yi" open-reel, VHS, Beta I & II, 
in English, although there are a few cases where Video 
Out has worked with a producer to obtain funding to 
enable sub-titling the work. Quotes on other formats , 
such as 1 ",PAL, and SECAM can be obtained on request. 

The business and monetary side of the agreement with 
Video Out and its producers starts with a written contract. 
These contracts, which have been in use since Video Out 's 
inception in 1979, take the form of a letter of agreement 
rather than some sort of complicated legal document. At 
present there is no fixed time length of the contract, but 
it can be dissolved on the basis of mutual consent. The 
contract guarantees the producer two-thirds of all revenues 
generated from rental or sale of the work . The remaining 
one-third goes to Video Out as the distributor . The 
producers' royalties are forwarded twice a year along with 
a report of all transactions made with regard to that 
particular work. When available, Video Out will also 
forward any promotional material, such as catalogues, 
posters, brochures and reviews resulting from an exhibition 
that included an artist's work . The only exception to the 
2/3, 1 /3 arrangement with regard to fees is through the 
leasing or sale of any Western Front Video Production. In 
those cases, one half of all monies generated is paid to the 
artist and the other half is equally divided between the 
Western Front and Video Out. 

The standard fee charged for leasing (whether Yi " or 
%"), which is presently under review, is $50 per half hour, 
$7 5 per hour for a single play; $200 per half hour per 
week per exhibition for single play, $300 per hour per 
week per exhibition for multiple plays; and for sale, 
$150 for less than 10 minutes, $350 for up to 30 minutes, 
and $500 for up to 60 minutes . These prices regarding the 
sale of tapes are only guidelines and may vary according 
to our agreement with the producer . The figures quoted 
for sale also only refer to the life of the tape. Should 
another copy be required because of damage or wear and 
tear, the purchaser would be charged the standard fee. 
The copyright is retained at all times by the artist, regard­
less of sale or rental. 

The terms and conditions that each renter or purchaser 
is subject to are clearly spelt out before the tape is dis­

tributed. These terms are that the tape: 1) may not be 
duplicated in whole or part; 2) is not licenced for com­
mercial or theatrical ex hibition; 3) will be exhibited in its 
entirety and may not be altered or excerpted in any way; 
4) may not be transferred or lent by the licensee to any 
institution or individual; and 5) may not be broadcast or 
cablecast without the prior written consent of Video 
Out. 
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V/TAPE 

The Flow of Appearances by Tess Payne, 1986 

In the tradition of other Toronto video organizations 
(Trinity Square Video, Ch arles Street Video), V/tape 
operates under the belief that video artists and producers 
should have access to distribution for their work . Having 
stated that, I wi ll explain how we operate and why we 
chose to structure V/tape as we have. In the later part of 
this article I have outli ned some current obstac les 
producers and distributors run into. 

In general, from our perspective, video distribution is 
in a growth period. That is, there are a growing number of 
venues for independent video as well as a growing number 
of individuals and groups producing video . 

V/tape is an information and distribution service for 
videotapes by artists and independents. It is a non-cura­
torial, non-exclusive and non-profit artist run organi zation. 
V /tape 's mandate favours an inclusive rather than 
exclusive approach to cultural dissemination and strives 
to be as comprehensive as possible. All staff and board 
members are video producers. 

V/tape was original ly formed in 1980 by Rodney 
Werden, Clive Robertson, Li sa Stee le, Susan Britton, and 
Colin Campbell and operated as a distribution co-oper­
ative. In the fa ll of 1980, Rodney Werden exp lained 
V/tape's plans to expand with the help of a computer­
ized system of distribution. In 1982, Lisa Steele and I 
applied for and received an Explorations grant to study 
the feasibility of such a service. The present structure of 
V/tape is a result of that initial study. 

In 1982, there were fundamental problems with 
distribution mainly around the lack of representation for 
video artists . There was a distributor in Totonto (Art 
Metropole) at that time, but it chose a highly selective 
model (like a stable of artists in a private gallery, pre­
sumably based on some sort of notion of quality) to 
operate under. This left the vast majori ty of video pro­
ducers without formal distribution. Strangely, many 
Toronto producers were being represented in Vancouver,­
London, England, and even the U.S., but not in Toronto . 
This is not to devalue self-distribution, as many artists 
did and still do successful self-distribution, but it is our 
experience that many programmers and curators and, in 
particular, educators do not have an enormous amount of 
time and energy to devote to seek-and-find missions like 
trying to locate artists on an individual basis. 

Our original goal was to catalogue (that is, to write 
discriptions, in as comprehensive a way as possible) all 
the tapes produced in Canada over the past 15 (or 
more) years . Our thoughts on this were that tapes were 
disappearing without a trace and this was both regrettable 
and unacceptable . This catalogue would be contained on 
a computerized system which could accommodate the 
ex tensive records on the videotapes we were cataloguing. 
It could also be used for cross-referencing according to 
subject, prod ucer, title, .year of product ion, and so on. 
This computeri zed catalogue contains descriptions of 
videotapes in distribution with other distributors, in 
se lf-distribution , as well as in V /tape's own shipping 

service (the distribution wing of V /tape) . This computer­
ized cataloguing system remai ns the backbone of our 
service . 

We are frequently asked how, in practice does a non­
curatorial distribution work? Surely, the question con­
tinues, you have favourites, tapes which you push ? The 
staff of V/tape neither engage in or infer any notions of 
excellence or quality when dealing with videotape 
requests. Instead, we find it successful to identify the 
client's (the end user of video) area of interest and then 
provide them with a list that reflects a broad interpre­
tation of their request. This practice is based on two 
ideas: the first one is that the programmers, curators, or 
ed ucators are intelligent and fully capable of making their 
own decisions about suitability, etc; the second is that by 
providing a broad interpretation of their requests for 
suitable tapes, the programmers etc. will undoubted ly 
come across work they hadn't counted on. In this second 
example we have seen programmers use documentary 
style video in shows which might have featured only more 
formal types of tapes, and vice versa . 

In order to maintain our goal of being comprehensive, 
we have, over the past year, initiated our catalogue 
service. The Catalogue of Catalogues combines all of the 
existing video distributors' catalogues (Video Out, Women 
In Focus, Video Pool, V/tape, GIV, Videographe, and 
Video Femmes) within a two volume binder . Because 
distributors publish up-dates at various times throughout 
the year and typically reprint their catalogues every two 
years, this information service is offered to clients by 
subscription . We supply the clients with up-dates every 
six months, in order to guarantee that their information 
is always up to date. As we only supply the Catalogue of 
Catalogues complete, programmers always have all the 
information about available videotapes in a non-disposable 
format. 

As well as information about videotapes and video 
producers, we compile information on potential program­
mers and markets. We identified two main markets 
initially when we started V /tape. We based these markets 
on in-depth research with more mature video distributors 
in Canada, the U.S ., and Europe . The two markets are 
the cultural sector (galleries, museums, artist-run centres, 
etc.) and the educational sector. The home and broadcast 
market round out the spectrum of potential markets. 

Video has come to take the cultural sector for granted, 
which could be a mistake . It only takes a minute to see 
that the major public galleries (the Vancouver Art Gall ery, 
The Art Gallery of Ontario, the Musee de Beaux Arts in 
Montreal, the Winnipeg Art Gall ery) have not exhibited or 
collected video for some time now. Readers will recall the 
fact that the National Gall ery of Canada was almost 
added to that list. Responding to an impressive amount of 
pressure fro m the video arts community, they hired a new 
curator (Susan Ditta) to handle film and video, reversing 
an earlier decision to drop video until th e move to their 
new home. Obviously, this kind of pressure mu st be 
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The educational sector poses even more challenges for 
video producers and distributors. Alliances with this 
market were fo rmed with film distributors before the 
adve nt of vi deo production . This is not a competitive or 
antagonistic statement, just hi storical. The reader would 
be correct to poi nt out that the educational sector now 
purchases/rents materials on videotape; however, we 
must remember that th e source 1·emain s fo r the most part 
the same. Film distributors (larger and better funded) 
now dump their 'products' to videotape without missing a 
beat in th e so-call ed video revolu tion. However, we are 
making inroads in this market, which is poten tiall y very 
large. It is important to note two things here : firstl y, 
that film distri butors are not th e enemy, in fact, as far 
as V /tape is concerned, we ro utinely share information 
with the Canadian Filmmakers Di stribution Centre, and 
secondly, the ed ucational sector doesn't particularly care 
if a title was prod uced on video or fi lm tra nsferred to 
video . The challenge is to enter into the educational 
market professionall y and on a par with the more 
established fi lm distributors. This can onl y come with 
consistent, long-term market approaches, sometimes taking 
several years to complete. 

Others cite th e home market as the answer , fa iling to 
analyze how it is that movies get to their local 7-11 
store, ignorin g the fact that, for Holl ywood, the home 
market is gravy - their investments being recovered at 
the box office. 

Broadcasti ng independent video seems, and is , a logical 
idea. In prac tice, however, we encounter a myriad of 
prob lems . The long and short of it is, in my opinion, that 
without legislation which forces the public and private 
broadcasters to program independent work , we are in a 
very weak bargaining position. Perhaps the arts funding 
bodies could help in this matter by doing some much 
needed legal work in this area. 

With al l these terrific ideas, video producers have every 
right to as k, how come I make so little off my work? 
Distribu tion has not been identifi ed as a priority by the 
arts councils in Canada. It is at best viewed as an obl iga­
tion , sort of like taking your cousin to a dance, and con­
sequently there is very little money go ing to centres li ke 
V /tape or any of the video distributors, for that matter. 
Video production, exhibi tion, and distribution exist in a 
symbiotic relationship . Take away one and the other 
two fa lter. Distribution plays a strategic role in the video 
sector. However, many key . players in the funding game 
seem to ignore this fact, choosing to believe that the 
distribu tion 'bridge ' will be crossed at some later date. 
Some even cite future 'coming soon' technological 
changes as the salvation for video makers. In other words , 
later. 

Censorship is an enormous pro blem for video 
producers in Ontario. It is important to point out tha t 
Ontario has a video community which is outspoken and 
articulate about censorship . The practice of not sub · 
mitting video to the censor board either in the form of a 
description of the work, Examination by Documentation, 
or the actual videotape to the Ontario Film Review Board 
(I will continue to call it the Ontario Censor Board, its 
original name) is widespread here . Gall eries, cultural 
centres, curators, and programmers fu lly respect this 
position . This is not the case for independent film . Like it 
or not, video producers and filmmakers constitute 
different communities with di ffe rent histories, strategies, 
and economic environments . 

The term 'censorship' can be mislead ing . Many peopl e 
feel that it isn't actual ly censorship un ti l something has 
been actually cut out of a tape or the tape has been pre ­
vented from being exhibited by some agency of the 
government. I fee l that the presence of such a restrictive 
mediator such as a censorship board, between the pro­
ducer and her/his audience, creates an environment of 
production , exhibition , and distribution that is difficult 
if not destructive. 

Things begi n to happen. Like advertising a video show 
and hoping no one notices - no one from the govern ment 
that is . The self-conscious exclusion of 'problems' from 
video tapes (not all video artists, thankfully, have fa ll en 
v1ct1m to this). Issues of sexual representation in video 
tapes have to be approached in a manner remin iscent to 
planning and building a pyramid . Minority positions 
aro und politics, around sexua li ty suffer similarly. 

If th e porn bil l (as it is ca ll ed by the press) before 
Parliament at this time passes, this situation will get even 
worse. Video art ists could find themselves in court, 
being forced to provide arguments along the lines of -
is it ar t? is it erotica? is it porn ? 

Wh at next! • 
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CONVERSATION by Le Videographe 

What strikes me first at Le Videographe is the impres­
sion that there is a leftist, even a red tradition here. Ye t 
if we closely follow what is currently happening, we 
receive a different impression, namely, that video art 
is produced here . 

Yes. Peopl e are now rediscovering Le Videographe fo r 
the reasons you mention. When one takes the t ime to 
stud y both the history of Le Videograph e and its pro­
ducti ons , without any preconceptions, it becomes clear 
that the majority of the early works fea tu red art. 

I think there was a period in the late 1970's and 
early 1980 's when certa in members perhaps needed to 
affirm that Le Videographe always had been, was, and 
always would be geared towards the soc io-politi ca l docu­
m.entary. But history disproves thi s. If we flip through the 
rece ntly-pu blished cata logue, we see that from 1971 to 
today, Le Videographe has produced many art vi deos and 
relative ly few socio-political documentaries. Because of 
Quebec's unique political situation in the late l 970's and 
ear ly 1980 's, however , this fact has been overshadowed . 
Although socio-politically relevant art was ve ry popular 
back then, many other types of projects were also being 
produced during the same period .. 

We may wonder if, from 7 977 to 7 975, Le Video­
graphe did not set up a "challenge" between experimental 
video and the documentary . We can recall experiments 
with "feed-back " video at the time, as well as works 
such as those produced by Falardeau and Poulin, which 
fall somewhere between the two categories mentioned 
abo ve; we are reminded at once of Continu ons Le Combat. 
But let's not forget Les Seins De Louise, a 7972 work 
on the question of eroticism and women's reaction to it. 
Initially, isn't there a notion that the two ty pes of exper­
iences can be combined? 

Yes, definitely . 

Could it have developed an influence on works 
produced from 7 975 to 7 980, as well as from 7 980 to 
7 98 7? When we enter the 7 980 's, can there be a con­
tinuity in that approach ? For many , the Quebec. Referen­
dum is a forgotten cause. But at Le Videographe, we 
continue to produce socio-political-ty pe works on the 
Honduras, Nicaragua, Latin America, etc. Does an interest 
in works dealing with the Third World. replace the docu­
mentary in terms of appeal and even importance fo r 
the distribution service? · 

This analysis re quires a more in-depth study, but it 
is an interesting obse rvation nevertheless. 

Since the Referendum is a cause the intellectual estab­
lishment failed to win, and since video art is increasingly 
more important within Le Videographe, nationalist ty pes 
of productions do not seem to be as popular, and this is 
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translated by Alberto De Lisi 
well reflected throughout the catalogue. Does aesthetic 
representation now play a prominent role in this 
establishment? Thus, there is openness of thought in a 
much larger milieu; one that, it so happens, permits the 
distribution of art tapes. 

I think we can clearl y perceive a new generati on in 
Quebec, one which goes aga inst th e political ideas of the 
ol der generation; a new generation that says no to its 
predecessors : "My roots wil l be as international as yo urs· 
were nationalist. I wil l not repeat your errors." This is 
what is happening right now in Quebec at seve ral levels 
of soc iety, including th e cu ltural level. 

Is this why Le Videographe distributes to such an 
extent in North America and Europe? 

I think so. It is a fac t that in the 1970's, Le Video­
graphe had less opportunity to compete in those markets 
because of the aesth eticism of the works themselves, 
alth ough many video art works were being produced. 
Let's not forget the tec hnological aspect: the black and 
white half-inch fo rmat had a much more limited oppor­
tunity for distribution than current vi deo productions. 
Th ere is now a growing interest in video , an interest based 
in the demand for technology and in works produced by 
technology . It's fundamental! 

When we view videos produced or distributed by Le 
Videographe, it seems there is once again a "challenge " 
in the form of an ever-present question within the work: 
Yes, I am for technology, but at the same time I could be 
somewhat opposed, and I will show it by reworking the 
work's contents. On this matter, the position of Zone 
Productions and Agent Orange, for example, is a unique 
one. 

We are North Amer icans, but because of the French 
language , we are somewhat less affected by the culture of 
our continent. Agent Orange and Zone Prod uctions 
identify with an international aesthetic ism. After all , 
they read Chateaubr iand in schoo l whi le learning French. 
That is part of yo u I Even if they wish to think in "video 
terms ," they do so with words, and th ose words are in 
French. Quebec will always express itself differentl y . 
In many ways th e same can be sa id of Le Videographe. 

Let 's look at the question of sexuality, a question that 
some anglophone communities in Canada pay particular 
attention to because of the ongoing problems with cen­
sorship in their provinces. In Quebec, it seems that we 
already had to deal with this issue in 7977-72, and it has 
come full circle in the 7 9805. It is reaffirmed in Gus est 
Encore Dans I 'Armee by Dufour and Morin , and in other 
experiences by Marc Paradis and jean Gagnon, for 
example. What is your opinion? 

Le Voyage de la Ogre by Marc Paradis 

I agree with you th at the interest in the questi on of 
sexuality has been around fo r a long time in Quebec and 
th at it has never ceased to exist. Comparisons with Engli sh 
Canada, however, are possibl y unfair . Quebecois works on 
sexuality refer perhaps less directly to political thought . 
Quebec underwent an important transformation during 
the "qu iet revol ution" in the earl y 1960 's, during the 
fight aga inst censorship by the Catholic Church . In 
English Canada, events un folded otherwise, and the 
current fight by one part of the country covers a rea li ty 
which is somewhat irrelevant to the unique development 
Quebec has undergone with respect to this question. 

To what degree could Le Videographe, which is both 
a group and a non-profit organization, act as curator, 
perhaps alienating the rights of some directors in the 
process? 

Cu ratorship is indeed a special prob lem. The sup­
pos iti on is that Le Videographe will choose works from 
its vi deo co ll ec tion which stand the best chances of being 
di stributed. But there is also an aesthetic choice behind 
this, and Le Videographe has always discouraged anything 
which could put certain types of productions at a dis­
advantage . We have always provided artists the oppor­
tun ity to express themse lves free ly . We must keep to this 
principle. It has been our greatest accomplishment! We 
have done so the way V /Tape and Video Out are doing 
it - in their own contexts . We distribute acquisitions 
which were not produced here at Le Videographe. But we 
also distribute works produced with our eq uipment, and 
works that are co-p roduced with Le Videographe. Once 
works are completed, our distribution department 
endeavo urs to insure the best possible serv ice . If as a 
di stribution network we begin selecting works, we become 
faced with th e questi on of defining ourselves as an organi ­
zation. 

How about production ? 

We have been an artist-run access centre since the 
beginning. Natura ll y, we have evolved along with tech­
nology . We have produced and continue to produce 
wor ks which are much more sophisticated and expensive. 

As I have already mentioned , we also co-p roduce. We 
are invo lved in the production aspect because we beli eve 
in qu ality . We offer our exper tise, our experi ence, our 
techn ology and our technicians to th ose who wish to 
pursu e artistic crea tivity . In the final analysis , the wishes 
of Le Videographe 's pioneers continue to be respected . 
There is reason fo r us to be proud! 
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~'' VIDEOTAPE DISTRIBUTION 

(A TAPE TO CALL YOUR OWN) by Lynne Cummings 

Yi" VIDEOTAPES BY ARTISTS AVAILABLE FOR 
SALE (A tape to call your own) 

During the last 12 years, Art Metropole has been 
distributing information on contemporary art. Artists' 
video distribution is one of the areas in which we special­
ize. Recently, we have been fo ll owi ng the dramatic 
expansion of the home market use of VCR 's as we ll as 
the common practice of purchasing videotapes for home 
use. To continue with Art Metropole's objective of 
collecting, publishing, and distributing artists' material, 
we have ventured forth into the area of Yi " sales of 
artists' video. 

To date, we have released 15 tapes, all by Canadian 
artists . Our next series will feature an international 
se lection of major works. We have been in touch with 
artists in Europe and USA, as well as organ izations who 
have initiated si milar programs such as Voyager Press , 
Los Angeles; the CAT Fund, Boston; CGA (In terior) 
Video and Pioneer Group, japan ; and 235 Video, Kain. 

Prime Cuts , Paul Wong, 1981 

The fo ll owing tapes are in cluded in the fi rst seri es: 

Rhea and jumped Out David Askevo ld 

Tatouages de la Memoire Helen Doy le 

Retrospective 7 973-83 Noel Harding 

Test Tube 
Shut the Fuck Up General Idea 

Diamond Mind Les Levine 

Hell Ardele Li ster 

Crime Time Comix Presents 
Steel and Flesh Eric Metcalfe/Dana Atchley 

Not Dead Yet Edward Mowbray 

Come On Touch It 
(Study No. 4 for a Personality 
In ventory Channel) Ian Murray 

Andrew Paterson /Jorge Lozano Hygiene 

photos A rt M etropo/e 

Blue Moon , Rodney Werden, 1983 

Wallace + Theresa 

Here in the South west 

Blue Moon 

Prime Cuts 

Jan Peacock 

Joyan Saunders 

Rodney Werden 

Paul Wong 

Our tapes are not avail able fo r sal e to museums to use 
in their coll ection or fo r use in public exhibition. (Art 
Metropole is willing to supply museums with contacts 
regarding%" sales and rentals.) The tapes are the copy­
ri ght of the arti st and can not be copied. Each tape is 
avail able on VHS and Beta , $65.00 . Call or write for a 
free brochure; wholesale enquiries are welcome. For 
further in fo rmation pl ease contact Art Metropole, 217 
Richmond Street West, Toronto , On tari o, M5V 1 W2, 
(416) 977-1685 . 

Here In The Southwest , j oyan Saunders , 1984 

WOMEN, ART AND THE PERIPHERY 
MUJER, ARTE Y PERIFERIA 

As Co-curators at Women in Focus 

An Exhibition of Thirteen Chilean Women Artists' Recent Multimedia Works 

November 11 (8pm) Opening 

Chilean Artists-Curators 
November 11 - December 19 Exhibition 
December 10 (8pm) Walking Tour of Works 

with Chilean curators 
Diamela Eltit, Nelly Richard and Lotty Rosenfeld 

will be in Vancouver 

" A talk on Women & Literature in Chile by Diamela Eltit at local 
universities (details forthcoming) 

November 11 - December 19 As Foreign Visiting Artists-in-Residence at the Video In 

(Foreign Visiting Artists at Video In) 
November 21 & 22 (9pm) Video Screenings : Recent Video Art 

by Chilean Women 

For Further Information P~ease Contact: 

Video In 
1160 Hamilton 
Vancouver, B.C. 
V6B 282 
(604) 688 - 4336 

Women in Focus 
204 - 456 W. Broadway 
Vancouver, B.C. 
VSY 1R3 
(604) 872 - 2250 

VIDEO OUT, Continued from page 10 

At present Video Out is in the process of revamping 
some of its poli cies, specificall y to do with the acquisitions 
end of things. There is a recogni tion that th e number of 
tapes th at . can be successfully distributed with the 
resources avail able is finite. With thi s in mind , a process is 
being loo ked at to separate titl es, li kely based on age and 
demand , into areas of "active " and "non-active" dis-

November 27 (9pm) 
December 4 
December 5 (10am-5pm) 
December 11 
December 12 (noon - 6pm) 

Video Installation: Opening 
'Art Action ' (details forthcoming) 
Workshop: Women and Art in Chile 
'Art Action ' (details forthcoming) 
Workshop: Interchange with 
Canadian Artists 

Western Front 
303 E. 8th Ave 
Vancouver, B.C. 
VST 181 As Artist-in-Residence at the Western Front 

(604) 876 - 9343 November - December 

tributi on. This might also include se tting a limit on th e 
number of tapes th at will remain in the act ive distribution 
arena. The non-ac tive tapes would remain accessible to 
renters and buyers but would not be actively distributed. 

Yet at th e same time, Video Out is looking for certain 
ty pes of tapes to fi ll in areas lac king proper coverage . 
Th ese inc lu de, at time of writing, works dealing with 
social documentari es, issues such as Al OS, the environ-

Lotty Rosenfeld 

ment, native concerns, fe mini st politi cs, hea lth , labour 
and international poli tics. Further, th ere is a need to 
stre ngth en our re presentation of certain regional areas 
such as to include works fro~ the Prai ri es and th e Mari ­
times . It is hoped that through thi s ga thering process we 
wi ll be able to present a more even balance between works 
trea ted spec ifica ll y as video ar t , and those deal ing with 
local, social issues which will likely onl y broaden our 
opportuniti es for intern ational distribution. ~ 
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INTERNATIONAL FESTN AL OF 
VIDEO ART S.A.W. GALLERY 

Th e 1986 S.A.W. Gallery In te rn ational Festiva l of 
Video Art, consisted of well -researched thematic programs 
of international video art which toured eight ar tist-run 
centres across Canada. The tape programs were accom­
panied by a workshop/lecture series presented by three 
international arti sts and one Canadian. A Festival cata­
logue, including essays and tape descriptions, accom­
panied the exhibiti on. The festival was co-ordinated by 
Bill White and curated by Elke Towne. 

The touring aspect and thematic design of the festival 
attempted to address the specificity of the Canadian 
situati on - the expanse of the country and its regional 
diversity. However well intended this idea was, its imple­
mentation proved difficul t. Each participating centre had 
the ab ility to "select" various programs and visiting ar tists 
that would best meet th.eir respective needs. Thi s resulted 
in some rather complex administration fo r the Festival 
organizers and pushed the limits of efficient organi zation. 

To organize and mount an In te rnational Festival is a 
diffic ult task. With the limited budgets and staff resources 
of many of the small er artist-run'centres, it wou ld not be 
possib le. On e mi ght assume that these centres would be 
pleased to play host to such an event, enthu siastic at the 
prospect of access ing an In ternation al package of work. 
Yet several of the centres were hesitant to confirm their 
par ticipation in the S.A .W. Festival. Using Toronto as an 
example, where the festival was hosted by A Space 
(and partia ll y co-sponsored by Art Metropole and Trinity 
Square Video). a genera l lack of enthusiam toward the 
Festiva l was coupl ed with poor attendence. The S.A.W. 
Festival failed to draw more th an a minimal audience. 

Contributing to this problem was the fact that the 
festiva l was not well advertised or promoted. Bu t, "Whose 
show was it?" S.A.W. provided interesting and well­
des igned catalogues and posters for the exhibition, yet 
these items alone were not enough to sufficientl y promote 
an International Festival. The responsibil ity of advertising 
was left up to each centre. In Ottawa, S.A.W. attempted 
to sufficientl y promote the festiva l, yet in other cities, 
in many cases, the participating centres were unab le to 
invest further capita l in an exhibition to which they had 
li tt le input or would rece ive little credit. Any "glamour" 

by ~u Rynard 

of the S.A.W. Festival would clearly be attributed to 
S.A.W. and not to the hosting centres . 

Th e manner in which the tapes were disseminated 
added to the probl ems . After the tapes were screened at 
one centre they were sent along to the next. Even though 
th ere were several sets of the festival tapes avai lable 
(which added the complicated issue of dubbing artists' 
work) , there was not enough time at each centre for press 
preview screenings. 

Th e workshop component of the festival intended to 
provide a technical basis for those wishing to understand 
more about the process of creating a video tape, as well 
as allow insight into individual artists' perspectives. 
Attempting to do this , I believe, is .an important educa­
tional and personable aspect of the festival. Unfortunately, 
faced with a similar set of problems as the screening 
aspect of the Festival, the lecture and workshop series 
did not achieve its max imum potenti al. 

Alth ough some of the limited effectiveness of the 
Festival is specific to the organization of the Festival 
itself, the S.A .W. Festival suffers from larger problems 
belonging to Canadian video ar t in genera l. Video ar t 
remains isolated from other contemporary art practices . 
There are few ar t per iodicals that cover video art on a 
regular basis . There are even fewer gall er ies that program 

· video art on a regular basis. Video art has a very uneasy 
relationship with film (both mainstream and experimental) 
and its audience. As well, the artist run independent 
distributors ' funds are too limited to "invest" and 
promote the work. No video art to date has received a 
theatrical release which entails capital investment and 
media attenti on. Historically, video art has had limited 
television di stribution. Recently in Canada there have· 
been isolated purch <itses and screenings of video art on 
television, which is a very important and significant 
move. Yet, as isolated events, these will be of minimal 
consequence. As well as a regular programming slot on 
television, Canada needs a well-contextual ized overview of 
video art on our national network . 

It is not solely a situation of "educating" audiences to 
"understand" the work, but a situation where greater 
exposure will subsequently foster a greate r familiarity 

and understanding of the work. It is a situation of suf­
ficiently contextualizing the work by asserting its position 
in the ex isting gallery and critical structure.that is to 
say, video art needs and deserves equal representation in 
the contemporary art context. As well , video art needs 
inc-reased distribution and access to a wider and more 
general audience through television boradcast and/or 
theatrical release. 

It is disappointing that the S.A.W. International 
Festival did not receive the exposure and audience it 
deserved. 

It is interesting at this time to compare the S.A.W. 
Festival to two other recent Canadian festivals which used 
different methods to reach their respective audiences: 
Video Culture International, and The 15th Festival 
International Du Nouveau Cinema et de la Video 
Montreal. 

There are obvious immediate differences between these 
two festivals and S.A .W.: the comparatively larger size of 
the Montreal Festival and Video Culture, and the fact that 
these festivals are based in major city centres . Alth ough 
also problematic , Video Culture did attempt to reach a 
wider audience through television. The works were 
presented on City-TV 's Much Music program three times 
per day over a period of one week. One major restriction 
was rooted in the format and audience of Much Music 
itself: obviousl y the nature of the program excluded 
longer and langu age-based work. The organizers of the 
Montreal Festiva l appear to be ded icated to including 
Video Art as an essenti al and well-developed component 
of th at festival. Generall y speaking, however, th ere is the 
danger of the work bei ng margin alized within the larger 
context of a predominently film festival. 

I have not compared these festivals in an attempt to 
suggest a solution to a complex Festival distribution 
situation. The Montreal Festival and Video Culture did , 
however, exhibit a responsibility toward audience in a 
way S.A.W. did not. If the S.A .W. Festival is to contin ue 
as a bi-annual event, it mu st continue to make an attempt 
to reach out to the public , acknowledge its past diffi­
culties, and address the larger situation of video art in 
Canada - not just in the festival's design and premise, 
but in its actual implementation. ~ 
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DIRECTORY OF INNOVATIVE 
MEDIA PROJECTS 

This directory of innovative media projects is a result 
of three years of research into the various community 
media and public access projects going on in the United 
States. I have included a variety of groups such as arts, 
film, journalism, and computer-related. 

The listing here is by no means complete. It is a basic 
networking guide to help anyone find the resources 
they need. If your project is not listed, send it in and we 
will include it in a future issue. 

I encourage anyone to pass this information along. 
There is no copyright on this one publication, so feel 
free to photocopy it. My only goal with this is to help 
the worthwhile groups mentioned here. 

Paper Tiger Television has been very active lately pro ­
moting their cable access project. They are collecting 
locally-p rod uced art videos and others and sending them 
over satellite so there is plenty of material now available. 
As you might know, local cable stations must provide a 
specific amount of time for community-produced 
programs. Until now , many program directors complained 
of the lack of material being offered . 
165 W. 91 st St ., 14F, New York, NY 10024. 

National Federation of Local Cable Programmers · 
work on a variety of projects including a national library 
of videotapes for people involved in local cable TV 
programming, a clearinghouse of information on access 
programming, sponsorship of a Hometown USA Video 
Festival, etc. They also represent community cable 
companies when dealing with the FCC. 
906 Pennsylvania Ave., SE. Washington, DC 20003. 

Cable Co-0perative of Palo Alto, Inc. was awarded 
the city's franchise in 1985. As a co-op they provide rate 
control on profit-sharing. They also want to expand 
community oriented programming and have set aside 
three channels for its use. 
636 Waverly, Pal o Alto , CA 94301. 
A very active group exists in Santa Cruz, PO Box 8471 , 
Santa Cruz, CA 95061. 

Satellite Video Exchange Society is a professional 
non-profit group that provides resources for alternative 
video and film makers. Many cultura l and political topics 
are covered in their publication Video Guide. 
1160 Hami lton St., Vancouver, B.C. Canada V6B 2S2. 

Media Network is a resource group for independent 
com munity and politically-oriented film makers. Publishes 
a quarterly networking journal full of different projects. 
208 W. 13th St., New York, NY 10011 . 

Community Memory Project is a two way "people's 
computer network" set up in Berkeley, California. They 
have terminals in several public locations where anyone 
can exchange ideas, barter services, tap into community 
information, or add obscenities to the program . 
P.O. Box 996, Berkeley, CA 94701 . 

Alternative America is a directory of several thousand 
groups, both in the United States and overseas. Many 
innovative arts and media groups are listed . 
Box 134, Harvard Square, Cambridge, MA 02238-0134. 

Art Com/La Mamelle, Inc. has ten years experience in 
the areas of performance, video, and publishing. They 
distribute art-related books and videos and have a gallery 
space. Their latest innovative project is to switch from a 
regular magazine format to electronic publishing via 
computer. This will allow access to back issues and 
related information. 
70 12th St., San Francisco, CA 94103 . 

New Day Films is a film makers co-operative whose 
members share ideas, resources, and energy in bringing 
about social change. They cover such subjects as sexism, 
marriage, growing up in America, societal values and other 
related topics. 
P.O. Box 315, Franklin Lakes, NJ 07417. 

Artists' Television Access has set up regular screenings 
for art videos to be shown to the public. These range 
from abstact to practical. They also serve as a gallery 
for sculpture and oil paintings. Artists' Te levision Access 
also has production fac iliti es available for video editing. 
220 8th St., San Francisco , CA 94103. 

by Rick Sheridan 

Association for Multi-Image is a clearinghouse for those 
folks who work with multiple projectors . They hold ·· 
regular exhibitions, festivals, along with producing a news­
letter. The newsletter lists tips, dates of festivals, and 
classified ads from other members . 
1033 Batery St., San Francisco, CA 94111. 

New Music Seminars brings together independent 
musicians, video artists, managers, etc. for large net­
working conferences. 
1747 First Ave ., New York, NY 10128. 

New Music Distribution Service distributes independent 
non-commercial music including over 2000 records on 
360 labels. They are a non-profit group supported in part 
by the National Ednowment for the Arts. They deal 
with everyone on an equal basis and provide an alternative 
to the limited commercial channels of distribution . 
500 Broadway, New York, NY 10012. 

Pollution Control helps coordinate the independent 
music scene, from the bands to the progressive college and 
public radio stations. They provide a station airplay 
package and produce a regular networking newsletter. 
1725 E. 11 Sth St., Cleveland , OH 44106. 

Contact List of Electronic Music is a directory that 
provides listings of progressive radio stations, record 
producers, music magazi nes, and related organizations. 
Lots of resources for the independent, alternative music 
person. 
P.O. Box 86010, North Vancouver, B.C. Can\).da V7L 4J5. 

Haight Ashbury Community Radio facilitate s commu­
nication between people and the community, an d 
provides com munity access to the media. They produce 
regular radio programs and documentaries. 
618 Sh racier, San Francisco, CA 94117 . 

Beef Magazine covers art, music, and cu lture, and is 
distributed quarterly to several cities. Beef is a col lection 
of artists who live in San Francisco, and their magazine 
includes reviews, interviews, original art, and networking 
resources. 
659 Haight, San Francisco, CA 94117. 

Factsheet Five is a fanzine that reviews hundreds of 
other small magazines. Most deal with music, arts, alter­
native culture, or abstract subjects. Other feature stories 
are included. Mike Gunderloy. 
41 Lawrence St., Medford, MA 02155. 

Co-operative Editorial Association is made up of 
300 members, most of whom are editors or communica­
tion specialists employed by a co-operative organization. 
They help exchange ideas, facts, research techniques, 
and professional standards among members. 
2116 East Gate Place, Bloomington , IL 61701. 

The Networking Institute is a large professional group 
devoted to networking in a variety of ways. Members 
share ideas and contacts with other members ranging from 
corporation leaders, academic persons, governmental 
groups, and the non-profit sector. 
P.O. Box 66, West Newton , MA 02165. 

City News Service offers supplies for new and exper­
ienced journalists. These include stationery, how-to 
reports, and legal forms. The unique thing about these 
fol ks is the press passes they issue to beginners, along with 
the know-how to use them. 
P.O. Box 39, Willow Springs, MO 65793 . 

Freelance Syndicate, Inc. is a new non-profit group 
that wants to serve writers, artists, poets, illustrators, 
photographers, etc. They propose a barter exchange 
among members so material can be re-sold to several 
places. They also offer seminars and other networking 
resources. 
Box 1626, Orem , UT 84057. 

Bay Area Alternative Press teaches disadvantaged 
youngsters the printing and graphic arts trade. They also 
provide inexpensive printing for various social change 
groups. 
1919 5th Avenue, Berke ley, CA 94704. 

Newcomp Graphics Center is a non-profit typesetting 
house that offers non-commercial arts and literary groups 
the opportunity to have one of their members trained to 
use the equipment. Newcomp is · also willing to do the 

work themselves for a slightly hi gher rate. Newcomp 
Graphics Center is part of the Beyond Baroque Founda­
tion wh o provide a forum for poets, writers, musicians , 
and visual artists to present their work to the publi c. 
They also provide support services for all the arts . 
681 Venice Blvd ., Box 806, Venice, CA 90291. 

Mr. Natural 's Electric Classroom is a non-profit "public 
benefit corporation" that teaches the art of everythin g 
from color graphics, printing music theory , to voice and 
sound synthesis. They also advertise themselves as a 
community reso urce and information access center and 
would probab ly be willing to share their networking 
know-how with the public . 
1911 Hayes Street, San Francisco, CA 94103. 

Visual Studies Workshop located in upstate New York 
is an internationally recogni zed center for photography, 
art, and video. They provide services such as scholarly 
research, exhibition, publishing programs, an d faci lities 
for the production or artwork . They issue a monthly 
magazine, Afterimage, that provides ar ts-related inter­
views and feature stories. An international " Notices" 
section lists ex hibiti ons of art and video. 
31 Prince Street, Rochester, NY 14607. 

Apprentice Alliance provides a very practical and 
ancient ap proach to learning. They began as an extensio n 
of Carrol Rae's fiber studio in San Francisco, devoted 
mainly to the arts . They have expanded and now offer 
apprentice/master match ups in a wide variety of fields, 
with many arts and music-related skill s still being offered. 
151 Potrero, San Francisco, CA 94103. 

Directory of Arts Activism is an arts networking pub­
lication. It lists literall y hundreds of gro ups such as 
mural painters, video and filmmakers, writers' groups, 
dance, photography, music, and theatre. The directory 
is o rgani zed according to region and includes some inter­
national contacts. Many creative ideas can be gathered 
from reviewing other projects. 
505 West End Avenue, 1 SC, New York, NY 10024. 

ARC The Rural Arts Newsletter devoted to artists of 
many varieties, ARC publishes a bi-monthly newspaper 
that offers feature stories, alo ng with an extensive News 
a~d Opportunities networking section that covers art 
happenings across the United States. 
P.O. Box 154 7, Mendocino, CA 95460. 

South of Market Art Resources (SOMAR) have several 
projects going on, including a mural painters' resource 
center, large gallery space, a graphic arts area, along with 
publishing Expo-See magazi ne , a commentary on the Bay 
Area arts scene. 
934 Brannan, San Francisco, CA 94103 . 

Kerista Commune does a variety of projects, including 
The Node, a futuristic computer magazine that combines 
software reviews with visions of expanded human poten­
tial. They also publish The Utopian Classroom, which 
describes th eir views on communal lifesty les . Also in 
the works is a housecleaning collective, an d a Willing 
Silent Partner business support package. 
543 Frederick, San Francisco, CA 94117 . 

Media Distribution Co-0p offers specialized mailing 
lists and bibliographies for writers, artists, and musicians. 
The idea here is do-it-yourself publicity. The group plans 
to start a Syn dicated Features Co-op next year that will 
allow writers and filmmakers to help each other get the 
work out. 
1745 Louisiana Street, Lawrence, KS 66044 . 
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PERIODICALS§ 
INDEPENDENT MEDIA 

is a monthly magazine. 

Subscriptions: £6 (individual), 
£ 12 (institutional), £38 (group 

for 20 copies a month). £4 extra 
overseas 

Cheques to South Hill Park Trust 

Independent Media, The 
Media Centre, South Hill 

Park, Bracknell, Berkshire 
RG12 4PA 

Telephone - 0344 427272 

VIDEO BY ARTISTS 2 

"Video by Artists 2 " closes with a probe into the 
future . Tom Sherman 's "Message to Electro-Culture" 
addresses th e.issues of video and interactive electronic 
art in a series.Qf succinct statements and stories . Here, 
the most radical and ent rancing views of . video's 
future emerge, where possibili ties threaten to become 
probabili t ies as video s very nature as an independent 
medium is engulfed by the magnitude of our elec­
tro nic future. 

"Video by Art ists 2" edited by independent 
critic/curator · Elke Town , for mer vi deo director for 
Art Metropole, is the latest volume in Art Metropole 's 
" By Artists" ser ies . Engli sh tex ts throughout 
including origi nal French and German essays. 

Paperback $18.00; 152 pp, profusely illustrated . 
For in formation, contact Lynn Cummings, (416) 
977-1 685. 
Art Metropole 
217 Richmond Street Wes t 
Toronto, On tari o, Canada M5V 1W2 

.·.·.·.·.·.·.·.·.·.·.·.·.·.·. ·.·.·.·.·.·.·.·.·.·.•.·.·.·.·~·:·.·.·.·.·.·. ·.·.·.·.·.·J~~ ·f ~:~:~D. .. ··~1· 5. ... ~R ... :1· •u. ... ~·1·=AN ... ~:~:~:~:~: 
::::::::::=:=:=:=:=:=:=:::~f:~::::::::::::::=:=:~f:~=:=M::::::::::::::::: 
:·:·:·:·:·:·:·:·:·:·:·:·:·:·:·:·:·:·:·:·:·:·:·:·:·:·:·:·:·:·:·:·:·:·:·:·:·:·:·:·:·:·:·:·:· •• _,_._!~ ~· •••••••••••••••••••••• • -Lt.....I....A ••••••• 

1160 Hamilton Street 
Vancouver, B.C. V68 252 

(6()4)688-4336 
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WINNIPJ:G FILM GROUP 
88 ADELAIDE STREET 
WINNIPEG, MANITOBA R3A OW2 
(204) 942-6795 

P.R.l.M. 
PRODUCTIONS REALISATIONS INDEPENDANTES DE 
MONTREAL 
3981 BOULEVARD ST-LAURENT, SUITE 310 
MONTREAL, QUEBEC H2W 1 Y5 
(514 )849·5065 
Contact: Guilhemme Saulnier 
P.R.l.M. video est un centre d 'acces dont le but premier 
est d ' assister les art isles et realisateurs independants 
pour le tou rnage et la post -production d'reuvres d 'art 
video . P.R.l.M. a eqalement pour object il de d iffuser 
les bandes produite!S au centre a insi que de prese nter 
au pub lic mont realais la production videographique 
internationale . Les me mbres de P.R.I.M. ont acces a 
l'equ ipe ment de production et peuvent benelicier 
d' une assistance technique prolessionnelle sur de­
mande. Des ateliers d'apprentissage en production, en 
post -production ainsi qu'en montage sonore sont pe­
riodiquement ollerts aux membres de P.R.I.M. 

SASKATCHEWAN FILMPOOL 
CO-OPERATIVE 
2108 RAE STREET 
REGINA, SASKATCHEWAN S4T 2E7 
(306) 757-8818 
Contact: Barrie Pollock, Co-ordinator 

DISTRIBUTE§ 
CANADA 

Art Metropole 
788 King St. West 
Toronto, Ont. M5V 1N6 
(416) 367-2304 
contact: Micah Le:-:ier 

GROUPE INTERVENTION VIDEO 
1308 GILFORD 
MONTREAL, QUEBEC H2J 1R5 
(514) 524-3259 
Le G rou pe Interven tion Video (GIV) est un organisme 
de di stribution dermis mainlenanl d ix ans . Preoccupe 
pa rli cu li e remenl par l'apporl des femmes dans !es do­
mai nes sociaux , educatifs el culturels , le GIV favorise 
l' ilcqu isiton de documents realises par des femmes . Le 
coll ect il desire relleter une pluralile de lendances en 
production video cl !ravers !es mulitples formes d 'ex­
press ion que son! le documenlaire, la fiction, !es clips . 
C'est da ns cette oplique que le GJV elabore un re ­
seilu de d istri bution ang lophone afin de fa c iliter les 
echanges na liona ux el meme inlernalionaux . Si VOUS 

etes en train de produi re ou si vous avez deja produil un 
video de ce genre , envoyez·nous une description de 
vot re video (incl ure le nom de la rea li sat ri ce/eu r, l'an­
nee de product ion , le format, couleur/noir et blanc, 
contenu ). 
Group Intervent ion Video (GIV) is a distribut ion cen­
tre tha t was established in 1975. With a pa r ticular locus 
on women in soc ial, educat ional and cultural domains, 
G IV favours the acquis ition of videotapes produced by 
women. The desire of thi s collect ive is to refl ect the 
plural it y of tendanc ies in video production and it s mul ­
tiple forms of expression - documenta tion, fi ct ion, 
videocl ips . Keep ing thi s in mi nd, G IV has increased its 
di str ibution to the Eng li sh sector in order to help faci l­
itate an exchange on a more na tional and interna­
ti ona l level. II you are in the process of produci ng or 
ha ve already produced a videotape of this nature and 
would li ke it distr ibuted with GIV, send us a videotape 
description (including the name of the producer, year 
of production , format , color/black and white, and con­
tent). 

VIDEO FEMMES 
56, RUE ST·PIERRE 
QUEBEC, QUEBEC G 1K4A1 
(418) 692-3090 
Video Femmes est un centre de p roduction et de d ilfu ­
sion de videos realisees par/pour les femmes. Nos ob­
ject ifs son! de produire et de d iffu ser des documents 
video sur la condition de la lemme et sur I' ameliora tion 
de la qualite de la vie en general , de repertorier les 
documents video traitant de ces questions et constituer 
_une videotheque accessible a la popula tion, d'utiliser 
ces doc uments comme instr uments d 'animation et 
comme declencheurs , e t d ispe nser de I' information sur 
le.s techniques magnetoscopiques. Les videos realisees 
par les membres au Centre sont repertoirees clans le 
catalogue Video-Femmes . 

Video Out 
1160 Hamilton St., 
Vancouver, BC, V6B 2S2 
(604) 688-4336 
contact: Jeanette Reinhardt 

Video Pool 
Box 2702 
100 Arthur St. 
3rd Floor 
Winnipeg, Manitoba R3C 4B3 
(21)4) 949-9134 

contact: Gerry Kisil 

Videographe 
4550 Garnier, 
Mo n t r e a 1 , 0 u e b e c H 2 J :5 s 6 
(514) 521-2116 

contact: Claude t1a.rchand 

V/Tape 
183 Bathurst St., 
Toronto, Ont. M5T 2Fl7 
(416) 863-9897 

contact: Kim Tomczak 

Women In Focus 
2 0 4 - 4 5 6 W • B r a a d ,., a y 

Vancouver, B.C. VSY 1R 3 
( 6t)Ll) 872-2250 
contact: Zainub Verjee 

USA 

Amer ic an Fede r ation 
o f t h e Arts 
'11 E. 65th St. I 

New Yor k, NY 10021 
( 2 l ~~ ) 988 - 77 0 (1 
conta.ct: Sam 11c E l fn~sh, 

Tom Smith 
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Art Cdm T~l~Vision 

P.O. Bo x 3 l 23 Rincott An nex 
San Fransisco, CA 94119 
(4l5) 421-7524/7672 
contact: Nancy Frank 

ATI Vi de o 
504 E. 74th St., 
New York, NY l0021 
(212) 517- 5010 
contact: Nancy Henr y 

Elec t ro ni c Ar t s I nt erm ix 
10 Waverl y Place 
New Yor k, NY 10003 
(212 ) 47 3-6822 
contact: Lori Zippa y 

Gre en Mountain Post Film 
Box 229, 
Turner Falls, MA 0137 6 
(413) 863-4754 
co nt act: Ch a rl es Li ght 

Icarus Fi lms 
20 0 Park · Ave., South 
New York , NY 100 03 
(21 2) 6 74- 3375 
contact: J on Miller 

The Kitchen Video Distributio n 
512 W. 19th St. 
New Yor k , NY 10 0 11 
( 212 ) 255-5793 
contact: Amy Taubin 

The Media Project 
P.O.Bo:< 2008 
Portland, OR 97 208 
(50 3 ) 22 :3 -53 3 5 
contact: Miss y Stewar t 

University Commu ni t y Video 
425 Ontario St. SE 
Minneapolis MN 55414 
(612) 627-4444 
contact: Odessa Flores 

The Video Data Bank 
at The School of the 
Art Institute of Chicago 
280 Columbus Drive 
Chi cago, Illinois 6060 3 
(312 ) 433 -3 793 
contact: Lyn Bl um enthal 

INTERNATIONAL 

Centre Audiovisuel 
Si mone de Beauvoir 
7, r ue Fr ancis de Pressense 
7501 4 Paris, Fran ce 
Tel. 542 - 21-4 3 

Feminist Film Distri buti on 
27 Cler ke nw e ll Cl os e , 
Lond on ·EClR OA t, Engl and 
tel: COll 251- 4978 

Lon do n Video Art s 
97 Ward our St., 
London Wl, England 
((11) 734-7410 
contact: Jeremy Welsh 

Maison de la Culture 
et la Communication 
Jardin des Plantes 42 
030 Saint Etienne, France 
tel: 7 7-25- :~5-18 

Om Rice 
3-17-6 Kichijoji Honcho 
Musashisho, Tokyo 180, 
Japan 
tel: (0422)1 22-4689 
contact: Alfred Bi rnbaum 

Time Based Ar ts 
Bloemgracht 121 
101 6 KK Amste r dam , Nethe rla nds 
te l: 22 9 764 
contact: Aart van Barneveldt 

Video Cine Troe 
15, passage de la Main d ' Or 
75011 Paris, France 
( 1) 48-06-55-00 

~ATLANTA FILM ~&'&VIDE'D FESTIVA 
CALL FOR ENTRIES 

12th ATLANTA FILM AND VIDEO FESTIVAL 

The 12th Atlanta Film and Video Festival , May 
18-22 , is being held in conjunction wi th the 1988 
National All iance of Media Arts Centers (NAM AC) 
Conference, May 18-21, in Atlanta's High Museum/ 
Atlanta Coll ege of Art compl ex. Approx imately 
$5,000 in cash and equipment prizes wil l be awarded 
at the discretion of the judges, with prizes for best 
dramatic, experimental, and ani mated fil ms and 
videos, plus other awards. Last year's winners 
included Joanne Akalatis' Dead End Kids, Erica 
Beckman 's Cinderella, Victor Fridman 's Argentina: 
A Broken Silence, Emily Breer's Fluke, Curt 
Mad ison's Songs in Minto Life, David Danie l's Buzz 
Box, and Stephen Roszell 's Other Prisoners . 

This year's Judges : MARION LUN.TZ is the 
Program Direc tor at the Southwest Alternative Media 
Program (SWAMP), a regional media arts center based 
in Houston, TX. TONA BUBA has been making films 
about his hometown of Braddock, Pa., for the last 
fifteen years. His films have earned him over 30 
·awards from dozens of fi lm festivals, one-perso n 
shows at the Museum of Modern Art, and a Guggen­
hei m Fellowship. PAUL WONG is a video make r, 
photographer, and performance artist from 
Vancouver, Canada. He is a founding member of the 
Video In in Var:icouver, the Vancouver Artists League, 
On Edge Productions, and Mai nstreet, Inc. ANN E 
BRAY is a video artist who also serves as the Video 
Coordinator and ON-LI NE administrator at Los 
Angeles Contemporary Exh ibitions (LACE), an 
in te rdisc iplinary exhibition, performance and screen­
ing facility. 

NAMAC Conference: The theme of the 1988 
NAMAC Conference is EXH IB IT ION . Top-level 
media arts di rec tors, programmers, critics, and artists 
wil l partici pate in two days worth of panels an d 
workshops devo ted to all areas of the media arts 
fi eld, espec ially the exhibi tion of film , vi deo, and 
multi-media. 

En try fees are $ 25, $40 for works submitted by 
a distribu tor. Please do not enter indu stria l training 
fi lms or commercial fil ms/videos produced for a 
cli ent. For more info rmation and /or entry appl i­
cations, contact IMAGE Film/Video Center, 75 
Bennet Stree t , M-1 , Atlanta, GA 30309. (404) 352-
4225 . Deadline fo r entries is Friday, February 12, 
1988. 

CAL L FO R VID EOTAPES 

The Video In is looking for documentary, narra­
tive, or non-narrative videotapes over 70 mi n'utes in 
length for "The 1988 In ternational Feature Video 
Festival" to be held in Vancouver in late Spring. The 
fe stival will include several days of screenings and 
panel discussions that wi ll include a panel of in vited 
video directors. 

Th rough the " Featu re Video Festiva l", the 
organi zers hope to provide a forum for new fea tu re 
vi deo by artis ts to be see n by West Coast producers, 
critics, and ge neral public; to increase awareness as 
to the diversity of independent video; and to in itiate 
a discourse within th e vi deo community regarding the 
effect of fea ture length on its current programming, 
marketing, and .production practices. 

On ly works mastered as/on videotape wi ll be 
considered. This is a feature length video, not fil m, 
fe stival. 

A catalogue of the festival will be published. Artist 
fees, and trave l costs for those in vited to partici pate 
in the panels, will be pa id. 

Submission dead I ine is March 15, 1988 

Send in formation and/or video tapes to the atten­
tion of Karen Knights at th e Sate lli te Video Exchange 
Society, 1160 Hamil to n Street, Vancouver , B.C. V6B 
2S2. Include credit li st, re lease date, resume, vi deo­
graph y, and photographs. 

International submissions: 
Do not use bonded couriers . Send by regular post 
only. Mark parce ls "Ed ucational Material. No Com­
merc ial Value." 

VIDEO GUIDE, 1 987 

... 

... 

17 



Global 

INFERMENTAL VI 

Western Front 1 by Karen Henry 

lnferme ntal : This is the info rm ation age in whi ch th e 
use of technologica l for ms ferments with the mental 
processes of concept and creativity and di still s into pro­
duction and di stribution. This infe rs the total process, 
from the inspirati on of thought into image and the 
transfer of that image throughout the system. Lewis 
Carro ll , an author uninhibited by the conventions of 
commu nication borrowed the word 'porte-manteau ' 
(hat-rack) to designate a word made up of fragments of 
other words which refer to the multip le meanings and 
possibiliti es, juxtaposing language and potential for 
crea tivity . Th is is my attem pt to imagine some of the · 
references fo r I nfe rmen tal. 

lnfermental began in 1980 as the brainchild of Gabor 
and Vera Body in Berlin . In was to be a magaz ine of fi lm 
and video dis tributed on videocasse ttes - a co llection of 
cinemati c images fro m all over the wor ld (though pri­
maril y Europe and North America). Th e format uses 
excerpts and short tapes. lnfermental has evolved as the 
umbrella organiza tion and distri bu tor , and each issue is 
produced by a new team of people. This idea of a par­
t1c1patory network is central to the representative 
concerns of the organi za tion. Si nce its inception there 
have been six issues and two specia l edi ti ons. The 
magazine has been prod uced in Germany, Hungary, 
Fra nce, th e Netherlands, and now, Canada. 

Each issue is from fo ur to six hours in length and , 
whi le the idea of 'magazine' implies easy access, it is, in 
fact, cost-prohi bitive on an individual or small organ iza­
tion basis. According to the sta tement, it is not supposed 
to be a fes ti va l; however, its presentation is very simil ar. 

Th e inclusi on of film a.nd video in one package is 
consistent with the school of thought which includes 
video in the already ex isting th eory ·of ci nema, moving 
images. Whil e there are many poin ts of convergen.ce, thi s · 
contin uum does not take in to accoun t the different 
fra ming conve ntions, produ cti on and prese nta ti on 
processes. The ln fermental for mat does, in fac t, prejudi ce 
and predispose itse lf toward video thro ugh its access, 
prese ntation, and distribution. The accessibility of the 
videocassette for mat is very mu ch a part of the net­
working concerns of the organization, which have their 
roots in the po tential of video as a sharing/commu ni­
cations tool, a tool of electronic wr iting and broad-scale 
pub lication - what Gene Youngb lood calls "the heroic 
promise of the Video Revoluti on." Though it does not 
reach the pinnac le of access ibl e, interactive transmission, 
it is part of the conce rn for represe ntative par ti cipati on. 
In this it partic ipates in th e liberal utopi an pro jec t for 
media. 

R.E.N.U.S. (Ritu ale eines noch un bekannten stammes) 
I ka Schier 
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Py rotechnics , Erotic Psyche 

Insomnia , Gyorgy Romvari 

In Our Language , Edga r Heap of Bi rds 

Al Hansen, Images (excerp t) 

The NEW WORLD EDITION 

/nfermental VI was rece nt ly completed in Vancouver 
by Hank Bull, Vera Body, and Gerard Couty. It includes 
59 contributi ons from 25 countries and the viewi ng time 
is six hours . The only pre-established criteri on was length. 
Time restricti ons required some selection from the 
ori gin al 300 entri es, but the priority was to be as incl usive 
as possible and to create "a video map of the world. " In 
his in troductory statement in the catalogue, Hank Bul l 
ch aracteri zed the project as "a col lection of people all 
talking at the same time." Past issues have catego ri zed the 
work in vari ous ways - lnfermental V from Holl and 
(eds . R. Perree , L. Bodeving, and L. Schouten) foc used 
on fict ional narratives. lnfermental VI looks at the syntax 
of video : Sate lli te Contro l, Fractal Grammar, Telepathic 
Music, Poetical Contro l, and Myxology. The catego ri es 
are evocative rather than di scree t, wi th references to the 
subjective language of the medium and th e 'tactile sense' 
of watching the tapes. The creati ve catalogue descripti ons 
go off on tange nts which encourage di alogue and cross­
over of te rms. The project encompasses mu ltiple refe r­
ences, cu ltural, social and aesth eti c diversity, techno­
logica l and traditional language. 

bon dia. wilkommen in nova virus mazurka fiesta. 
voulez-vous my the drink ? barman bitte . s 'ii vous 
plait una historia imperialismo zeitgeist maraschino 
fo ch mit hong kong zimbabwe gaspacho flambee 
por fa vor. relax in aktuel pampas show mundial. 
image blitz con rumore dans frigo . . gogo post­
planete k ultur mixing in ter espacio fantastico. 

- Hank Bull , describing the category 'Myxo logy' 

The video adve nture conti nues, and ln fermental se rves as 
an ind ica tor of prod uction aro und th e world , a refere nce 
guide to th e alte rnati ve network of individ uals spea king 
through video. 

CROSS CULTURAL 
TELEVISION 

SPEC IAL FEATURE : CROSS-CU LTURAL TELEV ISION 
Hank Bull and Antonio Mun tadas 

Video cont in ues to loo k over its sh oul der at the neigh­
bourh ood bu ll y, broadcast telev isi on. This process of 
definin g th e codes of power (economic and social), the 
standards of im pl ied value and meaning in the structure 
and framing of the elements , and the kinds of material 
portrayed, are part of how video comes to know itself 
and its diffe rences. The spec ial feature of ln fermental 
VI, Cross-Cu ltural Telev ision (CCTV), is an in quiring loo k 
at the te lev ision emp ire, this time as it transits the globe. 
The meta language of the communication system, like the 
system of super-highways and the attendant food chains 
in North America, su per imposes itse lf on top of the loca l 
cul ture, sometimes th reaten ing to stifle it, but ce rta inl y 
creati ng anoth er strata of authority, a hybrid bear ing 
di stinct resembl ances to the parent projec t of North 
Ameri can broadcast. The pro ject of CCTV was to collect 
one hour of te levision fro m as many diffe rent coun tries 
as possible. The mater ial was co ll ec ted off-air th ro ugh a 
networ k of arti sts who had access to the techn ology. 
Si xty hours of broadcast was co llec ted from 15 countries 
includi ng Thail and, Indi a, japan, Ch ile, Ch ina, Europe, 
U.S., and more . The materi al was then categor ized as 
news, sports , drama, advertising, entertainment, etc. The 
tapes themselves constitute a body of raw materi al which 



is rich in possibilities. The ed itors of CCTV focused the ir 
first effort on looking at the television news, from the 
dazz ling computer generated introd uctions through the 
ge nre of the TV anchorperson and even in to the under­
pinnings of th e presentation and editing process. In a 
se ri es of sh ort consecutive edi ts, CCTV makes the 
parall els throughout the syste m glari ngly apparent . One 
is left wi th a di stinct uneasiness about the centrali zation 
of information as well as a revelation about the sty les of 
address . The piece is edited for easy comparison , bu t 
then, ed iting is what it is all abo ut. CCTV is one of the 
most important exposes of te lev ision to date, and 
revealing of its all-encompassing terms. 

H' 1U 1tt 

Global 

A KISS FOR ANATOL 
FROM WEST TO EAST, WITH LOVE 

From West to East, With Lo ve is the name of th e 
program, made by the Berlin video producers Michae la 

·Buescher and Gerd Conradt. It is doubtlessly one of the 
strangest products ever to have been broadcast from 
Mainz (Channel 2 of West German te levis ion). For 45 
minutes we witness the German-German tragedy, but this 
time it is the personal dimension of partition . We exper­
ie nce the Berl in Wall in the raw, are made aware of the 
dra matic implications of the political status quo since 
post-war partition. 

van W.at 
nach " O.t 

We wil l never find out wh o Anatol is, but the kiss sent 
to him in East German y by his ex -girl fr iend here in West 
Germany, her shiny red lips pressed onto the camera 
lens (i.e., the screen) will not be fo rgotten by vi ewers. 
And when Nina Hage n, th at all -German Pippi Long­
stocki ng of Pop with the touch of pun k, announces fro m 
her circus caravan th at sh e wou ld li ke to enter the G.D .R. 
(go on, let me in ), we do not know whether to laugh or 
cry . 

by M.E. Buescher 

Th e idea behind this novel form is noth ing out of the 
ordin ary; it just needed someone to come up with it : 
using video to create electronic postcards (nowadays, 
thanks to home recorders, more or less part of fa mil y 
life). just like their printed predecessors, they bear th e 
addresses of se nder and recipient on the back , and on th e 
front, the ir·idescent vi deo greeting. Fi fteen ex-G.D.R. 
citizens were chosen by Buescher and Conradt to try out 
this service for sendi ng their own person al messages across 
the border. 

Wh at goes on is , of course, un usually folksy, direct, 
unfi ltered, and not always comp rehensible to the general 
publ ic (like the ride on the cow in fro nt of the 'Reichstag ' 
build ing), someti mes very close to parody a la Loriot , but 
at the same time also true, cruel, touching. When, for 
example, an ordinary mum simpl y states that the worst 
thing about separati on is the fact that we cannot touch or 
embrace each other; or when that courageo us woman 
who dragged an East German policeman after her when 
she escaped in to the West German dipl omatic mission 
in East Berlin, refers to her "power of assertion"; or 
when the ex-poli tical prisoner compares prisons in East 
and West. 

It is unli ke ly that these te levised messages fro m West 
to East will become a regul ar feature on Channel 2, even 
though it would, by no means, be a far-fetc hed idea. It 
is un fo rtunately just as unlikely that East German tele­
vision will send replies. Likely it is, however, that the 
critics were sitting relative ly perplexed in fron t of the box 
- fo r this is not a work of art , even though it could be 
seen in a complete ly di ffe rent light in a few years. 

It is, on the other hand , qui te certa in that Michae la 
Buescher 's and Gerd Conradt's screen novelty can have no 
effect on the absu rdi ty of the partition of Germany, 
desirab le as th is would perhaps be. Bu t let us hope that 
An ato l, at least, reall y was sitting in front of the te le­
vision screen in East Berlin , tuned to Chan nel 2. 
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