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EDIT 
The maple leaf and stars and stripes forever . . ... 

America home of the brave and the free. This being 
an election year and after eight long years of Reagan, this 
seemed to be a suitable time to relook at what's go ing 
down, south of our borders. Reganomics, which has 
overruled everything including the wretched poor , the 
dreaded middle classes, and the unholy rich, has reached 
that point in time 'out of time'. He has stunted growth 
an"d maintained alternative expression and the media 
arts at the level of fingerpainting. There is no criticism 
like no criticism . Nullify and pacify the restless masses 
with media pablum - the brain dead is the living dead. 
Regardless, alternative practices and the media arts have 
continued to thrive and to criti que and speak out about 
'the american way'. 

Meanwhile , Canadians continue to forge links with 
European coun tries and the Pacific Rim in cultural 
exchanges as a meth odology to try to shape a cu ltu r.11 
identity that is 'not - american '. Americans tend to view 
the friendly north as docile an d easy prey, merely as an 
extension of U.S . cultural, economic, and political policies . 
Th is imperialistic and chauvinist th inking carries into the 
so-called alternative media arts. America and its po li cies 
are not the centre of the universe, they just whine louder 
and flex harder. Canadian culture is caught between two 
waning super powers - the last hopes for late capitalism. 
We are viewed by the American as an extension of the 
British empi re and by the British as the 52nd state. 

British Columbia finds itself further isolated not onl y 
mentally but physically as we are locked on one side by 
the Rocky Mountains, the Pacific Ocean, and sandwiched 
between Washington and Alaska. As politic ians and big 
business purposely perpetuate publ ic confusio n to enab le 
them to 'free trade', we find ourselves sl ipping further and 
further away from access to the mainstream. 

******* 
matured, and assisted in shaping new visions and .sexual 
stances. 

Adopting an attitude has been the National Gallery of 
Canada in their opulent and high profile new digs. In the 
next issue we will file a report on the prominence of video 
which is at the centre court of contemporary art . The 
next issue (No. 45) will look at Video Production Centres 
in Canada. 

Support 'independent video news and views'. Sub­
scribe today, as we enter into our tenth year of publishing. 

Paul Wong 
VIDEO GUIDE 

In this issue we have provided coverage of both the •••••••••••••••••• 
Canadian and U.S. national media arts conferences. The 
1.F.V.A. (Independent Film /Video Alliance) was held in . 
Vancouver, and NAMAC (National Alliance of Media Art 
Centers) was held in Atlanta. Both of these non-profit 
organizations have become 'the voice' of the independent. 
Good or bad?, they will affect our means of production, 
distribution, and exhibition . As true independents we 
must continue to be forces within these national fronts to 
maintai·n a sense of self. It is our hope that both these 
organizations will begin to cross borders and start to 
exchange infor mation, to work on common goals and to 
discuss and accept different strategies. 

We have also included reviews of both the official 
screenings connected to NAMAC and l..F .V .A. The 12th 
Atlanta Film/Video Festival was a 'juried competition'; 
" In Absentia " was a 'curated showcase '. Entirely di ffere nt 
processes were involved in the se lection of work for each 
exhibition. Canadians contin ue to be reticent about 
competitions that charge hefty entry fees. These artist 
fees are often used to support the organizatio ns that 
feed off the competitions - many artists pay for the few 
arti sts that are chosen and awarded nominal prizes. 
Robin Reidy briefly touches upon this problem in her 

overview on organizing the 12th Atlanta Festi val. 

Visible minorities continue to be invisible. This is a 
recurring discussion on both sides of the border. We 
address this glaring issue with an insightfu l essay fro m 
Daryl Chin , a long associate of Asian Cinevision in New 
York. In addition, we are publishing the concerns put 
forth at NAMAC from the Ad Hoc Third World Caucus. 
In Canada, these di scussions continue to appear at the 
bottom of the agenda, being overshadowed by the english/ 
french bilingual debate . 

Duality , the pro's and con's of 'collaboration' as a 
creative process, is thoughtfully outlined in an interview 
with writer Constance Dejong and vi deomaker Tony 
Ou rsler. An American/Canada coproduction of sorts, their 
videotape j oy Ride TM was produced here at the Western 
Front as part of their 'artist-in-residence' program and 
immediately shown at LACE in Los Angeles. From 
LACE we have a review by Erika Suderburg on 'Only 
Half Human', an excerpt from the mega exhibi tion 
'Only Human' from last year's A.F.I. festival. Only Half 
Human includes the work of both American and Canadian 
producers who are at the fo refronts of new sexual repre­
sentation during an era of pervasive sexual repression and 
hysteria. Sexual representation has and continues to be 
the dominant theme of Canadian video practice. A lively 
discourse throughout thi s decade, it has prevai led, 
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THE JOY OF COLLABORATION 
An Interview with 

Constance DeJ ong and Tony Oursler 

by Elspeth Sage 

Video and performance artists Constance Dejong and 
Tony Oursler were artists-in-residence at the Western 
Front in February, 7988. Based in New York, Dejong and 
Oursler have formed a collaboration which combines her 
literary and his visual backgrounds to produce works that 
are both challenging and entertaining. They consciously 
speak from an academic and intellectual viewpoint, but 
manage to combine this in a popular format, making their 
videotapes completely approachable. While at the Western 
Front, they produced a 7 3-minute videotape entitled 
Joy Ride TM which explores 'institutional vs. private 
sector ' through the metaphor of the theme park and 
souvenir culture. They also gave a public screening of two 
o f Oursler's previous tapes, reading and performance by 
Dejong, and premiered Joy Ride TM during their 
residency at the Western Front. 

Joy Ride TM is a Western Front production and is 
available through Video Out. 

Elspeth Sage : About this Western Front production, if 
you could discuss where the idea came from. It 's different 
from the description in the mailer. Was it something y ou 
thought about in NYC? If either of y ou could discuss it. 

Constance Dejong: We were go ing to do two pieces: a 
perfo rmance with video, called Relatives and a videotape, 
joy Ride TM . Instead of doing Relatives and joy Ride TM , 
we just did the tape . Relatives would have been a li ve 
performance piece with spoken-word text in the way that 
you saw me deliver text the other night, with a video 
element. In fact the subject matter is such that I engage 
with the technology. That piece is not done. The piece 
that talks about the carbon mon oxide filled corridors 
describes joy Ride . 

We have wanted to be collaborators in a number of 
different ways. One of which is just on videotape, 
another, because of the performance side of my work , is 
to develop within that form a collaboration th at involves 
having video on the stage in live perfor mance , either as a 
set or as a component of the text, or, we 're working on 
a number of ideas. 

ES: Will Relat ives be produced at some point? 

CD: It 's goi ng to be produced this spring and premiered in 
September in Boston. 

ES : What about the inspiration behind the videotape that 
we saw? Was it both y our ideas? Or was it someone 's 
project and someone else helped? 

Tony Oursler: Our working process is such that we ge t 
an overal l kind of notion of something we want to do and 
then we work to a level individu all y and then get together 
and toss things aro und , and kind of graft them. But it's 
important that we don 't go into a level that 's too high, 
where one person develops too much of the idea and then 
the other person is so rt of just hitching onto it. So we 
always make sure that neither one goes too fa r. 

CD : It 's a storyboard sketch , where we bring concepts 
that are not so evolved that you can 't turn them into a 
co ll aboration. Which is to say, ideas fo r content and id eas 
fo r pictures , alth ough luckily it hap pens with Tony and 
me that we 're capable, once we 're in that moment of 
col laborati on and sketchi ng a storyboard, I can have a 
picture idea and Tony can have a language idea . It just 
happens . Of course I carry more of the weight with the 
words and Tony does with the pictures , ultimately in the 
pinning down of the exact spoken-word text and th e 
pinning down of the sets and the picture-text. 

TO: But there 's always some sort of real interesting 
cross-over . 

CD: And the ideas are very interesting too , because they 
pop you out of your habits, my language habits and 
Tony's picture habits. Like somebody wil l have a more 
startling idea that is very effective. But it probably cou ld 
be said that instead of Tony has an idea and then I come 
and write a script fo r it, or that I have an idea and Tony 
comes and makes sets for it, is th at so far, in having 
deve loped three pieces, I've noticed th at th e co ll aboration , 
wh ich is a very good co ll abora tion , can go in a number of 
ways. It will more strongly have my signatu re or it will 
more strongly have Tony's. Or there 's a third one where 
we can develop the two signatures being retained and 
producing a kind of odd third aesthetic that neither of 
us would have. 

ES: I 'm speaking to two artists, obviously, one handling 
the words and the other handling the visuals, but am I 
speaking to one artist as far as the ideas? Like, is joy 
Ride more you? Would y our close friends say, oh that's 
Constance or that 's Tony? 

TO: In this piece particul arl y, maybe on a certai n surface 
leve l it may look more simil ar to my work just because 
nobody has seen Constance make a videotape before, so 
it's ending up in my fo rm , even though we wrote one 
sto ry together. And Constance always helps me do a li ttle 
editing on some text. 

CD: You can 't forget that the power of the image is such 
that when one looks ~tit, it will loo k like a Tony Tape . 

TO: Also , it's fo ur pages of text, so that puts Constance 
in to a realm th at she's never been in before , which is she 
doesn 't write stuff which is fo ur pages long. So I think for 
Constance it was more of a stretch arti stical ly than it was 
fo r me. I know how to do this kind of stuff. I know the 
balance of text to picture and this sort of thing. 

CD: But the moment of collaboration comes in that 
respect, is that with a writer, and Tony working with a 
writer , and this is something that I think about alot and 
concentrate on, is the place where you form a relationship 
between image and words , between picture an d sound . I 
think in our collaboration that problematic is more 
foc ussed , more centred , more an issue that is being 
worked-with, than in Tony 's previous work , where there's 
a singular vision , it's like one voice . Even in joy Ride 
there isn 't real ly one voice , just Tony's voice . The words 
are diffe rent, their re lation as a text to pictures is dif­
fe rent, the words themselves are different. What is also 
different is trying to engage with that problematic, what is 
the relation between picture and words? And to develop 
that issue in the work without being didactic. There 'II 
be a different solution every time we work together. 

TO: But see , this was written together . The idea came 
about in a very rou ndabout way. We had written a lot 
more on Relatives , it was almost fi nished , and then we 
started work on the tape. We had no idea, at all , and then 
I went to Disneyworld for Christmas . And then I talked 
to Mark Paley from LA, from LACE gal lery , and Patty 
Pedesto, who's done some work there. And they were 
ta lking about comm issioning a work for their ten-year 
anniversary. So they wanted to do something about 
'art'. They had a whole curator's list of things that could 
possibly fit in , that artists usually scoff at. So we tho ught, 
what an interesting connection, cause Constance had been 
to Disneyworld . .. 

CD : Anoth er aspect of the subject that I was famili ar with 
was, as obscure as it may sound , our relationship to 
objects. That fit into the eventual subject for joy Ride. 
What LACE was interested in, we took object way outside 
a museum or ga llery setting to a larger world. Bu t it was 
a subject th at I had worked with, and had been developing 
in other narratives, so it appealed to the team of us . 

TO: So ,' that's like the three points of the triangle from 
wh ere the ori ginal idea came from. So if it 's an overall 
all egory for people's attempts to try and fi nd some sort 
of tra nscendental experience . in their life thro ugh some 
kind of cultural and aesthetic experience. 

CD: It became joy Ride - the memento. What is the 
memento? The bridging fro m a publ ic place to an object 
that codifies a public experience into a private memory. It 
leaves one site - the public site - and enters th e private 
site in your home, as well as your mind. 

ES: Is that the idea behind the souvenir/memento shelf? 

TO : Yeah , which is what peo pl e take home fro m mu seums 
anyway. They take a brochure or something. So we're 
more interested in the common person as opposed to 
some kind of heady bullshit about .. . 

CD: It was a very isolated subject to think about talking 
about gallery experience/museum experience. To make 
the metaphor that aes th etic experience would occur in 
th is theme park, broadened to a more common experience. 

TO: In the piece itself it has an interesting twist because 
we were looki ng at the whole issue of 'how you acq uire 
it, what is the object?' 

CD: Yeah , like through purchase . So one 's relation to an 
object is affected by money, adver tising, promotion , that 
affect on the object and that person selecting the object, 
that became part of the sub ject. 

ES: And is Joy Ride TM somewhat of a pun in itself, in 
the sense that y ou 're try ing to trademark the title, like 
y ou do with a pen ? 

CD: Exactl y, And then we thought, gee, maybe people 
will rea ll y think th at we have got that trademark. 

TO: It 's this wh ole idea of ownership which is at the 
core. It's always grafted onto that experience, to that 
aesthetic. You go tta pay to get in there, you gotta pay to 
go to the movies . You go tta pay to go to the university 
to figure out how to deci pher the art that 's in the gal leries. 
And then you save up al l your dough for your vacation to 
go to have the experience. 

It 's very interesting fo r us as artists, this subject matter , 
because we think about where do we fit in? This piece for 
me was kind of like an overview of where we fit in and 
what is this object that we 're making, and how does it 
relate to peopl e anyway? 

ES : The other point that I wanted to ask about was the 

Continued on page 18 
VIDEO GUIDE 1988 3 



Vancouver Guide 

IN ABSENTIA V1[DEO 

"Independent production cannot exclude the 
challenges at the margins - if any thing at all, this 
is a reminder that in our haste to 'succeed ' we 
must more than ever continue to nurture the 
less obvious, the more di fficult, and give these 
ideas an equal voice and means o f communication." 

- Paul Wong 

" In Absen t ia" was the first curated showcase of 
Alliance fi lm and vi deo . In th e past, the screenings had 
been open, with no overriding theme. The decision t 
curate the show th is year allowed fo r a strong, th ematic 
exhibition .1 The vi deo and fi lm programmes were curated 
separately and occurred on two di ffe rent nights at the 
Robson Square Media Centre.2 Video curator Paul Wong 
and film curator Mari a lnsell decided on the theme of 
"absence". For Wong, thi s meant vi deotapes " th at reflec t 
views, issues, and con cerns not necessarily of and from 
'centres of power' " . 

Of the two programmes, the video was the impuden t 
one, and deliberately confrontational. Ski rting the bounds 
of overstatement, the videos demanded, rather than 
requested , the audience's atten tion. The chosen works 
addressed the issue of identity, directl y and indirectl y, 
examining its loss or change as a re sul t of accultu ra tion, or 
restrictive or shifting ideologies with in one 's own cu ltu re . 
The eleven videos used personal testimony and sym­
bolism, documentary, narrative, and experimental style 
to convey the experi ences of mi norities. 

The opening tape, Say It by Cherie Moses and Colleen 
Finlayson, discloses the re lationsh ips between language 
and racism, identity and nati onalism. It ar ticulates the 
subtle persuasion used in the assim ilation of imm igrants in 
Western "liberal " socie ti es. An I ndo-Canadian woman 
sitting on a stool stares earnestl y ahead, wai ting instruc­
tions from a voice off-camera. In Western dress and sh ort 
hair, she has already westerni zed her im·age . A man 's 
voice instructs her to repeat " I trus t you, I like you , I 
know what you mean, I fee l that way , too. " He never fai ls 
to criticize her. The woman stru ggles to dupl ica te not just 
the words, but the tone, the in flect ion. Her isolation and 
dependence are emph asized through a sensitive use of 
zoom and stark environment, su ggest ing both a set for a 
model and a room for interroga tion . 

In Eyes Skinned by Palesti nian artist Mona Hatoum, a 
figure draped in a black hood which compl etely obscures 
her featu res tri es with a large, th rea tening kni fe , to cu t 
through the ve il to free the eyes. The ac tion suggest a 
search for sight, ye t conversely th e potenti al for its loss , 
and with it, of hope. Images of vio lence in the midd le east 
are projected onto the hood , accompanied by the sound 
of a news broadcast confirming the brutality. Her at temp t 
to free herself fro m th is imposed anonymity speaks to the 
greater struggle of her people. As always, the immediate­
ness of the situation for Hatoum herself comes across in 
the intensity and di rectness of her work. 

Why You, Why Any one? by Ric Am is showed another 
kind of anonymity, that experienced by people who have 
been institut ional ized. Drenched in cold , blue light, the 
subjects shuffl e through the vacuous hall s of the institu­
tion, being trained to confor m to society's idea o f 
"normal" . 

The young punks in Joe Sarahan 's Rise and Fall o f an 
Empire talk briefly about th ei r life style, bu t it is Sarahan 's 
visuals which speak most eloquentl y. The mohawks, 
leather, studs, and boots of the punks are hard and 
glossy like mil itary decorations. Seemingly te leported into 
the urban scene vi a chroma-key, they stal k the streets 1n 
slow motion, isolated, as the restless feed of businessmen 
fly purposefull y by, oblivious. The sound track rei nfo rces 
their heavy, plodding "progress". They toss back their 
heads like wounded dinosaurs. Their identity, root 111 

their youth and their li fes tyle, is frag il e. 

In Brian Scott 's May be I Had a Dream, Based on a 
Straight Seam , Greek immigran t Tabitha Koussoula . 
recoun ts her stru ggl e to 'fit in' in her adopted country . 
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She reads from he r novel 20 Xamena Xponia (20 Lost 
Years} . At al most 30 mi nu tes, and with its unapo logetic 
emotionali sm, it barel y sustai ns the audie nce 's atten­
t ion , par tic ul arl y mid -way th rough a two-hour screening. 
But Koussoula 's un remitti ng honesty ulti mately wi ns 
them over when , as the credits ro ll, she leaves her posi t ion 
as 'subject ' and asks candid ly "Was it alright?" Then 
wipi ng away her tears , she adds, " I ge t so senti mental, 
i t~ stupid ." 

It is this un usu al candor which makes testimonials 
such powerful tools in representing the margi nalized . In 
another dianstic acwun t, Amherst , producer Jim 
McSwain looks back on hi s life as a gay adolescen t in a 
small Nova Scotian town . The use of Super 8 to illustrate 
hi s history successfully recreates an aesthetic of shared, 
contemporary memory. McSwain weaves testimony with 
social analysis , all owing the aud ience to make connections 
between personal and public morality . 

Like Amherst , the subjects of Lorn a Boschman 's 
Scars upset the social constructi on of the body and the 
taboos su rrounding it in their insistence on physical 
autonomy. Scars is a sump le documentary in which its 
subjects speak on their reasons for "sl ashing". The scars 
are the visual focus - the subjects' faces are never shown 
- and lasting ev idence of their deliberate self-mutilation . 
It 1s a forth ri ght video that manages to demystify wh at, 
for some, is a very fore ign act. 

The programme 's emphasi s on the indi vidual, and on 
the un ique concerns of smal l, margi nal ized groups may be 
wh y Histo1re ln fame seemed so glar ingly inappropriate. 
Inspired by a song by Louise Portal, Nicole Gigu ere has 
created a sl ic kl y produced musi cal loo k at the portrayal 
of women 's history by media, particularly cinema. Its 
aesthetics and the fa miliarity of its message worked 
against it in thi s par ti cular context . Two other wo rks, 
using rock vi deo fo rmat , were far more successful - The 
A DS Epidemic by John Greyson and Tarde Gris by James 
Solk in. In each case , the appropriation of a populist 
format all ows fo r a concise and accessible message. 

Tarde Gris personalizes th is accoun t of ci vi l war in 
El Salvador b using contemporary fo lk music and 
children 's gai ly coloured drawings , graph icall y illustrating 
th e violence and bruta lity faced by the nation 's people. 
The storyte ll er addresses the audiences fro m near darkness , 
as if in hid 111 g

1 
drawing: the viewer into hi s world and 

experience. 

"ADS", or th e "Acquired Dread of Sex " sy ndrome, is 
Greyson 's topic. Insisting " th is is not a Death in Venice" , 
Grey son 's Tadz10 reiect:s the " red-neck " morali zing of 
Auchenback and o ts for safe sex instead. It is a li ght 
we ight in comparison to some of the other message-laden 
videos in the selection , in spite of the seri ousness of its 
own topic . Yet it makes its poi nt precisely because of 
its humour. A sex-positive tape, it signals an inevitable 
rec lamation of territory by gays ; ground lost in the AIDS 
fa llout. 

Michae l MacDonald 's What Pnce An Island? is, in the 
same spirit, al so about 1recl ai ming territory : in this case, 
both figuratively and literally. The nati ve land claim battle 
in Br itish Columbia has Meares Island as its focal point. 
The tape begins with a ci rcumnavigation of the island . 
Th is all ows for the island itself to be made real fo r the 
aud ience and to seduce them with its rugged beauty . The 
implied dis tance between the viewer and the island rein­
forces its physica l autonomy. It is clearl y the "object in 
question". Th is image is late r contrasted with that of 
native elders stand ing together, proud , like the trees 
McMillan-Bloedel th reatens, at a ra ll y where they speak 
e oquently and authentically about their claim to Meares . 

Wn ere the individua works succeed or fa il in represen t­
ing thei r subjects, howeve r, are in some ways less 
important than the success or fa ilure of " In Absen ti a" 
and its consti tuency m addressing the issue raised by the 
theme - the absence of minori ty voices, not just from 

by Karen Knights 

mass media (we all know the reasons for that}, but more 
importantl y, their absence from independen t med ia. 
The exhibition illustrated that th e current reality of the 
"marginalized voice", even wi thi n independent prod uc­
tions, is that it re mains predominantly white and middle­
class. 

In the programme notes, Wong refe rs to vi deo 's p rt­
ability and accessibili ty , enabling it "more than fil m to be 
plurastic and egali tarian "; however, as I'm sure Wo g 
would agree, it is not the material determinants of the 
medium alone which make "egalitarian " representation 
possible. The portapak is not a moral agen t. 

Loretta Todd used the term "media missionaries " to 
describe white artists who, in the early seventies, brought 
into native communities this technological trinke t, the 
portapak . After nearly two decades, and independently 
of this early attempt at colonization, nati ve people have 
found a way, based on their own needs, to use the 
medium to their advantage . Yet they are still unab le to 
secure funding fo r thei r own access cen tres and mus 
watch as non-natives con tinue to receive grants to tell 
native stories or use native imagery with ou t regard for 
con text or fo r th e effect this has on native lobbying 
power. 

The stil l high cost of the equipment itself, funding 
agencies wh o do not dist inguish between prod uctions 
"about" or "by" the subject, access centre which hav 
fail ed to appeal to a diverse commun ity, and the theoret­
ical and pragmati c biases of exhibi tors and juries, 
inevitably restric t what is produced, even withi n the 
independent secto r. 

Significan tly for the Al liance, the theme of this year's 
sh owcase contextualized debates withi n video access 
centres and among distributors, producers, and exhibitors 
about the direc tion of independent video and the iden tity 
of its membership . The relationship of minorit ies to the 
independent media community, and that commun ity's 
relationship to mai nstream media, is never sta tic. This 
terrain in wh ich cultural discourse occu rs is in flu enced by 
a variety of factors, not least of which are init iatives ta ken 
by medi a organ izations to address inequaliti es within 
their own structures. 

Historicall y, artist-run centres have been impor tan t 
ve nues fo r exhib iti ng and promoti ng video from the 
margin, yet larger issues, like the need fo r the make-u p 
of staff and boards, curators and critics to refl ect a broad 
commu ni ty , have not been adequatel y expl ored . re w 
still media missionaries imposi ng our terms for an "eq ual 
voice", or can we ensure that authenti c and sign ifican t 
restructuri ng will occur? 

Wong refe rred to the "challenges at the margins". This 
challenge extends beyond the fi nal creative prod uct, back 
in to the institutions art ists have established wh ich allow 
them to make the videos they wan t to make . If exh i­
bitions like " In Absentia" are not to be token gestures, 
an attemp t to redress the current im balances must be 
initiated. The motions brought forward by the Chief Dan 
George Foundation proved that ac tive participation by 
minori ties is the onl y way to guaran tee they will be 
heard. 

The identi ty of independent video and th ose wh 
produce it is continuall y changing. However , it is obvious 
th at furth er attemp ts to in tegrate other commun ities into 
the artist-run centres and support of minori ties in th eir 
autonomous effor ts must continue. 

Footnotes 

1 Jn order to make avail able a broader scope of work to 
the membersh ip and general public, a video library was 
established on the site of the A.G.M. 

2" Jn Absenti a" was not held at Vancouver's Pac ific 
Ci nematheq ue Pacifique in keeping with the All iance ' 
policy not to have thei r Showcase in a venue which 
complies with Provincial classi ficatio n boar . * 
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The Independent Film and Video Alliance I Alliance 
de la video et du cinema independent held its annual 
general assembly in Vancouver this June 2nd through 
4th. The almost fifty access centres, distributors, and 
exhibitors now full members are almost evenly divided 
between film and video organizations. Video artist Lisa 
Steele was elected President of the Alliance by acclamation. 

Given the critical status of funding to media arts at 
this time, it was perhaps inevitable that the majority of 
resolutions coming out of the conference focussed on 
expanding lobbying for more generous and consistent 
funding for its membership. 

The Alliance committed to lobbying with the federal 
government and individual parties to get a substantial 
increase to the Canada Council, with special attention 
paid to the Media Arts Section, both in terms of revenue 
and policy. Last year's controversial distribution discus­
sion paper by Susan Nasgaard, even though subsequently 
withdrawn, left distributors and producers feeling that 
their concerns were not being given considered attention. 
Ongoing emphasis by Council on broadcast and continued 
lack of significant consultation resulted in the endorse­
ment of a meeting between the 1.F.V.A. and the Media 
Arts Section for the formulation of broadcast policy and 
more detailed criteria for funding of distribution activities. 

The method of evaluating video centres by Council was 
greatly criticized; however, several motions calling for 
changes in that procedure were withdrawn pending 
further discussion over the next year. A resolution calling 
for the elimination of mandatory tape submissions with 
operations applications was passed . Affected members 
felt that such a requiremerit was unfair, as it did not 
address the nature of their mandates - open access . 

Citing the minimal support of independent film and 
video by Telefilm, a resolution called for increased lob­
bying with that organization with the aim of facilitating 
access for independents. Specific areas of concern were 
the implementation of a clear selection process, specific 
criteria, and a list of names of those involved in decisions . 
The Alli ance wishes to see funds directed to non-theatrical 
fi lm proposals and author-produced , low-budget feature 
length proposals. 

The most time devoted to a single funding issue was a 
controversy surrounding allocation of D.O.C. (Depart­
ment of Communications) funds. A $200 million disperse­
ment from .this department to national film and video 
production agencies to promote Canadian media pro­
duction ignored independent production . The monies 
were distributed to Telefilm, The National Film Board, 
and the Ministry of Supply and Services. However, the 
Canada Council's Media Airt Section, perhaps the single 
largest provider of grants to the independent sector, was 
left out entirely. The situation underscored the marginal 
position the Media Arts Section holds: being by-passed 
by other government agencies for a project well within 
its mandate and ability to carry through. 

The membership also brought forward a motion 
calling for non-racist and non-sexist hiring policies. At 
the annual general meeting of the Association of National 
Non-Profit Artist Centres held two weeks following the 
Alliance assembly, a similar motion was passed using a 
more aggressive phrase - "pro-active" - to indicate the 
level of initiation expected. 

Loretta Todd , delegate for new member The Chief 
Dan George Society , brought forward three motions 
regarding native media production . The first asked the 
Alliance to "support the existence of native film and 
video production, distribution, and artist-run facilities" 
and to lobby federal and provincial agencies for such 
funding. The second requires the Alliance to include 
native participation and consultation prior to any lobby 
with respect to federal funds. 

The third motion asked that "the Alliance respect and 
support the autonomy of native cultural representation ." 
This elicited the most discussion. The membership, while 
finally endorsing it nearly unanimously, was obviously 
hesitant about the implicat ions. Todd recognized that 
they could not tell producers' what to produce (Ross 
Turnbull also stressed that the Alliance would never 
dictate what its members could or could not use for their 
subject) , but rather was asking for consultation if nati ve 
themes or imagery were to be used . Ideally, Todd would 
like to see a suspension of work by non-native arti sts on 
native issues to assist them with their lobby for funds to 
tell their own stories. 

Regionalism still remains an important issue . The 
Board of Directors initiated an organizational restructuri ng 
to have o ne Pres ident elected by the membership at the 
A.G. M. and seven representatives elected regionally: one 
each from B.C., the Prairies, and On tario, and two each 
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by Karen Knights 
from Quebec an-cl the Atlantic provinces. A friendly 
amendment was also passed that wo uld allow the Alli ance · 
to change its by-laws next year to allow for additional 
representation from the Prairies, preferably one per 
province . 

Some members also were concerned with the uneven 
regional representation at the Showcase, "In Absentia ", 
particularly the film programme which had no Prairie 
or Atlantic works. This brought up once again the feeling 
that perhaps curated showcases were not in the Alliance's 
best interest. However, the decision made last year that 
the hosting region decide the nature of the Showcase was 
upheld. Motions brought forward from the Prairie region 
and passed, ensured that future curatorial themes would 
reflect national production, and that the current situation 
would continue as long as the A.G.A . rotated from 
region to region. 

The A.G .A. also included workshops which helped to 
pinpoint areas for further discussion by the membership. 
The first focussed on audience development, which 
evolved into a discussion on the diverse markets for inde­
pendent film and video; and the second on information 
and strategies for film and video production . Again, the 
past and future markets for each med ium were discussed. 

Independent film and video, while having many things 
in common, which makes such an Alliance very valuable, 
also need to explore further their different histories and 
potential futures. Their content and subsequent exhi­
bition places, censorship, and classification issues all 
need to be discussed and positions clarified. 

It was also evident that this community wants a 
fundamental role in the decision-making process of 
Canada Council, and that it is uncomfortable with the 
present relationship . Constantly being placed in a position 
of " reacting to" the latest changes at Council after the 
fact has left it shell-shocked. It is questionable how much 
real input umbrella organizations can attain over the 
direction of funding, even within sympathetic agencies, 
for they themselves lack the clout for squeezing necessary 
funds fro m their superiors . In tervention of any sort, 
however, especiall y at the federal leve l and particu larly 
with in political parties, is essentia l, if onl y to reaffirm 
the necessity of commun ity based production. 

Th e amalgamation of fi lm and video into one Alliance, 
given their similar sources of fundi ng, guarantees that at 
the very least the concerns of media ar tists will be heard a 
little louder and more consistently. )If. 
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by Paul Wong 

The National Alliance of Media Arts Centers is an 
American service organization formed in 1980. Its 
purposes are threefold: communication, mutual assistance, 
and advocacy. The growing membership of over one 
hundred comprises individuals and primarily non-profit 
institutions engaged in the following: production, distri­
bution, exhibition, preservation, and educational activ­
ities relating to film, video, intermedia, and audio arts. 

Since 7980, NAMAC has staged six national confer­
ences. The most recent was a focus on the area of Media 
Arts Exhibition. It was held May 18-21 in Atlanta, 
Georgia. The two day conference coincided with the 
NAMA C annual general meeting and with the running of 
the 12th Atlanta Film & Video Festival. 

Approximately 250 delegates came from throughout 
the U.S. They came as representatives of NAMA C member 
centres, as exhibitors, curators, panelists, artists and 
representatives of state and federal funding agencies to 

attend all or parts of the fifteen panel discussions 
presented over the two day period. All of the panels 
directly addressed the theme of Media arts exhibition 
ranging from Touring Programs & Circuits, Exhibition 
Technology: Recent Innovations, Television Broadcast 
& Cablecast, Criticism, Media Arts Festivals, etc. One of 
the closing panels, Artists' Concerns & Exhibition, 
actually represented the voices, experiences, and opinions 
of practising film and videomakers. Unfortunately, this 
should have been one of the opening panels, as the 
concerns would have set a sharper tone for the rest of 
the proceedings. Not unlike most of the other panels, 
little time was left after presentations for open discussion. 
In general, the conference was informative - with every­
one agreeing to not disagree, a lot of head nodding and 
hand shaking. A 'don't bite the hand that feeds you' 
approach to collective bargaining. 

NAMAC's membership is extremely diverse, including 
well established (rich) and just emerging (poor) organiza-

tions. This in itself hinu':>r~ focused and critical debate; 
many of the delegates felt that the 'side bars' more 
addressed their immediate concerr.s and issues. 

Of interest and of use is the 1988 Member Directory, 
which provides a comprehensive guide to centres that 
includes annual budgets, staff, services, and descriptions. 
Of specific interest is the very well researched and 
presented 'Field Survey (1986-87)' based upon the 
responses of 87 organizations and addressing collections, 
computers, exhibitions, publications, distribution, and 
education. The statistics are a real eye-opener, budgets 
that range from a low of $1000 annually to those of $2 
million. The directory can be ordered from NAMAC, 
735 St. Paul 's Avenue, Staten Island, New York, 10301, 
(713) 727-5593. 

In this issue we have reprinted the complete text of 
the papers given by Barbara Hammer and Peter Rose, 
two of the seven panelists on Artists Concerns & Exhi­
bition. We have also reprinted a statement from the Ad 
Hoc Third World Caucus. 
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As this year marks the last time I will be the director 

of the Atlanta Film & Video Festival (AFVF), it seems 
appropriate for me to look back on all the past festivals 
1 've worked on in some capacity and attempt to define 
the purpose, scope and unique qualities of this festival. 

When I first became involved in the inner workings of 
the AFVF, I had no concept of what it meant to present 
such an event in terms of both its logistics and the larger 
implications for the local and national media arts commu­
nities. As the years, and festivals, passed (I've worked on 
every festival beginning with the fourth in 1980), I've 
been able to develop my own theory as to why th is 
festival is important, and how it is unique among all the 
types of film and video festivals presented around the 
country (and the world) . 

The Atlanta Film & Video Festival is unique because 
its basic purpose, format and methodology have changed 
very littl e since it was first conceived in 1977 as part of 
a larger outdoor ar ts fe stival held in Piedmont Park. It 
was, and still is, a national competition of both films and 
videotapes of all lengths and genres, produced only wi thin 
the last two years , and judged by med ia arts professionals 
who always include both arti sts and cu rators from media 
arts centres around the coun try. Even the time of year it 
is held (late spring) has changed very little. 

AFVF's main purpose is to present winning films and 
videotapes to local and regional audiences who rarely 
would see them in any other context, and to create the 
opportunity for a dialogue between the artists and the 
audience by also presenting the artists in person and by 
sponsoring workshops related to specific aspects of inde­
pendent film and videomaking during the festival. 

Since the first festival, a call for entries has been sent 
out nationally, a panel of four jurors has been assembled 
(two for film and two for video) and they are responsible 
for cho9sing the winning works based on prizes raised 
within the Atlanta community for categories that include 
dramatic;, experimental, documentary , animation, and 
student. The location of the festival at the Woodruff 
Arts Centre, where the High Museum of Art (HMA) has 
donated space, staff, and publicity support, but has wisely 
·kept a hands-off approach to the form and content, has 
also remained stable throughout the years . 

This overall structural stability has enabled the festival 
to be flexible from year to year in both its screening 
formats and content, as well as to be adaptable to the 
changing media technologies that have occurred over the 
past 12 years. The fact that it is both a film and video 
festival has enabled it to present the rapidly changing 
styles and types of video art, as well as to maintain a 
broad spectrum of independent film winners. 

When I first worked with IMAGE board members 
and the then-director, Anna Marie Piersimoni, on the 
festival in 1980, I only saw parts of it (the judging process 
and the publicity) . When I became the Executive Director 
of IMAGE in 1984, Linda Dubler was the Festival Director 
and she worked with me to run the 1985 fest ival before 
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leaving to become the first Film and Video Curator at 
the High Museum later that same year. It was then that I 
learned how the entire festival was organized, and what 
did and didn 't work in terms of all the elements that had 
to happen in order for tlhe festival to take place. 

Each year since, I've been able to make changes and 
fine-tune procedures and timelines in order to ensure that 
the festival at least breaks even financially and doesn 't 
kill the staff with too much work . 1 've also learned how 
to ensure more participation from more media artists 
(target the mailing list and hold a national conference!) 
and have enough time for publicity (start six months 
early and allow three months between the judging and 
the festival) . 

I've also come to un derstand how a media arts festival 
helps support the entire media arts community , both 
locally and even internationally , on a variety of levels, 
beginning with the individual artist . It was this year's 
fes t ival that taught me the importance of each artist 
when the video judges (Anne Bray and Paul Wong) , who 
are both artists and curators, held discussions during the 
judging about the entry fee and the reasons artists enter 
festivals . I now understand how tough it is to spend the 
money and time just to submit one 's work to a festival, 
with only a small chance of winning a prize, and I truly 
appreciate the large number of artists who sent their 
works in this year and every year past to our festival. The 
debate over whether to charge a festival entry fee , and 
how much, continues . 

The AFVF also enables curators and programmers 
throughout the national media arts community to 
discover new works and artists - either through judging, 
attending, or learning of the winners from those who 
viewed them. I was pleased last year to recommend several 
video artists to Neil Seiling, the curator for the new works 
at the 1987 American Film Institute 's Video Festival , 
who in turn programmed some of the works and gave 
those artists well-deserved national recognition not 
possible from just being shown at our festival. 

Several winners of early festivals who were new or 
unknown in the larger media arts community have since 
become established, internationally-known media artists 
and feature filmmakers .. It's not that people like Susan 
Seidelman, Mitchell Kriiegman, Spike Lee, Skip Blumberg, 
Bill Viola, Jane Aaron, and Ross McElwee gained more 
national recognition from being presented at the AFVF, 
but the local audience and media arts community were able 
to see their works in the early stages of their careers and 
sometimes meet them in person. 

On a regional and local level, the AFVF attracts a 
larger-than-usual number of the general public to see 
media art for the first time because of the amount of 
publicity generated and its High Museum location, which 
helps IMAGE and the HMA both develop a year-round 
audience . The AFVF als;o attracts local and regional visual 
and performing artists who are interested in film and 
video as interesting art, or as possible new forms of 
expression for their works. They may also be looking for 

AIFVfeiq ~ 

SIX TH ATLANTA 
INDEPENDENT 

FILM & VIDEO FESTIVAL 
APRIL 14-18, 1982 

by Robin Reidy 

IMAGE~ 
·--··-- ... -----·--·""' ... 

AnANTA FILM & VIDEO FESTIVAL 
A CEl.EBRATlON: TEN YEARS OF SOUTMERN INDEPENDENCE 

media artists as collaborators, and it enables them to find 
each other and begin critical dialogues about media as 
self-expression and as art. 

The AFVF has a budget of about $15,000, which is 
extremely small, and which limits its scope and size, as 
well as its stature in the hierarchy of media arts festivals 
across the country. The money is raised through entry 
fees, prizes from local companies, in-kind space, hotel 
rooms and food donations, program ads, and sponsorships 
of events . Costs are kept low through volunteer help, 
free publicity from the local press, in-kind donations from 
the HMA, and the fact that the IMAGE staff runs it along 
with all the other day-to-day IMAGE activities. 

If the AFVF is to ever change its size, scope, and 
national prominence, a full-time director who would also 
serve as a fundraiser would have to be hired by IMAGE, 
and fundraising for just the festival itself would be a 
year-round activity . At this point, 1 'm ambivalent as to 
whether I think that should happen. I feel that the festival, 
in its current form, is very effective in terms of what it 
does for Atlanta, the region, and the national scene, and 
it can even turn a profit if it is run well. I've learned that 
bigger is not always better, and I'm not sure that there 
will ever be much more of an audience for the festival 
unless a national event like the NAMAC conference can 
help bring in people from the rest of the country. 

As it now exists, the Atlanta Film & Video Festival 
continues to evolve and function primarily as a major 
showcase of new independent film and video works from 
across the country . It . remains one of the few film and 
video festivals anywhere where both first-time and estab­
lished artists can have their work recognized and exhibited 
in an open, supportive context that is inclusive and all­
embracing of the wonderful diversity of form and content 
found in the media arts today. 
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THE 12TH ATLANTA 

FILM/VIDEO FESTIVAL 

The " Best Video" series at the Video In , Ju ne 29-30, 
1988, presented the 'best of ' the 12th Atlanta Film & 
Video Festival, held in Atlanta in conjunction with the 
NAMAC (National Alliance of Media Art Centres) Con­
ference May 18-22, 1988. The videotapes screened over 
the two nigh ts at the Video In included works in the 
follow ing seven categories: Best Digital Video Effects ; 
Best Documentary ; Best Student; Best Southern (a 
curious category , to say the least, considering that there 
was no 'Best Northern ', or 'Best Western ' for that matter) ; 
Best New Narrative; Best Dramatic ; and Best Experimental . 
Both screenings were just under two hours, with most of 
the videotapes being relatively short (under 30 minutes), 
but included at least one 58 minutes long, clearly tar­
geti ng the 'feature-length' broadcast market of public 
television . 

The " Best Video" series was screened in Vancouver 
because one of the two video judges, Paul Wong, is 
resident at the Video In . The other judge , Anne Bray , is 
the Video Coordinator at LACE in Los Angeles. They 
viewed over 200 entries from the U.S., Canada, and 
England before selecting the winners. In the case of this 
year's fest ival , the number of entries was substantially 
higher because of the profile provided the winning entries 
(and those given honourable mention), which were 
screened during the NAMAC Conference. The conference 
has the approximate significance that the ANNPAC 
Conference has in the Canadian context, in that it provides 
a nat i.onal fo rum for representatives from media art 
cen tres throughout the U.S. This fact alone proved 
nough of an enticement to elicit the high number of 

entries, in spite of the condition that the entrant pay an 
'entry fee ' of $25 (U.S .), plus shipping - a term to which 
many artists strongly object. 

The annual festival, which has been running since 1977, 
is organized under the umbrella of local media arts pro­
ducers and centres, but specifically through the auspices 
of IMAGE Film/Video Centre (Independent Media Artists 
of Georgia , Etc.). The festival director, and Executive 
Director of IMAGE , is Robin Reidy . She describes the 
festi val 's main purpose as "presenting winning films and 
videotapes to local and regional audiences who would 
rarely see them in any other context, and to create the 
opportunity for a dialogue between the artists and the 
audience ". The festival is described as a 'national compe­
titi on ', but obviously international works are considered 
(al though only one of the winners, The Story of Feniks 
and Abdullah by Luc Bourdon , wasn 't American) . The 
entries have to have been produced with in the last two 
y ars . The prizes, which are nominal ($200 to $250 U.S . 
per category) , are raised through local sponsorship . The 
entry fees go to pay for the fest ival's administration . 

The fi rst nigh t 's screening featured the " Best Digital 
Video Effects " and the "Best Documentary " categories. 
Out of the Mouth of Babes by Sherry Millner/Ernest 
Larsen was one of the best tapes in the entire 'best of' 
screening. It provided a funny - but never hilarious 
because of the subject matter - commentary on U.S . 
pol1c1es in Central America by using the metaphor of a 
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child 's developmen t and learning of the English language, 
as a yardstick for anyone to learn - let alone figure out -
the rationale behind America 's foreign policies with its 
southern neighbours . At various times within the 25-
minute tape , the child-subject is aligned with both the 
victim and aggressor of the U.S. in Nicaragua, Cuba, and 
Panama . We see the child jumping on a tiny trampoline , 
on which a map of Central America is drawn, while the 
voice-over states that "when you jump, you jump as an 
American , and when you land, you land as an American -
on someone else 's territory ". Later in the tape, the child 
becomes victim when the mother asks her if she minds if 
the mother puts words in her mouth , speaks for her and 
prevents her from speaking. The irony is brought full­
circle when the child , who appears to be about two years 
old and is just learning to talk, is sitting on her father's 
lap. He asks her questions about the history of U.S. 
intervention in Central America. " Did you know that 
from 1917 to 1923 U.S. troops occupied Cuba?" The 
child answers "yes" and thereby reveals the patent 
absurdity of the value of this historical knowledge anyway. 
Yet, in spite of the fasci nating storyl ine and how cleverly 
it was told , this tape won the 'best' denomination for 
Digital Video Effects. Without having the benefit of 
vi ewing its competitors, it must be presumed that the 
judges chose this work for its digital simplicity. No doubt 
this category attracted a number of digitally stu nn ing and 
complicated works, but the MillnP.r/ Larsen tape likely 
stood out for its rudimentary , but ingenious , use of 
effects . These varied little from an arrow drawn to wards 
the child's mouth over the image while she was speaking, 
to the mouth drawn over the image of Reagan speaking, 
to a brief text written over Reagan speaking from the 
Oval Office, coupled with the word "threat " super­
imposed over both . 

The second tape was Blue Collar and Buddha by 
Taggart Siegal in the " Best Documentary" slot. This 
videotape represented a rather straigthforward document 
of local community issues in Rockford , Illinois. The 
58-minute length and format made it fairly clear that this 
work was produced with an eye to the broadcast market. 
The programme notes described it as "a fresh , fascinating 
look at how a Buddhist community lives more or less 
comfo rtably with Middle Americans ". While it is question­
able whether this statement is accurate, in that this is not 
really a 'fresh ' look at the age-o ld dil emma of assimil a­
ti on /a lienation , it is certainly true that this work captures 
certain truths and passions about racism and xenophobia . 
The producer has focussed the look at cultural differences 
through an examination of the religio us differences 
between the indigenous 'American ' population of 
Rockford , predominantl y Christian , and the new arrivals 
fro m Laos and Vietnam who, in thi s tape anyway , are 
predominantly Buddhist. Whi le recognizing the fact that 
to tell the story of many of the refugees fro m South 
East Asia means to examine the various church groups 
that origi nally sponsored their comi ng, there are stil l 
certain troubling religi ous undertones to this tape. There 
is a questionable al lowance fo r acceptance and agreement 
with certai n 'Christian' values . However, the most inter-
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esting side of the tape was not so much the obvious 
v1ct1 m status that the new arrivals received, but the ugly 
face of America revealed in ci nema verite by the rendeck 
interviews in the bar with the locals . The latest wave of 
immigration has had the effect of uniting this 'white 
trash' element with the blacks, as stated by one inter­
viewee, " We and the blacks don't live as well as they do ." 
The audience reaction , both at the NAMAC Conference 
and at the Video In , was also instructive, in that comments 
were made about 'white people being not very well-treated 
in this tape '. Funny how it feels when the shoe is on the 
other foot. 

The following night 's screening (which began with an 
impromptu visit to the Video In by the directors of 
China 's five major film studios, who happened to be in 
Vancouver courtesy of Telefilm ), began with ?What's 
Up ?, the " Best Student" videotape . This 33 minute tape , 
to ld through the personal stories of the kids portrayed, 
investigated what it is to be a man . The tape, which was 
a collaboration between a team of professional artists 
and the students at California 's Masada Reform School , 
was created by the students and told in their own some­
what simplistic style. It fit well in this category for being 
accurately representative of the type of work done by 
students. Through fast edits, rap-sty le music, and jive­
laden voice-over stories, the work explored the views that 
these ~ids , and society, have of themselves. The low-tech 
presentation quality created a fee ling for the street culture 
th ese kids live within , with images of running from the 
cops, scratch vi deo clips of jumping over the fence, out of 
the way and into the ritual basketball game. The tape ends 
with an interview-style cameo of each of the par tici pants , 
talking about themselves, their likes and dislikes, and 
whatever came into their heads. "Tim " tells jo kes , 
" Richard " ta lks about basketball , "J im " philosophizes 
about choices, "Steve" about how he became a car thief, 
" Janal" about science fictio n, " Joe" about gir ls and 
"Melvin " about football. The only flaw in this otherwise 
excellent student piece is that it displays the usual fear of 
cutting in immature work . 

The most disappointing vi deotape in the series was th e 
winner in the curious " Best Southern " category. With out 
belabouring the point about th e logic of this categoriza­
tion, this tape was judged to be the best of the apparent 
meagre selection received from the south ern U.S.O 'Gene's 
Story by Paula Granger presented an intimate loo k at a 
personal frie nd dying of AIDS. It should perhaps have 
remai ned as a person al remembrance of th e victim ra ther 
than being placed in the art context because in terms of 
originality, subtl ety , or a resh app roach to AIDS , this 
tape is sadl y lack ing. It presented a straightforward and 
conservative look at the last few months of O'Gene's 
life , with tearful shots of his lover , frie nds, and obvious 
weight loss. The presentation was no different than the 
usual (o r what has become usu al in today 's worl d) 
portrayal of someone dying of Al DS , without an y insights 
or attempts at creativity. That in itself would have been 
fine but one would have thought that to be judged 'best' 

Continued on page 18 
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An ne Bray, LACE 

NAMAC 
Kath y Rae Hoffman, C.A.T. Debra Zimmerman (Women Make Faces) 

Luc Bourdon, Le Videograph 

SOME THOUGHTS ON 
INSTITUTIONAL SUPPORT 

I. 

The representation of art, experimental film, and 
video is extraordinarily important in a society noted for 
its institutional racism , sexism, and homophobia. That is 
to say that we were all raised within institutions whose 
ideologies perpetuate undemocratic and narrow represen­
tations of individuals and groups of people whose color, 
gender, or sexual perferences were different than white, 
male , and heterosexual. We have all been contaminated 
by these vile constructions of " the other" and to seriousl y 
implement change in programming, staffing, and basically 
rewriting ideology requires daily commitment to these 
issues. 

If we want to do justice to marginalized peoples , it 
is not enough to just bring them into the system to have 
an evening of their films, to address the issues of feminist 
filmmaking through a panel discussion , to support a 
lesbian and gay film festivai by providing screening space, 
to hire a Chicano . One night of films by blacks, one pane l, 
one festival , one employee leave the institution unchanged. 
Institutional support requires more than tokenism. A 
single individual, group, event is left without power to 
speak too strongly, too loudly , too critically for the very 
reason that they depend upon the institution which has 
brough t th em as resources but left th em with out security. 
The fear exists th at if one speaks too strongly she/he will 
alienate the powers that be and by doing so will cut off 
future venues. 

Tokens are useful but they cannot be expected to do 
the job. The institution itself must take on this burden . 
The white heterosexual male , the person who is often 
empowered , who really takes on this responsibility and 
puts his authority behind representation of minorities can 
make more happen than a series of events that change the 
surface but not the underlying ideology nor its structure. 
The white heterosexual male needs a staff of minorities 
to advise him on programming, community outreach, 
education on our endangered genre, experimental film. 
Th is is where radical change can be made, change of the 
basic ideology that governs the institutions tha t 
perpetuates the racism, sexism, and heterosexism we no 
longer will tolerate. 

Experimental film is an endangered genre in the 
Western world. Without institutional support on all levels, 
it too may vanish or be relegated to such margi nal repre­
sentation that a shrinking coterie can no longer support. 
Vitality in the arts exists because of diversity just as a 
society offers more through plu ralism than prescriptive 
norms and one-dimensional politics. NAMAC and other 
institutions can assist the contin uation and growth of this 
genre that exists by thrivi ng on the edge of change by 
lobbying for an introduction of experimental film in our 
educational system beginning in pre-school and continuing 
through higher education. Presently de facto, we have 
abandoned this instruction to commercial television and 
motion pictures. 

11. 

As an experimental fi mmaker and lesb ian fe minist, I 
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have advocated that radical content deserves radical 
form . In 1979 I had my first screening outside of the 
supportive lesbian feminist community when Terry 
Cannon, then programmer at Film Forum in Los Ange les, 
asked me to show my films in a venue of experimental 
films . I had already completed several experimental films 
of lesbian feminist content and had shown them regularly 
in the Bay Area of San Francisco; as well , they were 
distributed by early women 's film co-operatives. In both 
cases, I was called upon to explain my unorthodox form 
and content. To the femi nist community I introduced my 
films in the li ght of the for mal concerns of experimental 
filmmaking. To the experimental film community I 
spoke about the importance of unrepresented content. 

I believe that a conventional cinema such as classical 
narrative is unable to address the experiences or issues of 
lesbi an and gay percepti ons , concerns, and concepts . 
When an audience awaits the image on the screen it 
expects a heterosexual narrative to unfold , and the 
second probl em I want to address here is that the 
audience is usually not disappointed . Even if the charac­
ters are lesbian , th e script dominates and projects lesbian 
characters within a heterosexual world of role-playing, 
love-making, and domestic and professional li fe. I say 
this because of the numerous recent films that suppose 
to be lesbian have failed to address me as a lesbian spec­
tator. The romance , the on-screen gaze, the plot, the 
character development are all situated within a hetero­
sexual lifesty le or a Hollywood imaginative lifestyle made 
for the cinema. Certainly the women I have seen on the 
screen , their issues , the story, the mise en scene do not 
relate to the personal experie nces I live and have lived 
as a lesbian woman for twenty-eight years in the Western 
world. Lesbian cinema is on an invisible screen . 

"By 'The Invisible Screen' do you mean pictures drawn 
in lemon juice backwards that when heated can be read 
through a mirror?" asked a friend. It has been almost that 
difficult to see lesbian representation in cinema. The 
lesbian imaginary is carried in a back pocket inscribed in 
invisible lines until heated .. . by the projector lamp. 
Th is lamp , having not been lit, the secret drawing, the 
mysterious code, the invisible sign are hip pocket-bound; 
they are off-screen. 

How could this be, one asks, in the age of Desert 
Hearts, Lianna, Personal Best, She Must Be Seeing Things 
as the on-screen space is filled with seeming "lesbian 
representation ." But these fi lms posit the lesbian inside 

the heterqsexual discourse. There is no " lesbian" to 
deconstruct as the discourse of the gendered subject is 
within a heterosexist authority system. The lesbians act 
out heterosexual gender roles and positions rathe r than 
claiming any difference ; even the sexual practice is 
situated in heterosexuality. 

As a runaway fro m the political regime of heterosexu­
ality, I and other lesbian filmmakers began to construct 
a lesbian cinema in the early seventies . Visib ility was the 
central concern for lesbian women making cinema at this 
time for th e simp le a.nd profoundly sad reason that there 

were few or no pictures, images, representations available. 
The screen space, on and off, was blank . Not just mar­
ginalized, but not there. There was no cinema to decon-

1 struct. There was no gaze to analyze. Lesbian image­
makers in the seventies were forced by critics into th e 
"camp of essentialists" because of the extreme urgency 
of their need to make lesbian representation. A margin­
alized and oppressed group must make a mark first, 
define a form, make a statement that they exist. As we 
made films of lesbian representation we were categorized 
by the emerging femi nist semioticians and theorists, 
newly emerged themselves from French studies with 
Christian Mertz, as "essentialists." Because we had rep re­
sented lesbian women , the assumption that we inhabited 
these representations with biological, essential "meaning­
ness " separate from ideology or social construction was 
falsely made. 

I, for one, as a lesbian cineaste, take a more eclectic 
and I hope eccentric view of the lesbian representation s I 
made in the seventies . The lesbian women I imaged in 
film were constructed by their society, the general and 

. dominant society as well as the marginal society of the 
lesbian community. As well , we discovered who we were 
as we stepped into the void, the invisible , the blank screen, 
and named outselves " lesbian ." That was the first step . 
There could be no semiotics if there were no sign. The 

, lack we felt as we began this early naming process was no t 
the lack of a phall us, but the singul ar and significan t 
lack of representation. The image did not exist, th e 
picture was not made, the word scarcely heard in discourse 
nor seen in text. 

Unti l recently, the dominan t discourse of feminist 
criticism has not addressed this issu e but has continued to 
ignore, and by doing so support the invisibility and there­
fore repression of lesb ian cinema. To dismiss the earl y 
naming and identity films with the highl y-charged and 
emotive term "essentialist" further removes the oppor­
tunity for discourse in a climate where deconstruction, 
Marxist, psychoanal ytic, and Lacan ian theories prevail. 

This is not a statement of essentialism, although some 
may call it so . It is an eclectic stance I prefer to take . This 
reidentification of lesbian self through lesbian sexual 
experience is but one part of lesbian representation. There 
are many parts and practices of lesbian experience to be 
represented . In physics, light can be understood through 
wave and particle th eories at the same time. So too, there 
can be multipl e, co-existing and different theories and 
understandings of " lesbianisms" through a variety of 
readings. 

One of these readings is experimental cinema. There is 
an on-screen space, a lesbian on-screen , but it is in the 
marginali zed cinema of the avant-garde. The cinema made 
by and for the social order of one. The cinema that 
makes its own construct where form and conten t are 
inseparab le. I don 't think one can make a lesbian film 
using a patriarchal and heterosexist mode such as the 
conventional narrative . Plo t points are male points. We 
are radically-changing people, and we cannot reproduce 
that radicality using conventional form s. * 
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How does the Jury decide? 

NAMAC " 
Barbara London, M.O.M.A. 
Cecelia Condit, John Mabey 

STATEMENT OF THE 
THIRD WORLD C}~UCUS 

STATEMENT OF THE THIRD WORLD CAUCUS AT 
THE 1988 NAMAC CONFERENCE 

In Spanish: 

Whereas our general concerns were addressed by the 
caucus, we make the following recommendations to the 
general membership meeting of NAMAC, Satu rday, 
May 21 , 1988: 

Alex Roshuk, Le Videographe 

Ad Hoc Third World Caucus Participants: 

Paul Wong 
Video In 
1160 Hamilton Street 
Vancouver, B.C. 
Canada, V6B 2S2 
(604) 688-433.6 

Monica Freeman 
P.O. Box 2171 
Decatur, GA 30031 
(404) 292-3775 

John L. Butler 
OVRMAC 
4C Andover Court 
Athens, OH 45701 
(614) 593-4316 

Reginald Woolery 
Media Alliance 
356 West 58th Street 
New York, NY 10019 
(212) 560-2919 

Marlina Gonzalez 
Asian CineVis ion, Inc . 
32 East Broadway 
New York, NY 10002 
(212) 925-8685 

Yvette Nieves-Cruz 
Latino Collaborative 
P.O . Box 1952 
New York, NY 10156 

Lamar Williams 

Where are women, gay and lesbian, Black, Latino, 
Asian, and Native American media producers? What 
type of works are they producing? How are they managing 
to overcome obstacles of funding, and what kind of 
support do they need? These questions represent some of 
the concerns of some of us who have participated in this 
year 's conference. 

Statement continued in English: 

Contact other media centres designated as serving 
Third World people and inform them about 
NAMAC, this conference, and seek their presence 
and participation in NAMAC's '89 conference on 
Visual Education to be held in Rochester, New 
York. 

Identify critics, wri"ters, scholars, historians, and 
contemporary film/video/audio artists/producers 
and their work for presentation at NAMAC '89 . 

Dorothy E. Thigpen 
ACTV -Cable 21 
394 Oak Street 
Columbus, OH 43215 

New Liberty Productions, Inc. 
3500 Lancaster Ave. 
Philadelphia, PA 19104 

Whe~eas the past three or four days of the 1988 
NAMAC conference have been generally informative and 
we .. ar~ excited by the future prospects of NAMAC, there 
has been a pervasive feeling among individuals and repre­
sentatives of organizations interested in a strong Third 

. World presence in the media arts and NAMAC, that ciur 
artists and issues have been underre.presented. · 

Coming as we do from traditionally oral CIJltures; we 
feel a sympathetic identification with the official l?osition 
of independent audio/radio producers and artists in the 
field. 

We began with the question whether we should take 
NAMAC seriously. After some discussion regarding pro­
gressive work and funding recognition, we decided that, 
yes, we should take NAMAC seriously. 

Consequently, in our general caucus meeting on 
Friday, May 20, 1988, we met to discuss possible ways of 
increasing our numbers, faces, clarifying terminologi_es, 
identifying areas of concern, and generally replayed 
debates that have been glossed-over or left uninformed by 
workshop facilitators; and to work toward the March '89 
conference in Rochester, New York, especially with its 
focus on education, in an empowering, organized fashion . 

A PROJECT OF 

Work with NAMAC planners/board members 
regarding correlation between deficient Third 

· World film/video/audio particularly, and confer­
ence costs and expenses. 

Receive copies of the Media Action Project 
(M .-A.P.) report/publication, so that Th.ird World 
.media organizations, art councils, arid fellow 
m"edia members may embrace the poignant issues 
we are faced with, and create lasting mec:hanisms 
of c~mmunication with_ .Third . World, women, 
and gay and lesbian media communities: ·· · 

Begin a process of communication and advocacy 
among Third World media groups, centres, pro-. 
grammers, and artists that has not existed before, 
the lack of which has stunted our ·ability to be 
recognized· or taken seriously (as was spoken 
about by audio partic;ipants of themselves). 

We appreciate this; opportunity to present this 
.statement, and we recognize -the board's attention to ttie 
failure of Third World participation in NAMAC at the 
1983 conference when- Asian American media artists 
addressed this issue. 

SCREENINGS September 15, 16, 17 at the 

Linda Mabalot 
Visual Communications 
263 South Los Angeles Street 
Suite 307 · 
Los Angeles, CA 90012 
(213) 680-4462 

(215) 387-2296 

Cheryl Chisholm 
The Eager Eye 
2844 Engle Rd . 
Atlanta, GA 30318 

Artists' Video Access & Network 
c/o RAPA RT Center 
13429 Cedar Rd. 
Cleveland Hts., Otj 44118 
(216.) 932-9497 

Jim Taylor Community Film Workshop 
1130 South Wabash Ave . 
Chicago, IL 60605 
(312) 427-1245 

Bob Wisdom 
Institute of Contemporary ~rts 
The Mall 
London SW1 Y SAH 
England 
01 930 0493 

SATELLITE 
VIDEO 

EXCHANGE 
SOCIETY 

VIDEO IN and ROBSON SQUARE MEDIA CENTRE 

"New York Batavia", Rien Hagen; 
"Green Card: An American Romance", Bruce and Norman Yonemoto; 
"Playing With Fire", Marussia Bociurkiw 
"Gertrude Stein and Companion", Ira Cirker 
"Out of Order", Birmingham Film and Video Workshop 
"Tristesse Modele Reduit", Robert Morin 
"Quartet For Deaf and Blind", Norman Cohn 
"I Do Not Know What It Is I Am Like", Bil.I Viola 

COLLOQUIUM September 18 at the VIDEO IN: 

* 

"FEATURE LENGTH VIDEO: ELECTRONIC FILM OR REVOLUTIONARY?" 

FEATURE 
LENGTH 
V I D E 0 
MCM LXXXVI 11 

A VIDEO IN PRESENTATION 

For more information: 

1160 HAMILTON ST., MINCOUVER, B.C.~ CANADA V68 282 TEL. (6~) 6,8-4336 
VIDEO GUIDE 1988 9 
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ASIAN-AMERICA:N VIDEO FESTIVAL 

SOME NOTES 

The sixth annual Asian-American In tern ational Video 
Festi val was hel d in April 1988 in New York City. The 
fi rst Video Fes tiva l was held in December 1982, under the 
auspices of Asian Cine-vision; the circumstances and the 
continuity of th e festiva l are worth noting. 

In 1982, the Asian-American International Film 
Festival was in its fifth year. (The " In ternational" was 
added in the third year, when it became common practice 
to include feature film selections fro m Asian countries. ) 
Initially, the Asian-American Film Festiva l had been a 
project of something called the Basement Worksh op, 
a non-profit arts organi za tion in New York City's China­
town . However, by the third year, the idea of hav ing a 
separate organization for the Asian-American Film 
Festival proved untenable, and the festival was brou ght 
under the umb rella of Asian Cine-vision , at that time a 
small media centre in New York City's Chinatown. 
(One of the notable pro jects of Asian Cine-vision was a 
public-access, cable-television show which was sh own 
nightl y. The show was in Chinese, and presented news of 
Chinatown and feature reports of the Asian-American 
community.) Peter Chow was and is the executive direc­
tor of Asian Cine-vision . For the first festival, he had been 
brought in as the publicity consultant. By the third year, 
he was the executive director of the film festival (since it 
was now a project of Asian Cine-vision). There was 
nothing underhanded or covert about any of this. The 
film festival had grown in terms of its administration and 
organization, and it needed a larger organization. Initially, 
the first Asian -American Film Festival was organized by 
Fern Lee, Danny N.T. Yung, Tom Tam, and me . Danny 
Yung was also the administrator, a task he shared with 
Chuck C.N. Lee. 

What I hadn 't realized (since I had little contact with 
such a thing) was that there was a whole "Asian-American 
network" out there . Asian Cine-vision, the Basement 
Workshop (an alternative arts organization run out of New 
York City's Chinatown), Bridge: An Asian-American 
Perspective (a journal published under the auspices of 
Basement Workshop, then under the auspices of Asian 
Cine-vision), the Asian-Ame.rican Media Group, The 
Pacific Asian Coalition. These were only some of the 
manifestations of this Asian-American network . What I 
soon found out was that many of the same people were 
part of the different organizations. Just as an example : 
Danny Yung. Danny was (and is) a remarkable person, 
with many irons in the fire. He was on the editorial 
board of Bridge , he was part of the Pacific Asian Coalition, 
he was one of the original organizers of the Asian-Amer­
ican Film Festival, he was on the board of the Basement 
Workshop, he was on the board of the Asian-American 
Dance Theatre (which had been started by his sister, 
Eleanor Yung) . I mean : Danny was a one-man Asian­
American network in himself. He was the one, in fact, 
who made me aware of the Asian-American network. 

The idea of a specific Asian-American network has 
been one which has proven to be very problematic for 
Asian-American media. Quite frankly, there has been a 
programmatic approach to Asian-American media in 
terms of a lot of organizations, foundations, and associ­
ations. What this has meant is that a particular image of 
the Asian-American experience has been shown, and it has 
been one which has not proven to be of great interest. I 
know that sounds really rude to say, but an example 
can be given in terms of the "Silk Screen" television 
series on the Public Broadcasting System in the United 
States . Now in its third season , this series (a collaboration 
of independent films by and about Asians or Asian­
Americans, administered by the National Asian-American 
Telecommunications Association) has concentrated on 
presenting documentaries that are about "the immigrant 
experience" in some form or another. During the first 
season, WNET (the PBS station in New York City) ran the 
series on Sunday nights, which was the time slot alloted 
to "independent television 11 (such series as "Independent 
Focus", "Alive from Off-Center " and " New Television " 
are run on Sunday nights , after 11 :00 pm) . This season, 
"Silk Screen" is being shown on Wednesdays at 6 :00 pm 
(a totally thrown away hour). Among the films to be 
shown this year are Lisa Hsia's Made In Chinato wn (which 
is a film about her trip to China) and George Ow, Jr.'s 
Dollar A Day, JO Cents a Dance (which is a documentary 
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about Filipino immigrants in California during the early 
part of the century). The point is, after one or two of 
these films, fine. But does anyone know how many films 
there are about (for example) Chinese-Americans making 
a trip to China to visit the land of their fathers or mothers? 
Do you want me to tel ~ you how many films like that 
there are? Or how many films there are where the film­
maker has interviewed his or her family about their 
experiences as immigrants? This year, for example, eight 
such films came over the transom during the selection 
period for the Asian-American Film Festival. I am not 
kidding: eight! The only one of those films which was 
hotly debated was one in which the filmmaker turned 
out to be gay (and she acknowledged herself as such). Do 
I hear hints of prejudice within the Asian-American 
media community? You bet! 

1 'm bringing this up because, for better or worse, the 
Asian-American Video Festival (it's another one which 
added " International 11 to its name when videotapes from 
other countries, includnng Japan and the Philippines, 
were included) has been the most open forum for work in 
the Asian-American media community. In a way this was 
unavoidable. For example: the Asian-American Film 
Festival is organized so tlhat there is a selection committee 
for Asian-American films, and a selection committee for 
Asian films. The films are all lumped together: documen­
taries, experimental, narrative . Unfortunately, the bias of 
the selection committee is usually very solidly behind 
works that display a fixed notion of Asian-American 
identity. But with the Asian-American Video Festival , 
the selection is usually divided between one curator for 
"experimental/narrative " works and one curator for 
"docu mentary" works. And , with video, it's impossible 
to ignore the experimental/avant garde/non-narrative 
work, because artists such as Taka limura, Shigeko 
Kubota, and (of course) Nam June Paik work in this 
mode. So how can they be ignored? The whole point of 
the Asian-American Video Festival was to highlight the 
importance of Asian-Amierican artists to the field of video 
and how could that be done by ignoring the man acknow­
ledged to be the "father of video art"? So the Asian­
American Video Festival had to be open to non-narrative 
work (and that included the work of Tomiyo Sasaki , 
Jan ice Tanaka, Rii Kan zaki, and the late Theresa Cha) . 

One of the interesting factors in terms of the Asian­
American Video Festival has been the multiplicity of 
formats. Although sigle-channel works have been the most 
prominently featured , there have always been installation 
and multi-channel works included , as well as performance 
works . (In contrast to this , the Asi an-American Film 
Festival has never shown any installation works; multi­
projecti on work and performance work have also not 
been included in the Film Festival.) The variety of works 
in the Video festival have been matched by the varied 
meth ods of presentation. The Video Festival has been 
presented in clubs, in galleries , and in film exhibition 
spaces . All of these facto rs have kept the Asian-American 
Video Festival a uniquely lively forum. 

During the first year of the festival, the coordinating 
committee consisted of Renee Tajima, Amy Chen, Nancy 
Mei-Yu Tong, and me. At that time, Renee, Amy and 

Nancy were on the staff of Asian Cine-vision; we had all 
worked on the Fifth Asian-American Film Festival, and 
Renee had the idea of creating a corresponding Video 
Festival. So as soon as the Film Festival (held in the 
summer) was concluded , we started to work on the 
Video Festival. We were exhilarated by the amount of 
work which we were able to program, and we were 
astounded by the quality of the work . We were also 
surprised at the support shown towards the festival. 
During that first festival, Nam June Paik and Shigeko 
Kubota, for example, were tremendously supportive, 
expressing their belief that it was important to build a 
sense of community among media artists of Asian heritage. 
It was Renee's incredible energy and organizational skill 
which brought that first festival to fruition. The first 
evening of the festival was a marathon event held at 
Danceteria, a very popular multileveled club in Manhattan. 
(Danceteria has since closed, the fate of many trendy 
nightspots .) Seventeen works were shown that evening, 
plus two installations were on exhibit. Over the next two 
nights, documentary and longer experimental works were 
shown at The Collective for Living Cinema, with an 
additional installation piece on exhibit. 

The problem of where to exhibit video has been 
ongoing in terms of the festival. Clubs, galleries, film 
auditoria: what is the proper venue for video? Right now, 
it should be admitted, a lot of work in video is being done 
in terms of single-channel pieces modelled on broadcast 
work . Yet, even within those parameters, there are many 
variants. During that first festival, for example, one work 
which excited a lot of interest was Bruce and Norman 
Yonemoto's Green Card, a 75 minute dramatic narrative 
work. In subsequent festivals, the Yonemoto Brothers 
have been represented by single-channel pieces, usually 
narrative pieces, which have played on broadcast models 
(advertising, soap opera, situation comedy, television 
talk show). 

The path that the Yonemoto Brothers have taken is 
one which has proven to be one of the most interesting 
for video artists . The Japanese video artist Mako Idemitsu 
has also been working in a narrative mode. Her videotapes, 
which were first included in the second festiva l in 1983, 
are provocative narratives about the effects of television 
on everyday life . Hideo, It's Me, Mama and Great Mother, 
Harumi , the two videotapes from that festival , were 
startling in their sophistication and their wit. Since then 
Idemitsu has continued to have her work presented at the 
Asian-American Video Festival , represented this year by 
two new works, Yoji, What's Wrong With You ? and The 
Marriage of Yasushi. All of her works incorporate the idea 
of television as a central fact in contemporary life , and use 
the television as both prop and metaphor. Her famil y 
dramas concern absence and compensation , often showing 
the ways in which television can replace reality . 

It's difficult to write about the Asian-American Video 
Festival, because each year has been very different. The 
fact th at, each year, differen t people have acted as curators 
has made the Video Festival constantly surprising. For 
example , in the Fifth Asian-American Video Festival 

(1987), curated by Luis Francia (experimental/narrative) 
and Yuet-fung Ho (documentary) , there were a surprising 
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independent media. 

At a recent conference organized by Yvonne Rainer 
and Berenice Reynaud at New York City 's Collective for 
Living Cinema, there was a panel discussion on the exhi­
bition and distribution of "mi nori ty" med ia. What was 
astonishing was the split that has been developing in the 
media comm unity about this issue. Just as a specific 
example: because of the success of Spike Lee, the idea 
(once again - this idea came up during the late 1960's) 
of mainstream distribution and exhibition of black films 

Bruce & Norman Yonemoto Spalding Gray's Map of LA 

number of new artists, from a wide range of places, such 
as Alan Hiroshi Nakagawa from California, Thamrong 
Prinyaknit and Teeraneetee Tamrongweenijchai , both 
originally from Thailand, Malcolm Wong from Hawaii, 
and Wynette Yao (at that time, living in Pannsy lvania). 
This year 's Video Festival (cu rated by Ping Chong for 
experimental/narrative and Shu Lea Cheang for docu­
mentary) included artists of Asian heritage living and 
working in Australia (the team of Peter Callas and Yochi 
Kajima) and Canada (Paul Wong, Rich ard Fung, and 
Anthony Bernard Chan) . The variety in terms of the 
curators is notable: Lu is Francia is a poet, editor, and 
translator who has also done a lot of work as a film 
critic; Yuet-fung Ho is a film and video producer and 
director who has made a number of documentaries; 
Ping Chong is a multimedia performance artist; Shu Lea 
Cheang is a video artist who has worked in both docu­
mentary and experimental modes . That's a wide range of 
interests, and the Video Festivals have reflected that range. 

Once that's said, it must be admitted that there are 
practical considerations to the Video Festiva l (as there are 
to the Asi an-American Film Festival): it is, quite frankly, 
a networking vehicle, and, for minority artists working in 
the media, it may be a crucial networking vehicle . 
Working in the media is an expensive proposition, as we 
all know. Even video, relatively inexpensive compared 
with film, begins to get costly when post-production 
costs are considered.If you are lucky enough to be able to 
create a work in video which can be edited in the camera 
or which requires minimal post-production work, the 
expenses needn 't add up. If that 's not the case, if your 
video work needs any editing, synching, timecoding, 
whatever, the costs start mounting immediately and 
astronomically. I don't want to get into the differences, 
technical and aesthetic, between film and video . I would 
like to speak about some of the conditions of working 
in independent med ia. 

I think everyone who has created a work outside the 
commercial system of media production will know that 
there are always problems of access. For example, in 
video , as I have mentioned, the post-production costs can 
be very high . And access to video technology for post- · 
production work can be very difficult. Commercial 
studios dealing with video can be prohibitively expensive. 
Many artists who work in the medium have tried to create 
co-operative situations in order to produce work and to 
provide post-production facilities. This is the case in 
Europe, for example, where many of the film co-operatives 
(such as the London Filmmakers Co-op) have editing, 
printing, and sound facilities which can be used by the 
members. In New York City, the Millennium Film Work­
shop has such facilities, in addition to workshops for 
people wanting to learn filmmaking techniques and 
weekly screenings of independent films. For many Asian­
American artists, their first productions were created in 
conditions of great solitude. In some areas, Asian­
Americans are really isolated. Where can their works be 
shown, and what kinds of audiences can be expected to 
see those works? These are not idle questions. These 

questions are at the very heart of the debates now being 
waged on the idea of exhibition and distribution of 

has become one that has taken hold of the black media 
community. The Black Filmmakers Foundation is now 
being used as a forum to provide such mainstream access 
to filmmakers. But what of filmmakers such as Charles 
Burnett (Killer of Sheep, My Brother's Wedding) and 
Haile Gerima (Bush Mama), people whose films are not 
geared for mainstream approval? Once again, these film­
makers are being left without a forum. I don't thi nk this 
is intentional, but the effect is the same. 

In the Asian-American media community, there are 
so many different factions. There are those media artists 
who are gearing their work towards the public television 

for mat, in o rd er to provide informational programming. 
Examples of such people include Loni Ding, Christine 
Choy, and Felicia Lowe. There are those artist who, a ll 
along, have been working independently, on experi mental 
projects, and their work has received littl e or no recog­
niti on from traditional media networks . Some of these 
artists would include Fu-Ding Cheng, Al Wong, and Tom 
Tam. And there are those media artists who , no matter 
what their background (some in documentary, others in 
independent films) , are entering the mainstream : Wayne 
Wang, Steve Okazaki , possibly Arthur Dong. In terms of 
the public television format, obviously that's another 
form of mainstreaming work. So you have these different 
factions, and the question is : Are they mutually e~clusive? 

One of the real problems is that, to a large extent, yes, 
these factions are mutually exclusive. Nevertheless, the 

' networking possibilities within the Asian-American m~dia 
community can be incredibly beneficial, and I shall cite 
what is the classic example. 

In 1978, the first Asian-American Film Festival was 
held, and a young filmmaker, working in the experimental 
field, creating films that were part of the tre nd of "the 
new talkies" as they were dubbed, came from San Fran­
cisco. His film was a 45 minute film cal led New Relation­
ships , and it was very ambitious both technically and 
thematically. The filmmaker was Wayne Wang, and, at 
that time, he was pretty much an isolated person. There 
was an Asian-American media community in San Fran­
cisco , but it was centered o n documentary work. One of 
the organizations which was based in the area (in Oakland) 
was Chonk Moonhunter Productions, which consisted of 
Curtis Choy and Christopher Chow. Through his associ­
ation with the Asian-American media network (in itiall y 
through the Asian-American Film Festival), Wang made 
the acquaintance of the peopl e at Chonk Moonhunter 
Productions , and when it came time to make his first 
feature, he was assisted on the technical aspects of the 
film by Curtis Choy and Christopher Chow . Th is unified 
community effo rt was one of the factors in getting the 
film com pleted for such a low budget. Also, through the 
Film Festival, Wang met Danny Yung, who would be 
one of the co-producers on Wang's second feature film, 
Dim Sum, and would, in fact, raise the initial funding 
from a variety of sources in Hong Kong and Taiwan. 

Now I would be loath to suggest that such "commer­
cial" considerations are the only reasons for networking. 
Actually, the most important factor in the whole network 
is that there are other people who share the same interests, 
and who share some common background. For 
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independent media artists, the difficulties of getting the 
work done, the difficulties of getting the work seen , the 
difficulties of having the work taken seriously seem, at 
times, insurmountable . Wynette Yao, a documentary 
video artist , said recently that, in starting a new project, 
she wanted to work "with other Asian-Americans because 
they would understand the subject matter of her docu­
mentary (which concerns the assimilation of Asians into 
American culture). In video, especially, the difficulties 
involved in distribution and exhibition of video can be 
compounded by the issues of racism and sexism. 

Nam June Pai k Butterfly 

One of the problems with video has always been the 
proximity of the broadcast media. Many artists who have 
used video have used video in terms of its broadcast 
potential, and vario us forms of abstraction, stylization, 
and conceptualization are not immediately palatable to 
broadcasters. The broadcasters want work which is 
easily ass imilated , and they want work which they believe 
defin es a broad-based demographic. And, in the United 
States and in Canada, the belief is that the demographic 
will not assent to a "minority" viewpoint. And so work 
by Asian-Americans often finds itself regarded in a way 
which i_s patronizing or condescending, when that work 
is not ignored. Although this is definitely the case in terms 
of broadcast, the other distribution circuits open to video 
have similar biases . 

Just as an example, though· Nam June Paik is regarded 
as the first artist to utili ze video as hi s medium, Paik has 
not been represented o n a consistent basis by any gallery. 
At the present he is represe nted by the Ho ll y Solomon 
Gallery. Bu t other artists, such as Peter Campus , have 
maintained a gallery affiliation throughout their careers. 
(Campus has been represented by the Paula Cooper 
Gall ery for more than a decade .) Although Nam June Paik 
has had many museum exhibitions (including a retrospec­
tive at The Whitney Museum, the first retrospective that 
institution had for a video artist), his works were not the 
first to be pu rchased for museum co ll ections . In recent 
years the bias towards broadcast vi deo has created exhi ­
bitions of works by video artists who seem obsessed with 
pop culture. When these ex hibiti ons are presented, rarely 
are non-white artists included. Even Paik is often not 
included in such exhibitions, though his works evince a 
fascination with pop culture. 

So, though Asian-American artists remain an important 
part of the history of video art, these artists are often not 
given sufficient credit. The Asian-American In ternational 
Video Festiva l was created to hefp ame liorate this over­
sight . In addition, the aim of the Video Festival has 
always been to provi de the moral support that 
independent artists need to continue working, knowing 
that there rea ll y is a forum that is try ing to look after 
their interests. I would be amiss if I didn't mention 
Marlina Gonzalez-Tamrong. For the past three years, she 
has been the festival director for the nume rous projects 
of Asian Cine-vision : The Asian-American International 
Film Festival; The Asian Cinema and Society Series ; The 
Children's Film Series ; and The Asian-American Inter­
national Video Festival. She is one of the most dedicated 
people at work, and her dedication to Asian-American 
artists is miraculous. I think, finally, what I can say about 
the Asian-American Video Festival is that, if there are 
inequities in terms of exhibition and distribution for 
minority artists working in video, this festival has been 
consistent in trying to provide a genuine alternative . Even 
more than the Asian-American Film Festival (which has 
gone through periods of getting mired in questions of 
accessibility and the proper Asian-American subject 
matter), the Asian-American Video Festival has tried to 
support all artists of Asian descent working in media. The 
six seasons of the festival have been impressive, and it 
continues to develop as one of the most exciting show-

cases around. * 
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NAMAC ON THE EDGE 
by Peter Rose 

For what reasons 
c:msider the issue of 
the historical distinction 
avant-garde and the cultural 
so beloved by modernists, been 
post-modernist dicta that 
once again, 
Is it anathema 
that we can be 
popular culture, 
"recuperation," 
boundaries between 
edge seem so 
Has that persuasive perspective whereby 
is seen as socially constructed 
power 
viewed, now by both left and 
I fas the author, 
so thoroughly dis­
agent of 
whole notion of art is suspect? 
the Independent Feature Project, 
aesthetics, and economics 
shifted the terms of our discourse 
new academy arisen 
institutions dealing 
" ideo art and has this promoted frac­
ranks? 

I am wary of glib 
and I don't feel myself qualified 
comment in detail on 
function 
There are many voices heard 1.5 
of which are in languages 
offend me), and so I 
try 
from 
theoretical 
pragmatic 
as someone who has 
producer, 
programmer, 
"experimental" 
twenty years, but whose polemic is here offered as an artist. 

On the eciae of commerce 

do we need to 
marginality? Has 
between the 
mainstream, much 
what so eroded by 
the edge, 
is invisible? 
to argue 
outside 
beyond 
when the 
the center and the 
permeable? 
all meaning 
gained such 
that the marginal is 
right, with scorn?• 
a la Barthes, b1:?en 
empowered as 
their work that the 
Have ventures like 
and the activities, 
underlying it, 
rightward? Has a 
amongst the 
with film and 
ture within our 

generalizations, 
or prepared to 
the greater cultural 
of marginality. 
on this issue (many 
that trouble, even 
would prefer to 
to address the issue 
both a less 
and a more 
perspective. I write 
been involved as 
pedagogue, 
and partisan of 
work for over 

Several months ago I was commissioned to make a videotape for a symposium 
on art in public spaces. The subject was the fabrication and installation of a bridge 
designed by sculptor Jody Pinto. The tape was to function both as a gallery work, to 
be seen in the same space as Pinto's drawings, and as a public service piece to be 
run on the PBS affiliate here in Philadelphia. To this end I shot in Betacam and 
edited the final tape on 1" at the station. Now I have never edited, mU<:h less 
handled, 1" tape; I think I have been "commissioned," in the commercial sense, 
two or three times in my entire life (although the receipt of a grant sometimes 
feels as if a commission is involved-more on this later), nor have I ever worked 
with broadcast technicians. I approached the experience with some trepidation, 
curious to see how the "others" behaved, to see whether our arrogance at being 
outside the mainstream was merely a front for ineptitude or a genuine claim. 

I have great respect for the people with whom I worked. With few exceptions, 
they were fast, committed, resourceful, and intelligent and it was a great pleasure 
to work with them. The cameraman had a good eye and moved his camera. well. 
My own hand-held camera work did not look so good in the editing suite, I 
confess, and I discovered that the editor had no small sensitivity to visible nuances 
of movement. Kubeika would have been impressed. 

But we discovered some difficulties between and amongst us. For starters, they 
were not used to dealing with sound/image relationships that were non­
synchronous, other than voice-over narration and music. Their equipment, 
indeed, was not structured to handle such complexities easily. Certain 
conventions had arisen in the way they thought about sound and they were 
extraordinarily well-skilled when it came to executing these conventions, but it 
required a great investment in time, and therefore money, to try to reconsider 
those conventions in practice. Consequently, the final product was a great 
compromise for me. We had done it fast, and, by their standards, well, and these 
were not inconsiderable priorities. But it became dear to me that certain things 
could not happen; certain "enunciations" were structurally prohibited by the 
economic context. I began to appreciate anew the value of the days and weeks I 
often spend on singular elements in my own work-- the questions I find myself 
asking, the dead-ends I explore, the patient obsession that seems so much a part of 
my working process. What often seems like a kind of "quiet agony" (to quote 
John Whitney) acquires, in this context, a functional value--like those jungles left 
untended so that strange and "useful" drugs might one day be synthesized from 
the botanical materials growing therein. 

I am not arguing, here, that marginal activity is redeemed by the ultimate uses 
to which it is put; the avant-garde film activity of the sixties and seventies is 
certainly not "justified" by MTV; it is rather that in the dialectical tension between 
the margin and the center, other species of expression erupt and proliferate, codes 
which might one day be found to be part of center cultural practice. There is .a great 
danger in assimilating marginal activity into theories of "larger cultural pr<1ctice", 
a da~ger in arguing that all cultural activity is inevitably only a manifestaltion of 
"dominant ideology" and that the marginal is therefore illusory. Troubling, too, is 
the refusal to recognize any "difference" between "avant-garde" and 
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"mainstream," the failure to distinguish between work which is canonically 
acceptable, (however loosely defined that canon may be), and work which is not. · 
The implication of glossing over functional distinctions is that we thereby propose 

to reduce all cultural activity to a set of normative codes; we propose a hegemonic 
system by which we understand and describe ourselves and we implicitly reduce 
the range of languages in which we make utterances. We circumscribe what can 
be said. This makes for neat cultural theory, but for strait-jacketed practice. 

One might easily view experimental work as worthless from a commercial (read 
right) perspective. (Indeed, a professional acquaintaince, upon viewing one of my 
films, remarked "You mean you actually get paid to do this?" I felt suitably 
chastened.) And one can certainly frame such willful, individualist obsession as 
self-indulgent from a political (read left) position. Such consanguinity suggests 
that we may be on to something here and that our badge of marginality might be 
worn proudly--it's not often that opposites agree. Even if it is only an illusion that 
we are momentarily free from the conventions-in which we are all immersed, and 
that we may then create something, that illusion is worth attending to, is worth 
taking seriously, is worth preserving. To quote Joseph Brodsky, in a recent essay 
on the subject of exile, 

" ... given an opportunity, in the great causal chain of things, we may as well stop 
being just its rattling effects and try to play at causes. The condition we call exile 
gives exactly that kind of opportunity."2 

Outside artstitution 

Dear Major Video Art Distributor-

I write this letter with some double-edged sense of conscience and conscious­
ness, for I intend to have this letter published. Thus, I have you and an audience 
in mind simultaneously. You are coming out with a new catalog and you 
expressed an interest in previewing my work. It has gained some following-- I've 
sold a considerable number of dubs, received favorable reviews, been widely 
exhibited, and would seem to be a good client from your perspective. You've had 
my work now for over eight months. Now I'll admit that, as Jim Hoberman has 
pointed out3.a, we artists, many of us, must suffer the great indignity of serving as 
our own agents, and that this is uncomfortable, sometimes, for all of us. This 
means that we will be obliged to call you, after we have deposited our work, to 
determine whether there is any possibility of our entering into a professional 
relationship with you. Quite often this is not possible, and usually there are no 
hard feelings. Indeed, I think many of us have as much respect for those curators 
who have declined our work graciously as we do for those who have sincerely 
supported it. You are rushed, you never have enough time to do any of the 
projects you'd like; grant deadlines seem to approach continuously; you can't 
contact all of the video artists you currently manage for copy for the catalog; 
you're understaffed; underfunded; maybe you've even wondered whether it's all 
worth it; whether there's something better just over the horizon; another world 
where hobos play in the sunshine and small, shrill music issues from 
hand-cranked harmonicas; where some kind of tapioca-like substance seems to 
permeate all tangible reality; where vast towers from whose polished surfaces 
there gleams the impenetrable light of a conceptual aphorism in which 
catastrophic embrace there is yet the glimpse of an unyielding spectacular specular 
display, a reflection that lies outside visibility- beyond color, time, and name ... One 
has never seen such phenomena before-the words appear before you in etheric 
lettering- Shemba, Parshamba, and Gunjh ........... .. 

We produce the work at no cost to yo~. We make limited editions and send 
them to you for your perusal and take some risk that the tape will be copied while 
away from our us. As a direct consequence of this, you gain a larger view of the 
field and parlay that knowledge up into curatorial power. You amass the power ·ta 
determine what gets distributed, how the medium defines itself, and what issues 
are current. You build up a collection that becomes one of the only sources of 
material on video and· you control access to that collection. (I know a number of 
curators who will not voice any criticism of your practice for fear of losing such 
access.) That you have become an institution unto yourselves is surely no surprise 
to you. The question is whether, despite your unquestionnable integrity and best 
intentions, you have come to exercize monopoly power. I don't doubt that my 
feelings about you would change were you suddenly to choose to include me in 
your collection. And don't doubt that this disturbs me. But I somehow think that 
the dynamics of all this have come to be awfully one-sided. Were there to be no 
other models for constructive distribution, I would throw up my hands and agree 
that the gallery system has finally infiltrated video and that the schematicization 
into Ins and Outs is inevitable and that we'd all better behave if we know what's 
good for us. But I might also point to Canyon Film CCK>p as a counterexample- an 
organization that really seems to help independent filmmakers.8 Maybe you 
would be interested in helping us set up a c<H>p, so that you wouldn't have to deal, 
with such obvious reluctance, with all of us refuse types. 

But you been less responsive than the most conservative television stations 
with which I've dealt; telephone calls are all but useless; your manner does not 
encourage further intercourse. Is this what they mean when they talk about the 
institutionalization of the avant-garde? Is there a way of placing this conflict in a 
larger context? This begins to sound political. We all begin to feel a little 
uncomfortable. 

Marginalized by theory. 
Sincerely yours, 

It is, by nox, a truism that work exists-functions in cultural terms- only to the 
extent that it xan be written about, to the extent that it cax participate in ongoing 
theoretical xiscourse. (This assertion is nothing oxher than a reworking of Hoxlis 
Frampxton's remark axout the imperialistix ambitions of languaxe in general.) 
Withix the past few yearx, this hax implied that only those works compaxible with 
semioxic, psychoaxalytic, feminixt, or culturalist thexries of art were eligible for 
discussion-with an implied "pxivilege" accorded to narrative forms4. I will xot go 
into the historical reaxons for the evolution of thexe partixular terms--they 
supplaxt, predictxbly, the terxs of the forxalist dixcourse that prexeded, and could · 
have served as refrxshing reprise. But they have, instead, become anoxher kind of 
straight-jaxket, another way of writing hixtory that is every bit as odious. (Thj flip 
side oj this is the nojion that only thoje works partijipating in public 
dijcourse/commerce are worth dijcussion.) 

But work, good work, does not often arise from theory, it does not address 
theory, directly--it does not serve, principally, as an advertisement for theory. It 
arises from felt need, from a constellation of needs, images, resonances, and 
questions, and its meanings are both intended and discovered in a process that is 
both painful and exhilarating. And if we are serious, as many of us are--for 



different reasons-- about operating outside mainstream conventions, mainstream 
economics, mainstream thought, then we must also reject the call of theory. I find 
this an immense relief. It means that, as artists, we are free to act without looking 
over our shoulders to see if the work bears the necessary credentials, if it is 
distancia ted, ideological, reflexive, materialist, committed enough to suit theory. 
It means that we can try to form our own "practice ." 

Now it is said, too, in this context, that we are "cultural workers," a term whose 
implications I resist inasmuch as it makes an implicitly materialist claim on the 
nature and scope of our labor. I think this needs to be questioned. I prefer to 
believe that the most recent recurrence of determinism, whereby "social practice" 
replaces "mechanism" as the explanatory perspective of choice, will soon be 
replaced with another paradigm, one which re-values intentional language and 
which "privileges" notions of choice, intention, evaluation, etc. Within the terms 
of this new paradigm, it will be possible to render phenomenolo,g~ as more than 
just constructed fic tion. I refer you, on this point, to Bertalanfflf'· , Dennett6.33, 
and PopperP . As such, we may view artists, once again, not merely as passive 
agents of the materialist forces in which they are embedded, but, like everyone 
else, as potential activists. We consciously strive to create new languages which 
do not, at first, have any exchange value, and it is precisely the fact that our 
"products" lie outside the culturally-defined bounds of utility that they propose 
other kinds of valueT. To call this "work" is "problematic." I know that this is an 
ancient claim, linked, distastefully, to a heroic notion of art that is considered 
naive, outmoded, and reactionary. But there it is. Lacan and Barthes 
notwithstanding, the author I artist does exist, does speak, and it is an arrogant 
cynicism that disempowers us, forcibly estranges us from ourselves, by arguing 
otherwise. "The myth of the individual" is itself a myth, sustained by current 
trends in thinking that are themselves deeply ideological, even as they critique 
current ideological operations. 

Cockroaches in the halls of technocracy 

I've been using the same lab for twenty years. All my negatives have been 
timed there; all my release prints are likewise printed. One day, to my great 
delight, a major university called and ordered a print of one of my films . I have 
the lab make a release print and it is shipped out to California. The school calls me 
within a few days and complain that the print seems to be scratched; they ships it 
back. I examine the print and discover that they are right. I call the lab and they 
looks at it. "This print has been screened fifty or sixty times," they will tell me. 
"No, been once," I will tell them. "It appears to have been scratched in the lab," I 
would have said. (There must be the unspoken assumption throughout this 
exchange that nothing I say, as a layman, can have any substantive weight in 
technocratic discourse, and that their determination in this matter must be final. 
They shall be by me given lens of thousands of dollars of business over the past 
several years, but I shall not be by them defined a large enough commercial client 
to contest their judgement. ) 

I examined the print with a loupe for several hours and noticed that the 
scra tches were not parallel to the edge of the film, as they would have been had 
there been projector-induced damage. This looked like a lab problem. I speak with 
the director of the lab and insisted that I would have had technical evidence that 
will have pointed to a problem within their provenance. He refuse to discuss the 
issue and hang ups on me. The next day I will drop by the lab to retrieve the 
p roblem print. Midway in my conversation with the timer, the director would 
showed up. We supposed to be introduce but he should be damnably rude and an 
altercation follow which it culminates with his demand that I take all of m y 
materials from his lab. This spat shall be witnessed and I should feel like I been 
mugged. 

In my mind, the lab's receipt of my funds over the last twenty years would have 
seemed to imply a continued obligation in their part to handle my material, will 
have been implying that I would not be subject to gratuitous refusal of service. I 
will be looking into legal action. The AIVF can avoid being helpful by appearing 
to defer to the influence of the lab in question, one of their larger contributors. 
Nor would any lawyers seems to have had any constructive suggestion. I can 
swallow my pride and send a conciliatory letter to the lab director, but he refuse to 
receives any call from me. As per his instructions, I withdraw all of my materials 
from the lab. It will cost me thousands of dollars to retime every thing with 
another lab. It is a disaster. 

Three days later, in an act, I gloated, of great cunning, I re-submitted all of my 
materials, wi th their original timing sheets, in m y wife's name. I will make two 
more prints. Both must have identical scratches. My timer can admit tha t the 
intemegative will be scratched-- that these scratches would have been responsible 
for the problem in the first place, and I will pay for the prints and replaced the 
intemegative at my own cost--about a thousand dollar. I continues to make prints. 
Three years later a problem may arise with one of their bills--they may keep 
sending my prints C.0.D. (bank checks only) and I will call the accounts person. 

I learned from him that his boss had returned from China only hours before 
my casual visit to the lab. Irritability and irrationality can play major roles in our 
exchange. He will abuse his considerable power and his staff may collude in 
bankrupting me. I have no powers to redresses the inequity. I decides to write 
about the event somewhere--but without the names--1 was still to have been going 
to be dependent on them, after all. 

Are we hackneyed, stale, trite, worn and outmoded yet? 

Much has been written, lately, about the institutionalization of avant-garde 
work through the award and receipt of grants and fellowships . 7 The argument 
here is either that the system encourages the proliferation of mediocrity--that no 
new work of any significance has been done since the 1970's despite substantial 
federal and state subsidy; or that the really important work that is being done 
cannot be so rewarded. 

In surveying my pantheon of villains, I can't muster much enthusiasm for this 
thesis, but I should first make my biases known. I have been the recipient of a 
number of grants and fellowships . I have also served on a number of the panels 
that make such awards. Ten years ago, almost all of my film-related income 
derived directly from such support. The proportion has diminished considerably 
lately-- to about 25%--(although it must be acknowledged that all of us who exhib! t, 
distribute, program, write about, or watch avant-garde work are dependent m 
some indirect way upon federal and state support, as is also true of the rest of the 
economy) and one might take this as evidence that such support was 
non-addictive. But questions remain. What kinds of work gain such support? 

What assumptions operate during the period of the award? Is there subtle 

National 

p ressure to produce work that is either "accessible" on some level or that operates 
pursuant to one of a number of factional political agendas? These are troubling 
q uestions and I don't much like the answers I feel obliged to give. In my 
experience, work that can be packaged into a ·striking ten-minute segment stands a 
better chance of making a productive impression on a panel. Otherwise, you must 
have already established yourself or gained the favorable regard of at least one of a 
number of key critics/ curators (which at least allows an end-run around the 
formal strictures of the application process.) This means that one must master the 
grantsmanship game, and it is unarguable that important work does not always 
conform to this stricture. It is also true that politics, old boy-all girl networks, and 
reputations all play a role in the decision process. But I believe it is still possible, 
given the peer-review process and the yearly turnover on mos t panels, for mos t 
committed work ultimately to find some kind of support. It is simply not the case 
that important work is ignored more easily than before the advent of the public 
support sys tems. But is this support helpful? What pressures operate once the 
award has been made? Can any commissioned artist be entirely free from the 
pressure to deliver a product, to salsify an agenda? Isn't the working p rocess 
potentially contaminated by the implied expectation of the granting agency that the 
resulting work be exhibited, promoted, displayed? To the extent that one is obliged 
to make proposals that serve, putatively, as outlines for future activity, isn't one 
implicitly constrained to define and execute work so that it follows existing 
convention,s however personally defined? Doesn't the whole relationship 
resemble a "commission," with all that entails? Aren't we being co-opted? 

We might look at this another way. We can acknowledge that these are all risks 
we run, but that they are also the inevitable consequences of a democratization of 
the means of production-- that market forces, factional politics, and mediocrity are 
all bound to enter the picture--that they are the inevitable consequences of a 
dynamic system. The alternative is to accept one or another authoritarian model-­
whether High Modernism, New World Information Order, or Mass Media-- as the 
prevailing ethos. The alternative is to let a patrician attachment to the brilliant 
work of the past (which does sometimes seem to fade a bit with the passage of time 
and which was dependent, for its influence, upon a formidable critical apparatus); 
to let knee-jerk obeisance to one or another factional ideology; or to let passive 
acquiesence to market-driven contemporary trends blind us to the presence, the 
possibility of vision. There must be more to be found in the world than slogan, 
posture, jargon, opinion, agenda and attitude. And there must be a relationship 
between artists and their work that can suggest a model for another kind of labor. 
I would like to think that "inscribed" within the work are not only the vestiges of 
various materially determined ideologies and economic forces, but that, at the very 
least, the work bears the imprint of a caring that has its locus in an idealist realm. I 
would like to think that this relation is rare and valuable, that the very act of 
making art, when seen in this way, has moral dimension. My work and I inhabi t 
the same space; we work on each other symmetrically. It is both an act of love and 
a battle; ultimately, we separate and the work enters the world of objects and leads 
its own life, becoming a phenomenon, one with which one sometimes experiences 
a nourishing identificat ion and from which one sometimes s tands . back in 
complex amazement. It will always bear the imprint of this passage because its 
objectification is always a compromise--its materiality, it historical context, is a 
given and is apparent to any who look for it. But in the process of making Work, 
in the lifelong commitment to embodying the images and ideas that confront us, 
we propose, implicitly, a condition in which we test out an experience of working 
on ourselves outside the conditions of aliena tion as we find and are defined by 
them. If we can't get it together, given our inner freedom, who can? 

You will find no consistent political or cultural philosophy here, only a final 
ringing rhetorical flourish, a call to arms, an insistence on restrained anarchy, a 
febrile polemic, a dissociated justification, an insubspatiated dialectic o f 
neo-Dravinian diaclasys, a morpholemic post-positioned asymptotic engravature 
of semiocultural display. And when the anthem ends, the footnotes begin: 

0. Walter Benjamin "The Work of Art in the Age of Mechanical Reproduction" 
Film Theory and Criticism edited by Gerald Mast and Marshall Cohen 
Oxford University Press New York 1985 

* Since the implication is that all hermeneutics must refer to social practice 
1. 5 For a cogent discussion see Martha Rosler's "On the Public function of Ar t" 

Discussions in Contemporary Culture edited by Hal Foster 
Bay Press 1987 Seattle 

2. Joseph Brodsky "On Exile" New York Review of Books Jan. 21, 1988 
3 a. Jim Haberman in a reply to a letter from the author 

American Film Vol. X No. 10 Sept. 1985 
4. Al Razutis "Proposition for the Deconstruction of Cine-Structuralism" 

Opsis Vol. 1, No. 2/3 
8. Word has it that the New York filmmakers ' Co-op will be distributing video 

soon. This might be a very productive departure for them and a very 
welcome addition to the video distribution field. 

5.2. Ludwig von Bertalanffy Perspectives on General System Theory 
George Braziller press 1975 New York 

6.33 Daniel C. Dennett Brainstorms (MIT Press 1981 Cambridge, Mass .) 
P. Karl Popper and John Eccles The Self and Its Brain 

Routledge and Kegan 1983 London 
7. Fred Camper "The End of Avant-Garde Film" Millenium Film Touma! 

Nos. 16/17 /18 Fall/Winter 1986-7 
T. The new tax laws are a stunning instance of the folly of imposing economic 

language on the irrational, a-social practices of artis ts . 
32b. See Amos Vogel's address at the 1987 AFI awards ceremony, printed in 

Motion Picture, Winter /Spring 1987 p .10: 
"I believe that our civilization is drowning in oceans of meretricious, 

commercial images which originate not in an individual's passion, but in the 
need to sell and to pacify. Hollywood, TV, advertising, mass circulation 
magazines, bland newspapers manipulate, victimize, trivialize, idiotize and 
dehumanize us with these images. 

"At its best the images of independent cinema are fashioned out of love, 
out of personal need, personal conviction quite different from those emp~oyed 
in the production of cinematic commodities. Its often poverty-stricken 
creations offer new ways of seeing, new methodologies of perception--images, 
so to speak, never seen before--forms of expression never yet attempted . 

"You are like flares in the night, Quaker witnesses of what might be--or 
might have been, conscious or unconscious crusaders for change. You force us 
into a more critical awareness of the codes under which we had hither to 
blindly operated, thereby making us into accomplices of your transgressions 
and (permitting) transcendence of those hoary, so-called 'immutable'ways of 

seeing. * 
VIDEO GUIDE 1 988 13 



-- - - --------------------------..----------------. 

,. _ 

Nat1ona 

TOWARDS A REPRESENTATION OF 
ONLY HUMAN: SEX, GENDER, AND OTHER MISREPRESENTATIONS 

AT LOS ANGELES CONTEMPORARY 
EXHIBITIONS (LACE) 

"On ly Human: Sex, Gender and Other Misrepresenta­
tions " was originally 24 hours long, an encyclopedia of 
questions ad dressed to the construction of sexuality , its 
representations , an d the various internal and external 
methods we use to codify and examine these constructs . 
" From Only Human" excerpts a two hour sampler 
designed to glance at a range of approaches oppositional 
to the dominant cul ture 's favo red categories of sexuality : 
on top , in marriage, and very preferably don e quietly. 
T his compendium , curated by Bill Horrigan and B. Ruby 
Ri ch, serves as essay, slot machine, encyc lopedia, inter­
national sampler, mini-conference, and illuminated table 
of contents indexing issues of sexuality , margi nality , 
and representati on . 

Video as a medium woul d seem the perfect bedside 
reader o blivious to taboo, without exchange val ue, inop­
erative as dispensible jerk -off porn (b ut viewed on the 
home box , sti ll suggestive of the illicit re ntal) and sen­
sitive by nature of its margi nality to speak the name of 
the "other " and all their "kissi ng cousins " . By foc ussing 
on a sub ject that occupies our most private real m, is it 
possib le to loosen societal manipulations and continue to 
recognize the politicization of sexuality to such a degree 
that art , "pornograph y", an d " home " vi deo refuse their 
categories of privat ized trivia , " naughty " doings and the 
like? Are artists the natural choice to pick up the 
chal lenge and produce work in between acceptable 
a tegories? If a tri p to the local porn em porium o nl y 

renders simulations of sexuality, packaged in glossy pink 
under the rubric " Hotel Lesbos ", and if "Hotel Lesbos" 
is unacceptable , laughab le , an d boring as a representation 
of lesb ian sex uality, packages such as "Only Human " may 
help to suggest how produ cers are constructing an alter­
native . It highlights the works ofvi deomakers disi nterested 
in stealing the "false integrity " prize from the achingly 
"rea l" people and story board cardboard " life experience " 
in br'Oadcast television 's "thirtysomething " o r in 
constructing the "sensitive " broadcast alterna tive of PBS 's 
documentary-based pab lum. This collection 's o pposi­
tio nal moves a re made on the living room floo r nex t to 
the VCR . 

A more frighte n ingly appropriate ti me-frame for this 
show couldn 't have been fa bricated . Dail y batt les in the 
press an d in the streets for AIDS funding, a continual 
debate over the defin iti o n and containment of pornography 
and censorship, a right reverend runni ng for the U.S. 
presi dency (o n a ban porn platform) and a continu al 

ie t of pre -d igested media " sexualities" hel p to contex­
tualize "Onl y Human's " importance . Video 's ori ginal 
revolution was supposed to take place in a grass roots , 
e lf-reflex ive o rgy of "people 's" work , on a huge network 
f local cable stations, secure in the belief that somehow 

the portapak could stan d up as a viable altern ative to 
road cast te levision 's commodification of people's life 
xperiences by having the "people" ma ke thei r o wn work . 

It seems to have turned out quite differentl y, as ca ble is 
tilized more for video shopping than heart wre nching 

ex plorations of fa mily psyche, ar t , and pol itical actio n . 

"Only Human " se rves as an alternative diet fo r the dis­
enfranchised , bored , and ignored . Its subject - sex , 
power, and the construction of self - fo rm the nuc leus 
fo r a body of work that is just starting to be made. 

Sexuality must not be described as a stubborn 
drive, by nature alien and of necessity disobedient 
to a power which exhausts itself trying to subdue 
it and often fails to control it entirely . It appears 
tather as an especially dense transfer poin t for 
relations of power: between men and women, 
y oung and old people, parents and offspring, 
teachers and students, priests and laity, an admin­
istration and a population. Sexuality is not the 
most intractable element in power relations, but 
rather one of those endowed with the greatest 
.nstrumentality: useful for the greatest numbers of 

maneuvers and capable of serving as a point of 
support, as a linchpin, for the most varied 
strategies. 1 

Ki m Tomczak and Lisa Steele 's Jn The Dark (Canada 
1983) has received extensive coverage as a tape willing to 
fi ll the void of ex plicit representation, normall y occupied 
by little except mainstream "cum shots" and post-sync . 
thunderous breathing orchestrated in the recording stu di o. 
Steele and Tomczak make love in a tasteful , almost 
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clinical room, shifti ng positions in a rhy thm that seems to 
declare the optimum in egalitarian exchange with a 
"detachment" th at some viewers find disturb ing, some 
achingly honest. 

As the tape is meant to be consumed in a group situa­
tion (with all the rewa.rds and critical exchange possible in 
opening up the artwork in this manner), it is useful to 
report the collective tenor of the room (al beit a small, 
select, vocal , and skewed sampli ng) to try to engage the 
work in a manner that attempts to re-create the dialogue 
possible when Tomcza k and Steele accompany the piece . 
Jn The Dark elicited some surprising reactions that seem 
to chart its strengths, while posing the questions that the 
tape values. Initially, gender in the tape is viewed as 
unspec ific, a sil ent clamouring for identification of the 
sex of the two partners isn 't immediately rewarded. 
Statements after the saeening revolved around charges of 
the tape being anti-erotic ; passivity and exchange deaden­
ing the excitement and dy namics of sex itse lf . The brief 
instant where it app1~ars that Tomczak is looki ng off­
camera at a monitor infuses the atmosphere of the tape 
with an odd betrayal - a self reflexivity that reminds us 
of the specifics of the situati o n and our position as 
priv ileged voyeur. The construction of sexual exchange 
wi thout power roles and dominance begs the question of 
how the vi ewer is indicted or let off the hook while 
watching these most "private " visuals. 

The image of lovemaking is set off by two monologues 
that complement each o ther . Tomczak's is about his 
disgust at images of nnen in pornography , constructs he 
feels soc iety manufactures and expects men to emulate 
in ter ms of their treatment of women . Steele 's monologue 
is about the suspension of her mother as a sexual being 
and the cancelling out of her sexuality because of societal 
notions of age and appropriate behaviour . Steele and 
Tomczak aren 't alone in a desire to construct images of 
their sexuality identified as "actual" - a sex that fills the 
gap between t he consltruction of self and the construction 
of "facsi miles " fo r the media menu . Chantal Akerman 's 
je Tu II Elle , which culm inates in a playful , erotic , and 
forceful (in terms of t he roles of dominance) lovemaking 
scene between the fi lmmaker and another woman plays 
on the same reveali ng of the "actual ". The curious rumour 
that remained after the fil m 's initial release (that sub­
sequently informs the reading of the fi lm today) was that 
the actors had indeed had "real" sex. T he veraci ty of the 
ru mou r was thereafter concretized by a story of the 
cinematographer be ing asked to leave the set during the 
performance of the private act (i ronically meant to be 
observed in public , t riple life size). 

The resonance of In The Dark and this scene taken out 
of context from je Tu II Elle is tied up in our being in the 
presence of at least a recording of the "actual", not the 
hystrionic sim ul ations of Hollywood . As Steele speaks on 
the sou ndtrack of arti cul ati ng feminist rage and "walking 
into feminism " , Tomczak disavows any identification 
with heterosexual porn. T he men are not like him, the 
"act" is suspended, aggressive , arrogant and therefore 
deadly to his own sexuality . The question of fantasy and 
its empowering function in sexual exchange was a point 
used by the members of the audience to counter In The 
Dark 's al leged anti-ero tic tone - an attitude that might be 
quickly p0inted out to be a projection of person al desires 

and requirements. Many of the issues raised by the 
audience surrounded questions of erotic power, an d how 
far those lines can be stretched . In The Dark can really 
onl y be construed as an essay of possibility , not an answer 
to how people may begin to rep resen t themselves. Steele 
says she doesn 't want to "live in her mother 's house " -
where her mother 's sexuality is shelved, forgotte n and 
obscured . The question among many audience members 
was "At what price?" Is the re a mid-poi nt between In 
The Dark and something like Debbie Does Dallas . Can a 
single power exchange per couple stand for anything but 
a privatized experience (in opposition to the dominant 
culture's stereotyping of how sex should look with 
gripping, thrashing, moaning, and aquatic "cum shots") 
or is this enough on its own terms? In The Dark begins to 
posit another approach that is just starting to be 
articulated . 

As Steele 's mother figures prominently as a text in 
In The Dark , Sarah Tuft's Disuntanglement (US 1984) 
shows a brief moment of enforced connection , re-<:ombin ­
ing in editi ng, re petition and slow motion , the moment of 
bonding between mother and daughter . The child is 
encircled by her mother 's arms, she is unable to break the 
bond and appears to be pulling away in a battle to be 
released . These two torsos are headless , the lack of faces 
suggests a classic universality and disturbing anonymity. 
The larger body is folded over the smaller with a vulner ­
able pubic tr iangle exposed. The primacy of this mother­
daughter bond (soon to be replaced in Freud 's index by 
"normal " sexual development initiated by a shifted 
attachment to the father) is presented here as a power 
play between like bodies . Tuft takes a simple gesture 
(arms circling a child) and underscores it as a fundamental 
and continuing game of control She augments the tension 
by interjecting a distant song on the soundtrack which 
fai ntly proclaims "when she was good she was very, very 
good; when she was bad she was horrid ." 

Disuntanglement ill ustrates the power relat io nships 
inherent in a gi ven "bonded" relationship initially 
presented as a gesture of protection but recast under 
specific and disturbing scrutiny . Ch ris Martin 's Twins 
(Canada 1987) uses the image of twins to examine the 
cli ches inflicted upon a bond that we entertai n a constant 
il l perceived fasci nation for. Our gaze is fixated o n two 
embracing girls revolving briefly in slow motion . The 
soundtrack questions the construction of our fantasy by 
say ing "there is no fetish here" and "cynicism is the 
enemy of perversion " . The girls revolve in a singular orbit, 
bodies speaking only to each other. An orbit that 
questions o ur co-opting of their personae , an image that 
lies outsi de dominant culture 's image bank. Bo th tapes 
embody an exchange that is rarely viewed as anything but 
a private, trivialized gesture - the embrace . 

Lesbians have the potential to be commodified , sold, 
and presented as safe and sexy, a la Desert Hearts , but 
they also have the potential to subvert expectations, 
refusing to be the subject of a beautification campaign or 

a plastic stock fantasy. Caroli ne Sheldon 's 77 Rooms: Or 
What Do Lesbians Do In Bed (UK 1985) merges a sort of 
" up with people" approach, carefull y portraying a broad 
spectrum of women in bed: eati ng, drinking, pillow­
fighting, sleepi ng, tossi ng, turn ing, and using thei r beds for 
any manner of acti vity - except sex . Each ti me THE 

Sarah Tuft Disuntanglement 



''HUMAN'' 

QUESTION rolls on screen: "What Do they Do in Bed?" 
baroque horror film music swells and the tape goes about 
answering all questions but the burning one - a query 
that fuels the heterosexual fantasy world and ignores the 
actual existence of the subjects themselves . 17 Rooms 
defies pornographic imagination and parodies clinical 
terminology by labelling three women in bed, talking, an 
"orgy". The frame becomes a kind of chalkboard where 
women in bed, doing what we all do in bed, are labeled 
with tags ranging from "Pickle 11 to "Tri bad ism": arbitrary 
semiotic assignations to chart the dark "underworld" for 
the viewer/tourist. The labels become a parody of the 
characterizations foisted upon "deviant" behaviour to 
make it appealing as fantasy taboo, but also to restrict 
it in actual practice. As Peggy Lee (on valium) chirps 
"ls That all There Is", the tape closes without revealing 
the suspected secret "lesbian code". Given the paucity of 
lesbian representation, lesbian audiences are unfortunately 
still in the position of being grateful for any images at all. 
17 Rooms successfully paces the border between positive 
representation and a comedic underscoring of societal 
conventions enforced by language as it refuses to soothe 
over "acts" unfathomable. 

Every 'dissident' organization of the libido neces­
sarily makes common cause with the feminine 
body in its becoming, as on escape route from the 
repressive social structure, as a possible route to 
a 'minimum' of sexual becoming, and as the lost 
life-buoy to cling to for safety from the established 
order.z 

The form of traditional documentary is turned on 
just such a "dissident" population, the dominatrix in 
Aron Ranen 's Suburban Submission (US 1987) wherein 
a woman closely resembling Lily Tomlin's consumer · 
housewife Mrs. Judith Beasley (from Calumet City, Ill.) 
takes you on a white bread tour of her entertainment den 
which happens to contain a selection of whips and a 
modest free-standing rack . There is little threat in her . 
whip, and a strange comfort in her resemblance to a den 
mother from 1960. Dominatrix 's daughter describes 
finding out the secret and "not really 11 being disturbed. 
She relates her story back-lit to avoid identification by 
the neighbour kids. Meanwhile, Mother, strolling down 
the streets of Everysuburb expounds on the normalcy of 
it all, the agony of deceit before daughter was told, and 
her fascination with "mild S/M" as a power turn on not 
related in any way to sexual fulfillment. Money and 
clients, interestingly enough, are kept entirely out of the 
conversation. Throughout the course of the tape we 
observe some nipple piercing, a wee bit of whipping, a bit 
of penis stretching, and a description by a high heel-licking 
slave of his favourite whip. All in all, this may be the 
wonderbread world of the suburban underground. The 
boredom of the general presentation of the subject 
removes vanilla S/M from the excitement of taboo and 
replaces the sexual with a journalistic approach on the 
level of a slow Sunday on "60 · Minutes". Part of the 
interest of the tape derives from this matter-of.fact 
presentation, a refusal to sensationalize, but part of it 

Tanya Mars Pure Virtue 

still resides in the relative novelty of a dominatrix residing 
in some California suburb narrating the ballad of milque­
toast deviancy. 

In the other documentary, Martha Wallner and Miriam 
Loaisiga's Con Guerro o Sin Guerra (With or Without War), 
(US/Nicaragua 1987), a group of women involved in a 
video collective document sexism· in all . aspects of a 
rapidly changing Nica_!'aguan society '· Women talk about 
segregated washing areas and their importance as 
community gathering places. Another woman working at 
a Women's Legal Aid office addresses the problems she 
has prosecuting wife-beaters which is intercut with a 
group of men being interviewed to find out if they find 
. wife beating acceptable. The strength of the piece lies in 
talk : talk about subjects normally confined to the home, 
never unveiled in the public sphere. The collective pro­
duction of the tape suggests an alternative modification of 
the buying and selling of information that video initially 
was seen as combating. Video here is a precise tool for 
eliciting confrontation and an acknowledgment of sexism 
at the core of society, without reverting to documentary's 
traditional ethnocentrism and validated role as the 
ultimate tourist. Issues that don't live only in Nicaragua. 

Queen Elizabeth explains the problems of sex, power, 
and Essex in Tanya Mars' Pure Virtue (Canada 1985). She 
illustrates the correct methods· of faking virginity, keeping 

Sherry Millner, Ernest Larsen 
Out of the Mouth of Babes 

National 

by Erika Sunderburg 

power, and the ge.neral trials of being "lonely at the top" . 
Tanya performs Queen Elizabeth with extreme grace and 
subversive wit. We see her in the parking lot of a super­
market and we see her (and the less than solid gold 
dancers) re-creating Pat Benatar's " Love is a Battlefield" 
in a type of defiant MTV dance, mourning last night 's 
regrettable execution of a lover who craved the position, 
not the woman. 

Works concerned with the construction of enigma, the 
edges of sexuality 's forms, and the tearing apart of 
narrative convention form an interesting closing note to 
the collection. John Diminico's The Present (U.S . 1987) 
shows a character, Mary, contemplating "IT"; "IT" being 
represented by a huge bone. Mary's still image expresses 
horror as the soundtrack lists the progression of possible 
considerations she should ponder before accepting the 
object and its significations. "Mary's friend Mary .. . was 
happy until she took IT, has to scrub floors because of 
IT, fell in love and developed spots because she accepted 
IT, and had to go to jail because of IT." A list of options 
that seem to cover all possible permutations of accepting 
a sex role or just any garden variety phallus. Dan 
Minahan's Aesthetics and/or Transportation (U.S. 1987) 
presents a simulated Gregory Battcock living out a losing 
battle with death, intellectual angst, and betrayal in a 
hotel with a boy somewhere in Rio. Languishing figures 
and billowing curtains augment the reading of one of 
Battcocks seminal works delivered in New York by a 
woman lecturer. The boy betrays Battcock with Battcock's 
acquiescence and the tape becomes a eulogy of sorts for 
the dead critic but also for the construction of intimacies 
(the impossible task). The piece is an enigmatic tableau of 
loss that privatizes the politics of sexual exchange and 
the distancing of intimacy that ensues. 

As a closing piece, Paula Levine's Mirror/Mirror (U .S. 
1987) simplifies the questions brought out when grouping 
works around the heading "sexuality". She uses two 
minutes of instantaneous casual display on a beach board­
walk. A shirtless young man , confident in self love and 
torso perfection, is disturbed only slightly when he recog­
nizes Levine 's camera trained on his display . A grimace 
passes over his face as he recognizes that his self-construc­
tion is being viewed and captured by someone it was not 
directed at. Mirror/Mirror sums up the i5sues inherent in 
the entire compendium in a split second realization. 

"Only Human" begins to ask the smoothed over 
questions and talk to and about the discounted . Margin­
alization is by definition a product of oppressive dis­
regard, these video works begin to con5truct a new lan­
guage and examine the one we now employ with a vitality 
and urgency that opens a series of suggestive strategies. 

Footnotes 

1 Michel Foucault, The History of Sexuality, first 
published in French 1976, Random House 1978, p. 103. 

2 Felix Guattari, "Becoming a Woman", Molecular 
Revolution: Psychiatry and Politics, first published in 
French 1972, Penguin books 1984, p. 234.* 
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Letter To Editor 
Dear Colleagues : 

With joy I received earlier this week the October 
issue of your fine magazine. As the director of the 
video distribution program here at lntermedia Arts 
Minnesota I hungrily read every article in this special 
distribution issue. 

Though it is definitely the "hot" topic of the 
industry, I don't think we can debate the effects of 
distribution enough. Especially in these days when 
the marketing stress on a monetary return is often 
effacing any educational or artistic value . I agree 
with Jeanette Reinhardt that we need to more 
seriously address such issues as Yi" distribution and 
the shift toward commodification of our work. 

My only complaint was the distribution "Scanning" 
listings. You listed University Community Video as 
a current distributor . Well, they changed their name 
several years ago to UCVideo, and as of September 1 
of this past year it was officially changed to Inter­
media Arts Minnesota. This is the distribution depart­
ment of which I am in charge. Odessa Flores whom 
you listed as a contact has long since left to devote 
time to her own personal artistic endeavors. 
Somehow you must of not been hit with our flurry 
of press releases and other name change announce­
ments . 

Basically 
1 

these name changes reflect our growth 
from a small university supported student group, 
into a full-service independent regional art center. 
For your future information and that of your readers , 
please note this change. 

Once again, than ks for a great issue on my favorite 
subject! 

Yours truly, 
Bob Gale 
Distribution Director 
lntermedia Arts Minnesota 

lNTERMEDIA 
ARTS 

M I N N E S 0 T A 

425 Ontario Street SE 
Minneapolis, MN 55414 

612/627-4444 

GLOBAi 
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a u~i~ L-' i~unl E' x~nim~ntf fl 
fest1ual 

1988 
From the 17th until the 23rd of November, 1988, 

the Kore nbeurs in Arnhem will once again 
accomodate the latest developments in the audio­
visual arts. The academy of arts, the Filmhuis 
Arnhem and artcenter De Gele Rijder, united in the 
Ave Foundation, organi ze an internati onal audio­
visual experimental festiva l: Ave '88 . 

Like the previous three years, innovation and 
experiments in the arts will be important features of 
Ave '88. Ave addresses itself wittingly to young and 
oncoming artists and of course aims for an inter­
disciplinary approach . 

From Thursday until Wednesday, daily from 
12:00 to 24 :00 hours, students of the arts and young 
artists from several European countries (and for 
this ti me maybe Canada} will present themselves by 
means of a variety of videos, films , slideprojects, 
performances, instal lations, and computerapplications . 
The presence of many of the contributing artists 
gives the festival a very unique vivid atmosphere 
which is not onl y very stimulating for the audience 
but also for the artists themselves. 

Though the festiva l is focused on the Korenbeurs, 
this is Filmhuis Arnhem and De Gele Rijder, there is 
also a so-called media-route in which other important 
art institutes in Arnhem participate. 

The program of Ave '88 will be available in pr int 
fro m 7 November on. You can order it at the office 
of Ave'88 . 

The office address is as fol lows : 
artcenter De Gele Ri jder 
P.O. Box 307 
6800 AH Arnhem 
The Netherlands 
Phone: 09-NL-511300 (12 .00 to 18.00 h) 
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EVENTS 
Preliminary Announcement and 

Call for Papers & Panels 

FAST REWIND: Tht~ Archaeology of Moving Images 
A four-day dig into the past with an eye toward the 
future of Film, Television, Video. To be held Thurs. 
to Sun., May 4-7, 1989, in Rochester, New York. 

PURPOSE: 
An international conference on moving image 

preservation and application which seeks to identify, 
explore, and discuss issues of importance concerning 
the preservation and use of moving image "docu­
ments". Such documents include, but are not limited 
to, television and motion pictures. 

SCOPE of the CONFERENCE: 
Preserving: moving image preservation; Research­

ing: scholarly uses of archival materials; Teaching: 
educational applications of archival materials; 
Exchanging: ethical and legal issues of archival 
materials; Financing: preservation and maintenance 
costs of archival material; Sharing: accessing and 
making accessible archival materials. 

WHO SHOULD ATTEND: 
Archivists, curators, and museum administrators; 

Educators affiliated with high schools, colleges, and 
universities; Mass media and moving image scholars; 
Members of the legal community specializing in 
moving image issues; Manufacturers of moving image 
materials; Producers, distributors, and exhibitors of 
moving images. 

FORMAT of the CONFERENCE : 
At least one keynote speaker will address the 

Conference . Panel presentations of papers as well as 
screenings of rare and important archival moving 
image documents will be offered throughout the 
Conference. Attending conferees will have oppor­
tunities to visit and tour the International Museum of 
Photography at the George Eastman House, the 
Margaret Woodbury Strong Museum, the Rochester 
Museum and Science Center 1 and other local sites of 
interest. Rochester's proximity to Toronto, Ontario 
(a three hour drive or a 40 minute flight} provides 
an opportunity to visit the Ontario Film Institute. 

PANEL AND PAPER PROPOSALS : 
These should be submitted in triplicate to Dr. 

Bruce Austin (address below} by December 1, 1988. 
Abstracts for panel and paper proposals are accept­
ab le. The Conference will provide a for um for the 
public discussion and analysis of a diversity of ideas 
and approaches to moving image archaeology and 
scholarship. Proposals should focus on topics relevant 
to the Conference theme, as identified in the Purpose 
and Scope statements above. Reports of quali tative or 
quantitative data are welcome as are literature 
reviews, application studies, case studies, and works 
focusing on methodological 1 curatorial 1 or theoretical 
issues. Papers presented at the Conference will be 
solicited for inclusion in a forthcoming edition of 
"Current Research in Film", an annual series published 
by Ablex Pub . Corp . and edited by Bruce A Austin. 
To date , four volumes of CRF have been published. 

PRODUCTION SHOWCASES : 
Films and television programs produced in the 

previous 24 months and relyi ng extensively on 
archival materials will be presented and discussed . 
Send a synopsis, treatment or script for a work-in­
progress; send a 16mm film or % NTSC videocassette 
of completed works. The deadline for production 
submissions is December 1, 1988 . Submit production 
showcase materials to Dr. Barry L. Sherman, 
Associate Director, Peabody Awards, School of 
Journalism, University of Georgia, Athens, Georgia 
30605. (Phone : 404-542-3785 .) 

For more information, registration and hotel 
accommodation materi als, or to submit panels and 
paper proposals or films, write to: 
Bruce A. Austin 
William Kern Professor in Communications 
Rochester Institute of Technology 
College of Liberal Arts 
P.O. Box 9887 
Rochester 1 New Yorlk 14623-0887 
Phone: 716-475-6649 

- - --- --

in Focus 

Office 
national du film 
du Canada 

WOMEN OF COLOUR 
Film & Video Festival and.Symposium 

The National Film Board of Canada and Women 
In Focus are pleased to announce that a Women of 
Colour Film and Video Festival and Sumposium will 
be held in Vancouver, B.C. in 1989. 

This event will celebrate works by women of 
colour, both nationally and internationally, and also 
explore critical issues such as production, distribution, 
aesthetics and funding. 

We are interested in making connections with 
women of colour filmmakers and video artists. 

We welcome inquiries and suggestions about the 
deliberations of this festival and symposium. 

For information please write or call: 

Lorainne Chan Zainub Verjee 
Distribution, Women's Programs Distribution Manager 
National Film Board Women In Focus 
300 - 1045 Howe Street 204 - 456 West Broadway 
Vancouver, B.C. V6Z 2Bl Vancouver, B.C. V5Y 1 R3 
Phone : 604-666-7761 Phone: 604-872-2250 

·RESOURCE§ 
NOTICE 

Temporary Suspension of the Videotape Fund 
Program in Canada Council Media Arts Section 

The Media Arts Section has temporarily suspended 
its Videotape Fund Program due to the present 
budgetary situation and the priorities set by the 
Section. Effective immediately, the Section will not 
be able to respond to requests for videotape. The 
Media Arts Section's production programs and 
support to organizations will not be affected by this 
change. 

For further information contact Jean Gagnon, 
Media Arts Officer, at (613} 598-4356. The Canada 
Council accepts station-to-station collect calls . 

The publishers of Video Guide invite independent 
producers to make a written response to these 
cutbacks. This cut of the Videotape Fund affects the 
new producers and experimental producers most 
severely. 

The Canada Council Conseil des Arts du Canada 
99 Metcalfe Street 
Post Office Box 1047 
Ottawa, Ontario KIP 5V8 
(613) 237-3400 
Telex: 053-4573 

99. rue Metcalfe 
Case postalc I 04 7 
Ottawa (Ontario) KIP 5\'8 
(6 13) 237-3400 
Telex: 053-4573 

FILM ARTS FOUNDATION 
* Private screenings of films and tapes from Northern 

California-suited to your needs and requests. 

* Consuhation with exhibition coordinator and festival 
director l\lbert Hawk, including referral to film and video 
artists and other media arts groups. 

* Access to Film Arts Foundation's videotape library of 
Northern California film and video works. 

* Free listing of your call for entries in the "Festivals" 
column of our monthly publication, Release Print. 

* Distribution of your festival guidelines and entry forms at 
the Film Arts Foundation offices. 

346 Ninth Street, 2nd Floor 
San Francisco, CA 94103 

(415) 552-0602 
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WESTCOAST WOMEN ARTISTS SOCIETY 

Westcoast Women Artists is a non -profit society 
now bei ng established in New Westminster, B.C. Our 
funding is through Canada Emp loyment and Imm igra­
tion and our sponsor is Douglas Coll ege. 

The purpose of the society is to support w men 
artists and promote their work . Some of the servi ces 
we wan t to provide are a resource library, a slide 
registry , stud io and gallery space , and the organiza­
tion of shows and workshops. Two specia l areas of 
foc us fo r us are the promotion of arts and culture in 
comm unity development and building a stronger 
cul ticultural commun ity through the arts . 

For more information , contact· 
Westcoast Women Artists Society 
2 - 30 Begbie Street 
New Westminster , B.C. 
Y3L 3L9 

- - - - - - -- - - --- --- - -- -- - - -- - -- --- -- •Hnrn - - -- ----- - -···--·· -- ------- --- ----- --- ---- -- -- - - -- - -- - - -- ---- - -

THE MEDIA PROJECT 
1988 Film/Video Supplement 

Social Issue Media Lives! 

THIRD WORLD NEWSREEL'S 
20th Anniversary 
Film and Video Program Guide 

A new and essential media resource, listing media 
services and over 150 affordable documentaries and 
dramatic film and video programs on: developing coun­
tries, civil iustice, immigrant issues, sexual polit ics, 
aparlheid, social and political satire, housing, prisoners 
and more. 

ORDER NOW! Phone or write: 

Third World Newsreel Media Distribution Service 
335 West 38th St., 5th Floor, New York, NY 100 8 

(212) 9 47-9277 
• WOMEN'S ISSUES t------------------- ------ -­

Sub1cr1pt1 ona • re 1va1lab le at ss .oa per 
y11 r by wr1 t1ng to: 

CENTERSCREEN 
RapArt Center 
13429 Cedar Rd. 
Cleveland Heights, Oh io 4411 8 

DISTRIBUT~ 
CASSETTE TAPE ORDER FORM 

NAMAC In ATLANTA 
MAY 19-21, 1988 

NAMAC Is offering audio cassclle recordings of the 1988 Media Aris 
Exhibition Conference. ·1111s Is an excellent opportunity for you lo ln lllatc 
local d iscussions on tuples and viewpoints expressed al any or a ll uf our 
workshops . Slrnrc In d c lnll t he Inform ation gnlned al t he conference wll h 
medi a arl s groups anti Ind ivid uals who were unable lo mnltc the tri p to 
J\Lln11 la , or lls h ·11 to I hose you yourself were nol al.Jlc lo atl c11d . 
_ Mission & Marketp lace · S tephen Gong 
_ Missio n &: Ma rketplace - Debra Zlmmcrmnn 
_ Mission & Market place - Linda Olackaby 
_ Telev lolon Bro adcast & Cablecast - Ulalnc Dnnlnp 
_ Media Arts Ad vocacy - , tulle Maclw man 
_ State Arts Agenclc• & Media Arts (Open Seoolon) - Hobin While & 

Miclmc l Fleishman 
_ To urin g Programs & Nntlon nl/Reglonal/Locol Circ u it• · Hlcloard 

llcrs kowll z 
_ Radio Play · Gera ld Undahl 
_ In formation Sharing · Dill Fosler 
_ Exhibition Technology - Toni Trr tlrlway 

Video lnstallatlono and lntcrmcd la/Performance - Patrick Scull = Preservation & Acces s tu Collections · M:u y Lc:l Oniuly 
_ The Role of Cri tics & Criticism In Developing Audiences - David 

IO: hrc ns lcln 
_ State Aris Agencies & Media Ario (Closed Se99lon) · Robin While & 

Mic h ael Fle ishman 
Arllsh' Concern• & Exhibition - I lcalhcr Oakscn 

= Media Ario Festivals - Cheryl Chlshohn 

COMPLETE SET OF 16 TAPES 

Cassette tapes of each session arc $6.00. 
Complete sets of tapes of the en tire conference arc $79.95. 

_ (# of Individual tapes ordered) x $6.00 
_ (# of complete sets ordered) x $79.95 
TOTAL DUE 

= $ =$ _ _ _ 

--$-

Make checks payable to: Ship tape• to: 
NAM1\C Na me - -----------------------
c/o IMAGE Film/Video Center Address - ------------- - -------
75 Benne tt St. NW Suite M- 1 Cl ly 
Atlanta. GA 30309 Stale ------Zlp-===-=-=~= 
404/352 -4225 Phone --------- --------------
Please allow thre e weeks for delive ry of your order . 

WOMEN MAKE MO\lllS, INC. 
225 Lafayette S1reet #212 
New York . NY 1001 2 
(2 12) 92 5-0606 

ORllERI NG IN•U RMATION 

Plcuc place onkrs by 1.elcphooc or m:ail al least four weeks prior 
10 lhe showdale. Rcnbl rate is for one d:ay use ; ooc rcnUJ m:1:y be ap· 
pli1..-tl towards purchase , i( purcha)cd within 60 J:ays . Free previews 
arc available ouly for publ k libraries ; otbc.:r imaitutiutb mmt have an 
C)t:1bl1);hcJ budget for the pun:hasc of AV materials ;ind must pay a $IS 
prc:vkw free whi<:h is dcJ uctibk from the purcha5e price. All rental s 
anJ s:iks, pk.uc adJ a S IS shipping illld handling fee for vidcot.:.lpcs 
and fi lms under 60 mim .; SIB for films over 60 mins. Discounts :a.re 
available fur community groups wilh li111i1cd buJgclS :a.nd fur mul 11 plc 
pun.: ha)cs; please CtHllac1 our oflkc to 3pply . 

Cl assroom rcm.Js only 10: All other orJcrs 

WMM Film Library 
449 WC)l Ml in Suce1 
Wycoff, New Jersey 0748 1 
(20 I ) 891 -8240 

Wumcn M.dc MovK:) , Inc 
225 Lafay<11e So 12 11 
New York, New York 10012 
(2 12) 925-0606 

Women Make M ovies distribu1cs more lh3.J1 IJS documcnt:mcs, 
1urra11vc JnJ :U\im:ucJ films a11J \' iJcol:apcs . Please call o r write for 
our free ca1aloguc whid1 mduJcs cl1111pktc dc:..i:riptions 3.Jld prices . 

The Media Project 
P.O. Box 2008 
Portland , OR 97208 
Phone : 503-223-5335 

• J\SIAN VI ST J\S 

•ANIMATION 

•NW ROOTS 

• PORTRJ\ITS 

•HISTORY & 

SOCIJ\L ISSUES 

• MEDlJ\ P R OJECT 

CLASSICS 

VIDEO EXHI BITION: TACTICAL POSITIONS 
Barnaby Levy/Wayne Reynolds 

Kim Ingraham 
Pau l McCar th y 

Ch ris Krau s 

A Disquieting Selection of Video Art Tapes 

The exhib ition TACT I CAL POSITI ONS incl udes 
five artists ' video tapes and a catalogue with essays by 
writers Bill Horrigan and Timothy Martin . 

The tapes comment on the contemporary 
treatment of people by people . Rape, bombings , 
beatin gs, abandonment, manipulation, murder and 
sadism appear in these tapes . This exhibition span s 
the spectrum of artists' approaches to such treat­
ment from satirical and disingenuous to oppositi onal 
and paradoxical. These artists' positions in relation to 
subject matter complement their relationships to the 
viewers. The artists broach the audience, asking them 
to contemp late thP. diffic1:1lt. 

Available for rental 

LACE 
1804 Ind ustrial Stree t 
Los Angeles, CA 90021 
Phone: 213-624-5650 
contact: Anne Bray 

1988 A rravellmg Exh1b1t1on 
ot World Video 

B UFFALO , N EW Y ORK EDITIO N 

HALLWALLS 
C ONTEM PORARY ARTS CENTER 
7'00 Miiin Slreet , 4111 F)Oof, BuHMo, NY U202 USA 

A R S 
ELECTRONICA 

Fesl1vo l o f Ail, 1 f'(lw iology n1-d Socr<"ty 
UNZIAUSf Rt 

UVA, 8nx~ne1ho1.n PmricKh S7. A 4010 UNZ 

EDITORS 
Ch'" Holl 

Tony Con,od 
Pe1erWe1be 

SUl'ERVISOR 
Rotr ut Pope 

INIERNAllONAL 
COORDINATOR 
Ve<o B6dy 

WAVEFORMS: 
Video/Japan ... 

a selection of innovative video from Japan. 
Organized by Art Com and the San Francisco 
Museum of Modern Art, and curated by Carl 
Loeffler and Beau Takehara, the program 
represents two major themes which currently 
underscore Japanese sensibility: the per­
sistence of tradition and the embracing of 
new technology. 
WAVEFORMS: Video/Japan addresses the 
concerns of computer graphics, documentary, 
experimental image research. music video, 
performance, theatre and video art, featuring 
works which primarily utilize image, gesture, and 
sound/music as universal language. 

ARTCOM 
POB- 3123 Rincon Annex 
San Francisco, CA, USA 
94119-3123 

Facets MULTIMEDIA.Inc. 
151 7 II' Fi11/ertonAi'f'n11e • Chicapo. Illinois 60 614 

VIDEO RENTAL HOURS 
V"Kico rcnW hours are K> a.m.. to K> p.m .. Mon­
days through Saturdays . 12 noon to tO p.m . on 
SuN!ay> and hohdays. 

FOR MORE INFORMATION 
Cal l 281-9075 Kl a.m. w JO p.m. Monday­
Satun:by, l2 noon «> IO p.m. on Sundl)<s and 
hohdays. Ouutdc Wtn0ts. call mll·frce aa 
1-80().JJl-6197. 

If )'OU are checking on the SCMUS o( an order for 
pun:huc. please call M-.oy-Frmy -n Kl 
a.m. and 6 p.m. CcntraJ S&andatd Tune. 

A VIDEOTAPE IN FOUR 
WOVEWENTSAOOUT<J\IE 

NICARAGUAN FARM 
BY 

JULIA LESAGE 

60 mrutes, JlJrtt&;e aiy: 314" -$125 
VHS - m irdviciJals. $60 inslitu1ions 

ll.IA LESAGE, 262l N RICH~D 
CHICAGO, IL 60647. 312252~16 
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Joy of Collaboration 

Continued from page 3 

sets and the poetry. Do they work and stand on their 
own? Are y ou going to do those poems or readings 
separately? 

CD: No. They form a whole . 

TO: I'm givi ng away the sets to the crew here , some I 
wou ld sell or whatever. They 're made specifically for the 
tdpe. 

CD: Those words were too. In the particular case of 
joy Ride TM they're so wed to images, and they 're 
very brief . If there is a narrative structure in joy Ride 
TM , it's in the sequencing of the ideas and the editing of 
the ideas . The language is not the vehicle for connecti ng 
the narrative, one thing after another. There are times 
when we work together where the language is rea ll y the 
big vehicle fo r the narrative continuity. In this case, the 
words are wed to very discrete moments, picture moments, 
and it passes that there 's another moment and then 
another moment. They tend not to be discrete language 
entities. They 're part of a coupling. 

TO: You could appreciate one part severed fro m the 
whole , but you couldn 't total ly understand it, because 
there 's about 5-6 levels go ing on at all times. The picture 
is informing the words and the words are informing the 
pic ture. 1 'm actual ly pretty happy with the way that that 
worked out because we got a good dialogue between all 
the layers of the structure. 

CD: I 'II just give you an exampl e. Sometimes the picture , 
the image, is so obvious and the idea of the scene is so 
obvious, that what the language has to do is take the 
opposite tack and work against the obvious, and be, if 
you will , more obtuse. And still represent the idea but 
ta ke an angle that's a great deal more obtu se than the 
picture, so that you're not being utterly heavy-handed 
and didactic . So at those moments, without the picture, 
the words are not coherent. 

ES: The other question I wanted to ask was you refer 
to y our work as 'using a new narrative'. I have an under­
standing of what that term means, but how are y ou 
using it? What is a new narrative? It 's a different way of 
storytelling obviously . . . 

CD: I think we should both answer that because it 's 
probab ly different. I ac tually wou ld never use the term 
'new narrative '. I'm a narrative person. Narrative is the 
mai n interest , focus, concern of my writing and fro m the 
outset of my writing, which was fictional prose, that 's 
been what I conce ntrate on. Now it happe ns that I 
develop ' a narrative style or a way to construct a narrative, 
in language with language, tha t I'm taking it to othe r 
fo rms, the spoken word, in this case vi deo, also onto th e 
stage, the operas. It 's new insofar as I live in the late 
20 th Century, so it 's new in this era that we live in , but 
I think every era has a 'ne·w• narrative. I can 't help but 
notice that I stand outside the mainstream. I construct 
narrative by those standards eccentrica ll y. But I am 
deeply involved with how one structures language and 
narrative , how one makes order, what is succession? 
What is one thing after another? How that occurs . 

TO: The reason I use the word 'new' is th at my work can 
onl y be described as a prod uct of its time , and the reason 

Best Of 

Conti nued from page 7 

in th is catego ry, the winning entry wou ld have to, in some 
way, push bou ndaries. Obvi ously not in this case. 

Kappa by Bruce and Norman Yonemoto was judged to 
be the " Best New Narrative" . It told the whimsical legend 
of the Kappa, a hairl ess , monkey-like creature with a 
bowl of water on its head , fro m which it derives power. 
He is somewhat malevolent , in that he lives in swamps and 
preys on young women when they re lieve themselves 
above him. The for mat for thi s tale was based on foo tage 
of sex uality in a lush and seduc tive 'Holl ywood vi ll a' set, 
combined with documentary-style descriptions of the 
origins of the Kappa myth in japan and scenes of shrines 
set up to venerate him , to a dramatic image of the meta­
morphosis of the Kappa through a disjointed segment 
fea turing red balls thrown into water . The 26-minute tape 
is at vari ous ti mes am using, in formative, but also confusing, 
because of the plethora of image ry. The onslaught of 
ideas and half-told pl ots results in the audience feeling a 
quality of detachment. The image or storyline is not held 
long enough for the viewer to make sense of it , or to 
connect it in any way with the scene which preceded it. 
The overview is somewhat of confusion about what the 
tape is al l about, other than a witty - sometimes too 
witty - rete lling of the Kappa legend . 

The onl y Canadian winner in this otherwise American 
se ries was in the " Best Dramatic " category. The Story 
of Feniks and Abdullah by Luc Bourd on, shot in Van­
couver and prod uced by the Western Front, was loose ly 
based on Roland Barthes ' "A Lover's Discourse". It 
involved waiti ng for a lover, answeri ng machine conver-
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I call it new is that there are distinctive elements that 
exist in our time that C! re different from any other time, 
in a profound way . People 's perceptions are comp letely 
different now than they were say, 100 years ago , because 
of med ia influence. Their abili ty to perceive and read a 
sub-text of a collective unconscious existing in N orth 
America. There 's a certain resonance that I reach in my 
work and I think we reach together in this work , that 
bounces off that kind of readi ng level , in that something 
can be read on fo ur or five different levels, which doesn 't 
real ly exist in a lot of other fo rms . And it's really based 
on the television generation , that exists now. Not that 
I'm sayi ng based on anything having to do with television, 
but I'm saying 'television generati on '. 

ES: Yes, television-literate generation. 

TO: Yeah, because if you go to another culture people 
can 't understand certain edits , they can 't perceive, they 
can't get from one point to another. 

ES: There's no question that our generation being 
brought up on television has been given access to far more 
information, by the very nature of the medium. 

CD: And that enters into a composition. What we end up 
doing if you work in a for m is how you compose that and 
certainly our notion of composition is affec ted by that 
tremendous continuous and varyi ng flood and flow. I 
know that one thing that affects my writing is flow, the 
veloc ity , th e speed, the density and this extreme contin­
uity of it, even though it's very baroque and going all over 
the place. Actually it's why I wanted to work in video 
because I fe lt that the way I put together language works 
very wel l with the putt ing together of the images of 
video and that tech nology, rather than fil m technology . 

ES: I 'd like to ask about the role of the artist and the 
writer, not separating those two, is that y ou seem to have 
a message to get out to a certain extent. You're not just 
conscious of the process. Referring back to the write-up 
in the mailer about 'institutional vs. private sector' and 
this whole idea about transcendental and stuff like that. 
Are you artists with a message? Are y ou trying to say 
something in particular? 

TO: I'm not a preacher. I think the way that any kind of 
communicati on operates is that it's open to interpretation, 
by the receiver or viewer, and my tendency is not to 
preach but to set up the viewer to fa ll into a judgementa l 
mode, to engage in the work in another way. Because 
what exists on the videotape, it's not the text, it's not the 
image, it's the wedding of the two together. And it's not 
even that until the viewer sees it. And then it becomes 
compl eted by interpretation which is what makes it 
different . We're ve ry aware of th at leve l of bouncing off 
and interpre tation in readi ng these unconsci ous sy mbols. 
I beli eve that there 's a certai n path os to the work but it 's 
not reall y a down piece . It's a humourous, not rea ll y a 
black humour ei ther. 

ES : What I saw in there was a side of our generation of 
American criticism, as distinct from Canadian criticism, 
which I really liked. A mericans can take a pot-shot at 
their politics or their society better than any body else. 
Canadians can go on forever and complain {about 
America), but there's an American side of criticism that I 
saw in y our tape, a kind of consciousness or level of 
awareness. 

sations, and a great deal of phil osophizing while providing 
a visual tour of Vancouver 's sky line and waterfronts . The 
ambient soundtrack by Michael Cote was augmented by 
record ings of announcements on the computerized rapid 
transi t, fo und sou nds fro m locations, and the occasional 
voice-over describing the alienati on and hopelessness of 
the search for the lover on the answering machine. The 
imagery va ried fro m fair ly stock images within images of 
seemi ngly disjointed views of Vancouver's Ch inatown and 
harbour (alth ough obviousl y meant to convey to the 
viewer the sense of wandering), to ri gid settings in a cafe 
win dow, complete with requisite coffee and cigarette 
action . Th e tex t, transl ated from the French, was typed 
over the face of the images at random ti mes during the 
tape, resulting in the vie wer concentrating vision on the 
slowly appearing words, much the same as one is mes­
merized by watching a video displ ay terminal. In this , 
the text was disconcerti ngly not connected with the image 
so that it was perhaps an inadvertent benefit that the 
viewer couldn't concentrate on both. It was clear that 
Bourdon was attempting to evoke a certain sense of 
timing in this work, which he was re latively successful in 
doi ng, but the viewer was left with the uncomforta ble 
fee ling that this tape was pretenti ous and cliched in its 
overworked use of a Bar thes text, coupl ed with an 
attempt at a poetic quality that was never quite reali zed. 
The onl y thing that was particularl y challenging about this 
tape in this context was that it was judged to be the 
"Best Dramatic", a category into which it did not seem 
to fit . 

Th e fi nal tape, Not a j ealous Bone by Cecelia Condi t 
represented the " Best Experimental " piece in the fest ival. 
Using the incongruous for mat of a mus ica l, the tape tells 

CD : We're not terribly preachy, but I do notice that 
having developed other things over the years , it continues 
to develop but we're not in a real early stage of developing 
our individual style . One thing I'm more focussed on now 
is evolving and developing some ki nd of social , the social 
consciousness of the work. And worki ng with Tony, it's 
the nature of the collaboration that we do focus on 
informing the work with a social consciousness. And it's 
a ge nuine one, it's the one we have. But 1 've had a 
tendency , a hes itancy, to be terribly didactic, a heavy­
handed kind of writer, rather to be gentle, even obtuse. 
Now 1 'm more interested in it being definitely there. 

ES : So, in closing, do either of you have anything you'd 
like to add, either about collaboration or whatever? 

TO: Video by its ~ature is very collaborative. I'm sure 
your readership knows that you need at least five people 
aro und to help. It was really amazing for us to come to 
Western Front and do this piece . It was a real show of 
faith in the notion of co ll aboration , kind of blind faith 
because I had never met anybody here before . (Constance 
had been here in '78 and '85 .) Bu t it was a real unique 
experience for me to come and work in this ki nd of 
community, where people are friendly and eager to 
help. It's very, very rare . I've worked all over the place, 
in Japan, Paris , and New York. 

CD: Everyone entered into the spiri t and support of this 
work, practically from the first day. We came very pre­
pared because we wanted to produce the whole piece in 
this period of time. By the end of the first day we were 
here we had a shooti ng schedule, we had storyboard and 
script down , although I had to do re-writing as we went 
along. But that really helped because we knew what we 
needed, we knew what we wanted , we could ask very 
specific requests , 'will you do this for us on this day?' But 
everyone was really willing to be part of our obsession. 

ES : Well, you 're artists-in-residence; that's part of the 
deal. How does that differ from, say, the way y ou 
would 've produced this tape in New York? Are y ou 
associated with an organization there? 

TO: Not rea ll y. I've shown all over the place there, but as 
far as producin g work th ere, I find it very difficult 
because space is a premium , there is no such ani mal as 
Weste rn Front there, that you can live in, has equipment 
and has a studio, .it's unbelievable, it just doesn't exist. 
And if it did , it wo uld be a huge money -making sort of 
thing. 

It was kind of a reprieve for us to come here because 
the last production we were on did go into a lawsuit and 
we're still in that but also in New York everybody is on 
th is leve l where th ey have to generate a ce rtai n amoun t of 
income. So you have to pay ex tras for rehearsal, cab fares, 
lu nch, so your budget really expands rapidl y. And I'm 
sensitive about it, no one works for nothing, everyone has 
to be paid even if it 's just a gesture so that there 's a 
meaningful relationship on the set. 

ES: So, are we going to see future collaborations between 
y ou? Besides the realization of Relatives? 

TO: We have two other things in the crates . 

CD: We're raising money on two other projects. One 's 
a perfor mance with video and one is a long video narrative, 
at least 45 minutes, with full sets, sets that are life-size, 
sy nc-sou nd , spoken-word text . * 
the story of an old woman "who fin ds a magic bone she 
believes will help her live fo rever" . She sets off with the 
bone she found on th e beach to look for her mother, 
but instead is set upon by a yo ung woman who tries to 
steal the bone . This simpl e story of good versus evi l and 
jealousy is revealed through action rather than dialogue. 
Often thro ughout the story , the yo ung woman's hands, 
face, and image are superimposed over the old woman , or 
combined to present yo t.;ng, perfectly manicured hands 
massaging an old and wrinkled face. The intrinsic value 
of this work is that the poi nt about jealousy, longevity, 
and beauty is not overstated . The lack of dialogue, 
replaced by actions and facial expressions, is fa r more 
effec tive in delivering the message. The work presents a 
subject which could be boringly prose lyti zed over forever , 
in an accessible, clever, and experimental way. 

The "Best Video" series was ultimate ly useful for a 
local audience fo r a number of reasons . It provided 
viewers and producers an opportunity to see the kinds of 
work that are winning prizes in national and international 
fest ivals. It displayed the sort of cr iteria applied to pl ace 
vi deo tapes within certain categories with a rationale fo r 
that kind of selection process. It gave the local audience a 
gl impse of works produced in America today that are 
perceived to be on the cutting edge of experimental video 
production. In some cases it was obvious, even to the less 
cr itical , that the works chosen did not stand up to the 
kudos awarded them by being judged 'best '; in other cases 
it appeared as if the category was ta il or-made for the 
winning entry . This series provided an insight into one 
of th e important processes of distributing work to a 
large r audience outside the individ ual prod uction centre, 
and for that it shou ld prove instructive for local producer. 
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