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AHHH TO SUMMER BLISS(TER) AND TO 
THE CONVENIENCE OF THE INCONVENIENT 
MAIL STRIKE WHICH WENT ON AND ON AND 
ON •.•••• AS DID VERA FRENKEL AS ARTIST 
IN RESIDENCE AT THE WESTERN FRONT 

. AFTER FOUR WEEKS lNT~ . OVERTIME SHE 
. COMPLETED 'TRUE BLUE ROMANCES'"" 

DURING THAT Tl.ME (EMPIRES CAME AND 
WENT) ••• f-LENN LEWIS .THE WORKAHOLIC 
RETURN~D ' FROM A 3 MONTH GARDENING 
SOJOURN TO JAP;AN,,,,,THE BARON 
BYRON~ BLACK F

0

LEW BACK F_OR A QUICK 
VISIT,,,,,, .VANCOUVERITE_S/NEW YORK 
ERS ARDELE LISTER &"BILL JONES TIED 
THE l<NOT ••.•••• PAUL WONG'S CAST & 
CREW OF 20 FOR 'PRIME CUTS' SPENT 
A WEEK POOLSIDE, AT DINNER PARTIES, 
SAILING, CAMPING, OUT AND ABOUT IN ·. · 
R.v.'s (RECREATIONAL VEHICULES), IN 
GYM TONING LUSH BODIES, IN AND OUT 
OF CLOTHES, BEDS AND PATIO'S,,,,,, 
ALL THAT FOR STYLE,SENSUALITY AND 
TEtl.fNOLOGY ••. I •••• I I I I I •• I • I ••• I ••• 

THE CANADA COUNCIL'S FILM AND VIDEO 
ADVISORY ARTS PANEL HAB IT'S SUMMER 
MEETING HERE AT THE ROCK STARS HOTEL 
LOCATED AT ENGLISH BAY OTHERWISE 
KNOWN AS 'GAY BAY' ,,,,,THE CONTIN­
GENT INCLUDED FILM OFFICERS FRANCOIS 
PICARO, VISUAL ARTS HEAD GEOFFREY 
JAMES., THE OUTGOING, I'M PACKING IT 
IN AFTER 3 YEARS VIDEO OFFICER 

RENEE BAERJ, lHE GLOWING e.£6.G.Y. 
~THE ENTHUSIATIC WE'VE JUST 
APPLIED FOR A PAY-TV LICENSE 
MIRIAM "ADAMS OF 15/VISUS IN TPRON­
TO, THE VERY TALKED ABOUT AND 
CENSORED AL RAZUTIS WHO SEVERAL 
WEEKS BACK IMPRESSED THE STARCH 
OUT OF THE APPLEBAUM/HEBERT FED­
ERAL CULTURAL REVIEW COMMISSION .. 
~ .. THE ASTOUNDING TALENT MARGARET 
D.RAfil! ACTRESS,STRIPPER,DANCER,PER 
FORMANCE VIDEO ARTIST BREEZED IN 
DOING THE MEDIA BLITZ FOR THE 
WORLD PREMIERE OF SURFACING IN 
WHICH SHE CO-STARRED, THE FEATURE 
FILM BASED ON THE NOVEL BY rARGA­
RET ATWOOD IS DOING REASONABLY 
WELL AT THE BOX OFFICE PLEASING 
MOGUL PRODUCER BERYL FOX. THEY'RE 
LURING IN THE STREET TRAFFIC VIA 
THE VIDEO TIO-BITS BEING PLAYED 
OUTSIDE THE THEATRE.,,,,,,,,,,,, 

. DRAGU IS PLANNING A· VANCOUVER PER 
FORMANCE WITH COHORJS JANE ELLI­
SON & ELIZABETH CHITTY ...•.•.•... 
MEANWHILE TANNED LEATHERETTE 
ER1C METCALFE PRODUCER OF THE 
HIGHLY SUCESSFUL STEEL & FLESH HAS 
SPENT THE ENTIRE SUMMER ON THE 
BEACH HOLDING COURT WITH .THE KINKS 
OF WEST END LIVING AND CONTEMPLATIN 
TING HIS NEXT CAREER MOVE, IN BE-
TWEEN . ANGST REGARDING MID-LIFE CRISIS 
,,,,,,,,,SPEAKING ABOUT LAID BACK,, 
THE VANCOUVER ART. GALLERY 'VIDEO 
SPACE' LAST POSTER ANNOUNCE~ENT 
DIDN'T COME OUT TILL HALFWAY THROUGH 
THE SCHEDULE.,, ,,LAST TO BE SCHEDULED 
WAS TOM SHERMANS "TRANSVIDEO" .•...... 

FUSE MAGAZINE EDITORS LISA STEELE & 
CLIVE ROBERTSON TAUGHT A SUMMER 
COURSE AT SIMON !FRASER UNIVERSITY 1 

LEAVING THE UNIVERSITY IS PERFORMANCE 
INTELLECT BRUCE BARBER. WHO HAS GONE 
BACK TO TEACHING IN HALIFAX AT THE 
NOVA SCOTIA COLLEGE OF ART,,,,,,,,,,, 
VIDEO ' INN'S CRISTA HAUKEDAHL (IN BE­
TWEEN TANGENTS) HAS ORGANIZED A LOCAL 
MEDIA ALLIANCE,,,,,,,APPEALING~ 
NETTE REINHARDT DIRECTRESS FOR VIDEO 
OUT INTERNATIONAL HAS JUST HAD HER 
WISDOM T~ETH EXTHACTED,,,IS THAT ANY~ 
THING LI KE A LOBOTOMY ? ? , , , , , , ,' 1,,, 

GINA SHOW PRODUCER. JOHN ANDERSON HAS 
TAKEN A JOB (CAN THE BOY HANDLE IT ?) 
DEVELGPING THE VIDEO SECTION F9R 
COMMERCIAL ELECTFtoN I cs •••••• THE HELEN 
PITT GALLERY HAS RESURGED AS A DOWN­
TOWN NOUVEAU GROOVEAU HOTBED FOR ART 
ZANINESS •••••• DQREEN GREY (THE AMBI­
TIOUS LENORA COUTTS) CONTINUES TO 
SHOW TAPES IN ROCK N ROLL VENUES,,,, 

METRO-MEDIA IS RESURFACING AS A 
PROMOTER OF MUSICAL, LITERARY AND ART 
EVENTS,,,,,, LOCAL PRODUCERS INCLUDING 
ANDY HARVEY .SHAWN PREUS. ';TOKELY SEIP 
HAVE FORMED A COMMERCIAL COMPANY....IliE. 
PRODUCTION TEAM SPECIALIZING IN CUL­
TURAL PROGRAMMING FOR CASH DOLLARS,,, 

NO CASH DOLLARS YET,OR SIGNS OF IN­
TENTION FROM THE SLEAZBAG OF A MAN­
AGER Bl LL HOUSE OF THE CLICHETTES 

wmID~® 
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WHO SKIPPED. OUT OF TOWN WITH ORIGI­
NAL RUSHES AND MASTER EDIT AND 
$1200 WORTH OF UNPAID EXPENSES,. 
ovER PORTAPIA INTERNATIONAL VIDEO 
ART COMPETITION AND SYMPOSIUM HELD 
IN KOBE, JAPAN IN EARLY JUNE WAS 
JURIED BY BARBARA LONDQNCMUSEUM OF 
MODERN ART, N.Y.),DANY BLOCK OF 
PARIS,MICHAEL GOLDBERG OF VIDEO INN 
AND JASCIA REICHARDT OF LONDON WHO 
CONFIDED BEFORE JURYING THAT SHE 
DOESN'T LIKE VIDEO .ART??????.,,,, 
THE INVITATION . ONLY COMPETITION 
WITH TOP AWARD OF $3000 WENT TO 
BILL VIOL.A .ENTRIES MOSTLY FROM 
U, S, &JAPAN,, , , , , ZILCH FROM FRANCE, 
ENGLAND, HOLLAND,,,,,,3 CANADIAN 
ENTRIES VIA ART METROPOLE, CON­
GRADS TO A.M.,THE ONLY ENTRIES 
REFUSING TO SIGN COPYRIGHT CLEAR­
ANCES ALLOWING THE TAPES TO BE 
DEPOSITED IN A MUSEUM AFTER THE 
FESTIVAL, , , , , , , , , , , , 

NOT UNLIKE THE DEMOCRATIC .WALL, 
TATTLETAPES IS NOT NECESSARILY 
BASED ON FACT, IT IS ALSO NOT 
JUST MALICIOUS GOSSIP,,,,,IT IS 
A READING OF OUR TIMES, A NOTION, 
A VIEWPOINT, MERELY AN OPINION,,, 
, ,IF YOU'RE ONE OF THOSE WHO FEELS 
SHAFTED, SLANDERED OR LEFT OUT,,, 
WRITE US, GIVE US YOUR 'LINE',,,,, 
I I I I I I I I I I 
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VIDEO 
GUIDE VANCOUVER GUIDE 

ED .MOWBRAY 

EXCERPTS' 
AND 

EUPHORIA 
AT 23, ED MOWBRAY IS AN ACCOMPLISHED 
musician and vocalist, playing profes­
sionally with Vancouver's WARSAW, a pop 
group that released its first single 
earlier this year through an independent 
label. 
FROM HIGH SCHOOL VIDEO WORKSHOPS IN 
London, Ontario, Mowbray worked for 
three years as an ENG (Electronic News 
Gathering) Features Editor at CKVU; Chan­
nel 13 in Vancouver. As well as perfect­
ing his job as an editor, he took advan­
tage of the unique situation at the sta­
tion to use the hardware during 'down 
time' to create other work •. 
IN APRIL, HE PRESENTED HIS FIRST EXHIBI­
tion of video tapes at the Video. Inn. 
The program was divided into two distinct 
parts including selections from the 
'VIDEOWAVE' series produced with CKVU co­
horts Rick Martin, David Cohrane and 
Stan Sawzcyn and the premiere of multi­
channel 'EXERPTS AND EUPHORTA' I with a 
program running time of approximately 
s 'ixty minutes. 
THE "vIDEOWAVE SERIES WAS CREATED BETWEEN 
March 1978 and August 19BO. It is a con­
trolled and tightly edited s~ries of ten 
of Vancouver's most exciting punk.and 
new wave bands, including D.O.A., THE 
YOUNG CANADIANS, THE DISHRAGS, DOUG AND 
THE SLUGS, THE POINTED STICKS, and more. 
The tapes are created in the style of 
'record company promotional demo's' com­
bining a variety of techniques and re­
cording approaches: live studio mixes, 
special effects, chroma-key, 8mm & 16mm 
film transfers and stills. it is the 
type of program that we have become ac­
customed to viewing on "Saturday N~ght 
Live". The o~ly principle difference 
with Videowave is in its local focus, 
the broadcast quality tapes were intend­
ed "to bring progressive bands in to the 
£orefront by using a format that was ac-

. ceptable to the public". Locally, these 
tapes have been aired repeatedly on the · 
cable shows, 'Nite Dreems' and 'The Gina 
Show', perhaps initiating an audience in 
the comfort of their homes who perhaps 
might be too intimidated to go out to 
live venues. The 'Doug and the Slugs' 
tape was sold to RCA Records which con­
tributed to worldwide distribution of . 
the band's first album. Videowave oc­
curred when the local music scene was 
optimistic, vital and exciting; the 
s·eries captures it and is an important 
record. 
EXERPTS AND EUPHORIA IS A SOLO WORK, A 
three channel tape in full stereo. It 
is one of the slickest multi-monitor 
pieces to date, c.ombining original as 
well as off-air prime time footage. · The 
influences of working in commercial tele·­
vision is obvious in its content and in 
its technique, the handling and juxta­
positioning of imagery is smoothly lay­
ered and refined. The tape is divided 
into five sections: 'politics and vio­
lence', 'sex', 'religion', 'money' and 
'self'. 

THE CONTENT IS COMPOSED OF CONTEMPORARY 
television culture, using the day's is­
sues and headlines, ie: the space shut­
tle, the Big Mac, . Reagan, and r~ligious 
programming. This is both the tape's 
weakness in easily identifiable imagery 
and· its strength as an analysis of mass­
oriented television, The content is 
'Americana' wi"th· no apologies· for it, 
after all, they are the dominant (tele­
vi~ioq) culture just south of the border. 
ONE OF THE MOST MEMORABLE, POWERFUL AND 

· long.est sequences · ·is that. of Reagan, with 
·- the central monitor ·Of the thirty-six 

second assassination attempt slow moded 
to 9~ minutes. It flickers almos-t frame 
by frame as the · side monitors show snips 
o·f the inauguration speech,. the academy 
awards and other related material. The 
'capped' time is further enhanced by the 
slow-modes, the fade in's and out's with 
perfect sync; and pacing •. 
Mowbray sees this wo;rk as a "subjective 

dive into the misuse and abuse.of tele­
vision", the concluding sequence shows 
him answering, "How do you feel?" to 
which he replies, "I feel like a straight 
line on a crumpled piece of paper." The 
statement conveying the inherent escap­
ism, sucking powers, confusion and con­
tradictions of commercial broadcast tele­
vision. 
AFTER THREE YEARS IN THE INDUSTRY, Mow­
bray has packed it in and has moved on to 
Toronto. This, as his first major presen-

. tation in the video art context, shows 
competence, promise and patience execut­
ing hundreds .of hours of edits. He also 
points the way to what video producers 
could do if provided with access to so­
phis.ticated hardware. He has come to 
p.roducing his own work from the other 
direc~ion. It will be interesting to see 
what he can produce in the future with or 
without . that speci.al . access. 

PAUL WONG 
3 
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E: So, -Marsha, you've been working with 
video a long time. When did·you 
first start? 

M: In the autumn of 1975. 
E: And how was it that you came about 

to do that? 
M: I really don't reme~er. 'I was in­

volved with Vehicule Art. Video 
began to be used by artists in the 
early seventies and I was starting 
to do performance work. I was on 
one side of the camera and I suppose 
I just became i~terested in being on 
the other side. 

E: What sort of work were you doing 
before? · 

M: Well, I did graphics. I did paint­
ing a bit, I did music a lot. I 

.suppose I just became interested in 
some sort of abstract expression .of 
how a human being can perform, it 
evolved into making actions. 

E: The tapes you showed at the Video 
Inn were each very different from 
one another. Actually, it would be 
easy to think that they we.re made 
by different people. What do you 
attribute that to? 

M: I don't see them as being different 
because. I see the link between all 
the works, especially looking back 
on them and seeing them all after 
another. The link is how symbolism 
of a personal thought of a social 
sort, or a political sort, influ­
ences one's behavior and how that 
in combination with environment 
produces certain actions and re­
actions. That's a basic theme to 
all the tapes. 

E: Can you talk a bit about what you 
mean by symbolism? 

M: Well, our logic processes . manif~st 
in symbolic form and we interpret 
them. So, just take the everyday 
television medium: we see adverts 
and ·certain symbolic signs are pre­
sented that we should eat, buy, act 
a certain way. So these are sym.• 
bols: symbols of family, o! love, 
territory, symbols of god concepts 
that are acted out in certain ways 
through certain interpretations. 
I think television is the perfect 
medium for conveying symbols. 

There are symbols that become inter­
preted into ac:ts of war, acts of 
love, of daily· routines <lnd we 
make certain responses to certain 
stimuli because of growing up and 
relating to symbols in a certain 
form. 

E: Would you say that this awareness 
or concern with · symbols means . that 
you're working metaphorically? 
You would choose a certain action 
in a · tape to be a metaphor for a 
personal or social state of mind 
or what have y·ou? 

M: Yes. Well, "Y1ou Must Remember This·" 
is a tape you saw and even wrote 
about. One· part of the tape wa·s a 
recurrant situation where a woman 
was singing torch songs from the 
30's and 40's. They dealt with 
certain role patterns, how a woman 
is supposed to react to a man. The 
other part of the tape was in fact 
someone; a woman,. reacting as a 
child, · as an a•dult, as a .woman, as 
an artist, sUb•consciously and con­
sciously to the very lyrics of those 
songs. · So .the metaphor was ·being 
played out in a role and I could 
take from my own life or li v:es of 
those I'd seen or heard about and 
relate it to 'tlhose symbols. 

E: Is the autobio•;raphical sense that 
tape characteristic of your work? 

M: It's not reall:y very autobiograph­
ical. I just Jllsed the first person 
format. Any particular instance I 
don't think I 1:::ould say actually 
happened. I made it personal; I 
made it that way. It could easily 
have been my o~im life but it could . 
have easily bet!n someone else's. 
It wasn't impoictant wbether it was 
me or not. ThE! intimacy was cre­
ated by puttin9 myself in that 
situation; by E!Xpressing the meta­
phor in the first person. 

E: Sticking with 1:.his idea of symbol 
and metaphor, what would you sum up 
as essentially being the content of 
"Dutch Light" i:or which the various 
actions were mE!taphors? 

M: This is very difficult - it's so 
close. I'm still going through the 
process of the creation of ~ Dutch 

Light". 
E: Maybe it would be easier to think 

of the book which was the source of 
the tape. 

M: It happens to take place in the Ned­
erlands because wh~n I began the 
whole project I was living in Ned­
erlands. There's a definition of 
oil painting where it's called 
"diffuse masses of narrative 
layers". · I was rather taken with 
this and I see how one perceives 
the internal and external world as 
many . tra~sparent and opaque layers -
narrative .layers. So the still and 
moving images that appear in the 
video, or still images that appear 
in the book, and texts that might 
not have anything to do with one 
another can be placed together and 
because of the way we. interpret 
symbols and put them into metaphors, 
can become one complete unit. 

E·: So you think of that work as being 
many layers that do not necessarily 
have to be viewed as reiated to one 
another. 

M: They're separate and whole at 
the same time. It ~egan with 
a piece I did, a series of 
actions. I spent three days in 
an unused prison in Amsterdam. 
I was the only prisoner there 
and with an automatic timer on 
a camera and a tripod I framed 
the different visual parts of 
the vision of the prison. I 
had ten seconds with the auto­
matic timer to .react and I 'did -
I reacted - sometimes I wasn't in 
the picture at all but to me that 
was a reaction as well. - After go­
ing back to my house I was directly 
stimulated by this experience t~ 
write a text. The text doesn't 
really have anything to do with the 
prison except th~t it stimulated 
me to write the text. From that, 
I began doing a series of photographs 
and writing texts that eventually 
became a book. As I say, only 
because I was in Nederlands in Ned­
er lands a eheme, but I suppose I 
was impressed by Dutch paintings 
as a child. Very early in my liv-

.. 
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E: 

M: 

E : 
M: 

E : 

E: 
M: 

"-i.ng in Amsterdam, after a stprm I 
was looking out the window o n to 
t he port and I actually saw the 
light that all the painters had 
seen , that everyone who lives there 
sees whether they are aware of it 
o r not. And so thi s light to me 
represented the whole make-up of 
the Dutch people, the make-up of 
the culture. By following that 
theme I was able t o explore my im­
press ions of t hese people and their . 
land. 
So in a way, it was a kind of sum­
mary as visitor of a people and 
thei r culture; linking their cul­
ture in terms of painting, with 
thei r physical environment in terms 
of the light, · and various narra­
tives of people you saw. 
Their behavior and their conscious 
wori d view and their unconscious 
symbolic view of things is def in- · 
itely determined by their environ­
ment. The light is so evident in 
all of the Dutch paintings. The 
need, being in a d'amp climate, . to 
create something that wouldn't 
corrode in the damp caused Van Eyck 
to develope the technique of oil 
painting. The land wasn't ' even 
there, they built the land. A 
thousand years ago they were actu­
a 11 y creating land where ··there was 
only- water, so the light symbol­
ized the whole substance of their 
survival and the marriage of Cal­
inism and Catholicism and Paganism. 
Where does the Paganism come in? 
The wind, the Pagan wind. (laugh) 
In the opening part it says, "tbe 
dull, foreboding Calvinist land­
scape, the submerged substance of 
survival at the edge of storm, a 
pagan squall, a catholic sun" (and 
catholic in its actual meaning -
meaning universal) - "and t hen, 
Dutch Light." · 
I would say that you must have a 
very warm feeling to the Nederlands 
and the people. Do you think that's 
a significant part of developing 
this whole work? 
Sure, well, I have been living here 
for the past few years . I may be 
living there some more. 
You're still working in music? 
In Ams t erdam I am. I work with 
someone who plays contrabass ~nd 
different string instruments. But 
back to Dutch Light: because I 
r ead this defini tion of o i l paint-

E: 

M: 

E : 

M: 

E: 

M: 

i ng, I r e a lized that my i d e a o f 
havi ng phot ogra phic i mages t hat 
d i dn' t necessar ily do a nything , 
j us t stills of s treet s a nd scenes 
in the city a nd havi ng act ions only 
in the tex t; they could make a com­
posite of narrat ive layers and al­
though not be oil paintings at all, 
sti ll f i t t he description of oil 
paintings. So they're not-oil 
p a i n tings. I like the idea of re­
stagi ng s i tuations, juxtaposing 
situations in terms of equivalence. 
When I was working with students 
i n Enschede, I did a residency at 
the art college there We experi­
mented with tha.t format. It was 
ver y successful, ' very interesting 
to go to a certain environment, a 
c~rtain place and do something · 
not quite sure what - but doing 
something and then restaging its 
equivalence somewhere else, in an 
anonymus white room. Being very 
near Germany, we went to the German 
border. It's not really important 
what we . did there, the students 
actually had some interesting re­
actions because of a particular in­
doctrination about Germany . So 
they performed these actions in an 
anonymous white room, and one was 
called "at the border" and one was 
called "not-at-the-border". This 
went on in a series of " at the" 
and "not-at-the". 
Your major interest there was the 
influence of the environment? 
Yes, it's a stiimulus. When one's 
in a white room with nothing in it, 
one has to draw upon one's internal 
imagination with no stimulus. The 
environment will always trigger off 
something specific 
Speaking of white rooms, what about 
"Trop(e)isme" . Was that very much 
a sense of reaction to environment, 
specific to white rooms, the action 
of that tape? 
No, it's having ta draw upon one's 
internal actions and reactions so 
there was no external stimuli at 
all. "Trop(e)i:sme" is more close­
ly related to "You Must Remember 
This " in its int imate use of the 
camera and its particular, singular 
intense reaction between the person 
in t he video and the camera. 
You th i nk of it as a r eaction to 
t h e camera itself. Where does the 
audi ence f i t i n? 
Just the camer a "s there, and I know 

the camera's the r e. 
E: Did you e ve r thi nk o f doi ng it as 

a performance? Do ing it wi th tha t 
r e a c t ion to the a udi ence? 

M: I couldn 't . 
E : · What I'm wondering abou t h e r e i s 

the use o f t he . wo.rd "reacti on" and 
the presence of the camera. I' m 
wondering if the presence of t he 
audience who would be looking the 
f i nished tape had any part in i t. 
Obvi ously, the " trop" of Trop(e) i sme 
"too much" L and the fact that t h e 
smearing of the menstrual0 blood is 
an action that most people would 
look at as "too much" - was there 
a sense o f a challenge to th~ au­
dience, a 1 d~iting the p µdience to 
deal w:i, e h this , ~ or a feeiiqg of 
hosti l ity. even tQwards the 
audienc;e?· . . · . 

M: I don't th i nk I could ever do that 
in front of an audience. What I 
meant .b y. intimacy is that I'm j ust 
reacting' there alone with the cam­
era and in "You Must Remember This" 
I'm t alki.ng to the camera as though 
there's someone else there. The 
reason I like to work absolutely 
alone with the camera, being the 
only person doirrg everything, is 
that then I can free myself to do 
something that I don ' t think I 
could ever do in front of people. 
So I'm not challenging anybody. 
Perhaps I'm challenging myself, I 
suppose, if I'm challenging anyone 
at all. It was too much for me as 
well, that's why I called it 
··trop(e) isme". The "trop" is "too 
much"; the "trop" also is, same in 
English, an inate tendency to 
have a parti cular reaction to a 
given stimuli; like heliatropism, 
a plant will turn to the sun. It 
was just something I had to do; I 
was compelled to do that. I'm 
compelled to do a lot of this work 
when to me the balance between 
compulsion and lucidity, self­
indulgence and tightness i s a very 
tight line to walk. I have to be 
rather careful. 

Marshalore was visiting video art i st 
at the Western Front in .January/ 
February of 1981, a f wh i c h time s he 
produced "Dutch Light - Textual 
Act i ons ". This inter view was conduct­
ed February 1 1 . 

This year there are 2 divisions. Division I (No 
Limitations) allows total creative freedom by 
allowing entrants to submit compositions with 
no restrlctlons In terms of contents. Dlvlslon II 
IVldeo Letter Exchange) ts for thosa compost· 

. tlons that usa video In a manner similar to that 
of 2·way wrltten communication. Both the 
message from the sander and the return mes._ must be submitted together. _.,..__ 

• Length: Compositions with a duration of only 
a few minutes or seconds are acceptable but 
maximum tape playback time must not 
exceed 20 minutes. Video Letter Exchange 
compositions submitted on 1 video tape or on 
2 separate video tapes •~ould not exceed 20 

Video a.- Prix 11 radplent) 
US$2,5001°round-trlp to Japanhrophyl 
citation (During a 15'day stay In Japan the 
recipient of this award will attend the announce­
ment and pn!S80tatlon ce<emony In Tokyo 
recognizing all winning video compositions.) 
'Includes round-trlp plane fare and lodging. 

Dlvt1lon I (No Llmltetlont) 
Worlt1 of Excell....,. (2 r..:fplent1) 
USS1,0001color video camera/trophylcltatlon 
Worlte of Specie! Dletlnctlon (S r..:lplentl) 
USS5001cltatlon 
Worlt1 Dffervtng H-.ble Men11ol'I 
(5 reclplent1) 
USS250/cltatlon 
Selected wo<111 (10 1'8Clplent1) 
US$501cltatlon 

Dtvttlon II (Video L-Ex""-) 
Worlt of Excel'- (1 r..:lplent) ' 
USS1,0001color video comera/trophytCltafton 
Worltt ol Speclel Dlltlnctlon (2 l'8Clplentl) 
USS5001cltatlon 

Selected - (5 l9dplenls) 
US$50/cltatlon 

Note: A composition should be designated 
and entered Into only one division. 

minutes In total. 1 • 

• Video Format: Either 1124nch or 3/44nch In 
' VHS, BETA, VCR, etc. 
•Color TV broadcasting systems : NTSC, PAL, 

SE CAM 
• BIW TV broadcasting systems: USA, French, 

!Belgian. British, CCIR, OIRT standards 
• ieQulpment: The compasltlon must be 

produced with a video camera, Inclusion of 
transle)Ted pictures lrom films or still photo­
graphs Is permissible, however, a composition 
entlraly of such will not be accepted. 

• Previous exhibition: Any composHlon pupllcty 
or prlvately shown will be accepted. 

•Number of composttlons:'There are no · 
!Imitations on the number of compositions an 
entrant may submit. however; each entrant 
will be eligible lor only one award. 
Compositions submitted by mo"' than Ollfl 
lndlvldual ond selecled by the judges will also 
receive one award. 

Copyrlght1 
Victor Company of Japan, Limited Is hereby 

authortz~ to reproduce, sc~n, dlstrlbute, 
broadcast or re-broadcast by cable or elr waves 
those video compositions which received awerda 
for the 4th Tokyo Video Festival. 

Note: Sponsor will not be responsible for 
damage to tapes beyond the sponsor's 
control. Any violation of entry requl,.... 
ments will result In dlsquallficatlon. 

.JVC 
31p._A-Unit14 

Scarborough, Onteno 1111 p .... 

----- -·· ----- - ---·- - - - ---- ---
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"GADNEY' S GUIDE TO 1800 INTERNATIONAL 

CONTESTS, FESTIVALS & GRANTS IN FILM 
& VIDEO , PHOTOGRAPHY, TV-RADIO BROAD­

CASTING, WRITING , POETRY , PLAYWRITING 
& JOURNALISM" (610 pages, 5t"x8t" ) is 
available with 14-day complete .money­
back guarantee from FESTIVAL PUBLICA­
TIONS, P . O. Box 10180 , Glendale, 
California 91209 U.S.A., at the 
special price of $15.95 (U.S. funds, 
for softbound. edition) , and $21. 95 
U.S. funds, for hardbound edition), 
plus $1.75 postage & handling (and 
6% tax for California residents) . 
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Help the grH1root1 grow. 
Communlly groups In New Yorl< 
City are looking for lilms, 
videotapes and slideshows that 
relate to local issues and con· 
cerns. Some will be purchased. 
We're especially lnteresled In 
works made for or about com· 
muni ty groups in other cities. 

Send descriptions of media you 
think we could use to: 

Community Meclill Projecl 
208 Wesl 13th Streel. 
New Yorl<. NY 10011 

(212) 620-0877 

CENTRE VIDEO CENTRE VIDEO CENTRE 

Off 
Centre1 
Centre1 
3rd RcSor 
118 · 8th Awe S.E. 
C:.lgary, Alberta 
Canada. 1'2G OK& 

tll : (4031 233. 2399 

ClllTll VIllf:O CIHTIE VIDEO CZNTllE VIDEO CINTll! VIDEO CENTRE VIDEO 

An acceu centre ia be_i na e1tab1liehed vitbin OP? CENTU CEKTU. 
CENTI! VIDEO will aooa have a f:ull co.pl .... nt of 1/4 inch video 
product i oa equipment. 'nth equiip-nt, •• well &1 nlned infor­
aatioa and aervicu, vil l be pr·ovided to C!NTll VIDEO M.ttcra 
·for • aoainel ..-benhip fee . A.t wall, CENTKE VIDEO will carry 
out a.a estenaive video exhibiti:on prosr- pruent i n1 1hovin1• 
o f work by local, national and international video arti1tt . A 
$20.000 ar,nt hH been received! fro• the Canada Counci l , and 
aeaoti•tion• are underway to pu1rchaH equipMnt . keep aa eye 
open for an upcoaiaa CENTRE VID!EO aevtletter for • ,.are detailef! 

. •chedule o f e~ibitiou and eqUJip.Mnt acceu . 
for .,re info~tion, U;ll Cran.t Poier ·~ 275-286CJ ..•.• • •. 

CATALOGUES 

VIDEO 
IM ABENDLAND 

VON K0NSTLERN: 
SWAlll ANAND VEERESH 
KARL HEINZ R6scH 
ANTFARll 
ALEX llEIGHILVA 
KONRAD SCHNITZLER 
REINHARD ICN6DLER/ 
E.LEPETn' 
ULRIKE ROSENBACH 
U. BERNHARDT/ 
o.KRlNzuR 
BIRGr1' UND WILL.Ell HEIN 
KLAUS VOii BRUCH 
DAVID CRITCHLEY/LYA 
NAN HOOVER 
MARCEL ODEN8ACH 

ICOlls1URHAUS SIV1TQAlll' MUCllUNSTR. 48 sruDIO QALmam 

VIDEO OCCIDENTAL OCCIDENTAL VIDEO ............. 

Remont Filmmakers Coll. ·;.'., .,.'.. 

ul. Warynskiego 12 
00-631 Warszawa Poland 
tel. 25-74-117 or 210071350 

- cinema room for 400 persons 
- cameras and film-editing studio 16 mm 
- PAL and SECAM video 
- photo lab 
- informatio~ :pffices, tel._ 25:74-~7 (Warszawa) 

mHD1n1mn111n11n11niilnan1aonimiamam~~lllllllllil1m111111111n __ __,-.-~:-=· ~ . . : ; . 
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The Home Video Handbook-Secor:-id .Edi­

tion by Charles Bensinger hos now been 
thoroughly re~ised and considerably ex­
panded to cover' the . new home video 
technologies of the 80's. The 100 additional 
pages and 80 new photographs and graphies' 
will provide you with a comprehensive and 
unbiased look at the exciting and explosive 
world of home video. 

• A thorough treatment of portable video 
systems. 

• How to purchme the best equipment for 
your needs. 

• A survey of popular VCRs, cameras, 
accessories and video projectors. 

• Betamax vs. VHS formats. 
• -How to make money with your VCR. 
• How to produce, shoot and edit your own 

videotapes. 
• New video technologies-Qube, teletext, 

home eaith satellite receivers. 

6 

• Survey of videodisc systems. 

304 poges, 220 illus .. $12 
Available from: LARRY WANJOFF 

P.O. BOX 3331 
CASTLEGAR. B.C. 
CANADA V1N 3H6 
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OPE~I INTERFACE 
C/0 DIETMAR BOHRER 
KONSTLERHAUS STUTTGART I 

REUCHLINSTRASSE 48 
D 7-<100 STUTTGART 1 
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NITTTUT AilMANY DE .BARCB.OlllA 

COUJ:GID~ 

DE CATAUJllYA 

ANTONI MHCADEI 
Reverter, 9 bl1 
SANT JUST DESVERN 
Borcelono (Spain) 
(93) 37139 21 

---···· .... 
PERIODICALS TABLOIDS 

----STUDIO News Jest wydawnictwem Galeril Stu­
dio 
STUDIO N~IDO Is publultod bl/ Studio Galln11 
Adresladreu: Centrum Sztuki Studio - Ga­
lerta Studio PKlN IO-ICU Warsuwa Poland 

· opracowanle, redakcJa t proJekt &rafic:zny/ 
IM'a.nogtno N:Uor - Zd&ialaw .Sosnowski 
redakcJa 1 Uumaczenie/aul.ltant Nttor 
Ewa LaJa · · 

CLASSIFIED 



• 
- -- --- - - - - - -- -- - - -- --- --- - - - - -- --- - -- -- --- - -- --- -- - - -- - -- - -- --- - - -- - -- -- --- ---- -- - - -- -- --- ---- ---- ------------- --- - - --- -- -- --- -·- -- - - -- - -- - - - -- -------- ----- --- - - --- -- - - --- -- -- - - -·- - -- - - -- -- -- -- ~~~ -- - - -- -- -- - --- -
MAGAZINES 

Arton's Publishing Inc. 
31 Dupont 

Toronto, Ontario, Canada 
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OEnclosed is my cheque OPlease Bill Me. 
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Address 
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INSTMIT REPlAY 
INSTANT REPlAY 

" THE IMAGE TRANSLATORtm" 

EUROPE : Model SMP#l e nables viewers 

with a PAL recorder & TV/ monitor to 

view NTSC tapes in F'ULL COLOUR with 

no modifications to the PAL receiver . 

NTSC AREA: Model SMN#2 enables the­

viewer to play back PAL tapes on the 

NTSC VCR with an o rdinary NTSC TV/ 

monitor without modifica tio n t o the 

rec eiver. The mo d i ficati on t o t he 

r ecorder has no adve r se e f fect o n 

normal ' play ' o r ' p a ·use' NTSC modes. 

Fo r more i n f ormation , con tact : 

Chuck Azar at INSTAN'.r REPLAY VI DEO 

~.AGAZ INE , 2890 McFa rlane Road, 

Coconut Gr ove , Flo r i d a, USA 33133; 

tel (305) 448- 7088. 

-

Provmce Code ....................................................... . 
DI yr. $1 2 0 2 yrs. 520 Institutions: 0 1 yr. 51 8 0 2 yrs. S27 
Outside Canada add 53/sub/yr. for postage 

BOOKS 

a document ol The Ll1rl119 Art Parfomlanca F...,,,.1 
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RECVCLE 

Matthew Speier 
Vancouver, B.C. 

(604) 224 - 7165 -

Panasonic NV- 3130 1/2" op en-r ee l , 
colour edi±ing deck. $500 or b e st 
offer. 

111-QlllllllllllllllmUlllUlllllllllllllllllmlllPlllllllDHllllllllllllllUllllllnlllltU 

NEW 
TO: AJITIST- RUN ElOIIBITIOll SPACZS AND PUBLIC GALLERIES1 

Th• Canada council haa recently purchased a Sony PAL-SECAll 
video ayatam, conai1tin9 o f playbacit and moni tor a• wa l l aa 
apecial p•ckifl9 caaea . Thia ayat .. allow• f or exhibition of 
work on North Allarican , European and Japan&•• t• at andard. 

To arran9a a bookin9 , pl•• •• contact th• video 

officer , i ndicatiRCJ detail• and duration of 

the exhibition. 
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CASH JOBS 

association of greater vancouver 

ATTENTION 

METRO MEDIA is l ooking for beginnin~ 

a nd e xpe rienced freelan c e TECHNICIANS , 

CAMERAPERSONS , WRirERS , PRODUCERS and 

ARTI STS f o r o ccas i ona l wo rk . 

PLEASE send us your resume in writing 

(along with pi c t ures / ,exa mples of your 

wo rk, if p o s s ible), to the METRO 

MEDIA ASSOCIATION , attention: 

Personnel Co-ordinator. 

103 7 Cor:nmercia l Drive~. Vancouver, B.C .• 

Tel: (604) 255-1833 VSL 3X1 
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Employment and 
lmmigrali on Canada 

Employment 
Developmen11 
Branch 

FUNDING 

Canada 
Lloyd Axworthy , M1ni ste·r of Employment and 

Immigration , recently announced that funding i s 
ava il able for job creati on projects this fall 
and wi nt er . 

Oeadl ine for appl1catio11 is October 9, 1981 . 

CLAS SI FI:E: D 7 

-

t qe performance art quarterly 

SubM"riplinns: 

HIGH PERFORMANCE ;, a publication 
of Astro Artz. a California small pttu. 
The ma1niM is published four timl'S a 
~a••t : 

240 South Broadway, Sth floor 
Los Angell'S, California 90012 
(11))6117-7362 

,-........,, MnKO Surt•no 

no I H 112 S15 

.... 
U\ 

Sing~ i~HIM by mail. ,. ,. ,.. HIO !Ao IO 
ICurrlf'nl and b.K:a. iuunl 
bsw 11/U bv m.U, l<o.50 
10oubf. ;,SUf') 

110 sa " "' 

CONTEMPORARY AJmi PRESS 
POa.JW RINCON 
SAN FRANCISCO, CALlfORNIA 94Jlt 

ART-COM 

USSJ.00 
ART.COM 1absc:rlplloe 

1"81n: lnclMdu., 4 luua USSll.00/1 luues 
USSll.00; l u tllatHHI • mua US$11.00/ I 
mun USSl6.00 (AU.. Foft!Ja onlen , addl-. 
tional USSl.00 per 4 lu11e1). 
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MARCELLA BIENVENUE 
E: Can you describe that performance 

you recently did in L.A.? 

· M. The main part of the performance was 
a film. I chose to use film because 
of other performance pieces I'd used 
perhaps a couple of monitors, four 
at the most, and I didn't feel that 
the kind of imagery which I seemed 
to still work with was coming across 
clearly and strongly enough. I began · 
to think of the poss!bllity of film, 
in this case b/w 16mm, as a backdrop 
in a performance situation. I watch­
ed news broadcasts and various kinds 
of political events that were going 
on in the media and began to fanta­
size about ·the kind of questions 
that could be asked these figures, 
these leaders, that would be very ab­
stract~ the kind of questions that 
are really unanswerable because they 
are dealing with abstract thought. I 
had this idea about being a charis­
ma tic figure and being flanked by re­
porters and being asked questions 
such as, .. ·rs design basic to all hu­
man activity?" and "Can the landscape 
hold a neutral position?" - various 
other things which I could not an­
swer. It was just a flash and I saw 
it in a very romantic way, the way I 
could remember newsreel footage being 
shown in movie theatres in the late 
fifties when I grew up. I was able 
to organize getting this film shot. 
It was originally going to be quite 
long but in the end it became 2~ min­
utes. I was able to get the help of 
actual reporters and I simply moved 
through this ambush of reporters . 
quite stoically, a little tirea and 
not exactly bored but anxious to get 
through it; and I scripted the que­
stions. Perhaps idealistically ~ 
thought that the questions could be 
anwered in only one way and that 
would be the individual's creative 
process. So, I had this yery strong 
film which I based the entire per­
formance on. I decided that because 
the film was so strong, it would be 
ludicrous to actually perform in 
front OT it so I chose to show the 
film twice during the performance 
and was not in view during the ac-· 
tual film. I took it back into a 
very personal si tuati_on and at one 
point illustrated in vignette sec­
tions the strength and then the 
weakness and then the strength. that 
we go through all the time. I again 
repeated the questions on slides 
and instead of trying to answer in a 
kind of academic way or attempting 
to dissect the questions carefully, 
I simply responded in a very human 
way. In other words, the question 
leads to another thought. Ultimately, 
the performance became almost science 
fiction because I posed that the 
ki"nd of final solutions are very fu­
turistic things because human beings 
are still having incredibly great 
difficulties in dealing with their 
everyday existances. 

E: Let's move on tu the tape now. There 
is a narritive to the tape although 
it's not heavily emphasized. Can you 
describe how you see the content in 
reiation to the persona you play and 
tell me to what extent the narritive 
determined the structure of the tape? 
That's two separate questions really, 
let's take the first one. There's a 
narritive and there's a role, start­
ing with the transfer of the film and 
moving to the more personal and pri­
vate ~pace of this persona. 

M: B~sically what I've illustrated _in 
this tape is vulnerability and also 
manipulation. Up until the point 
where I decide that it's time to 
speak my mind, I'm being played with, 
in the sense that I'm being asked 
questions that I thought I cou1d eas­
ily answer. I'm being asked fairly 
simple straightforward questions, 
such as, what am I doing in the dark­
room, and I attempt to answer that 
I've begun to think about what's hap­
pening, what it means to be a .human 
being living in the world. I'm try­
ing somehow, to get some kind of in-
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formation myself by going out and do­
ing some exploring and coming back 
with images or whatever~ At the end, 
where I speak a·fter the silence, it's 
all very ideal because when I sp~k 
my mind, I'm saying that now I'm go­
ing to take some action and I don't 
know what the action is. The persona 
is one of extreme vulnerability.-

E: A change takes p.lace in the darkroom 
scene. There's a.n attempt to answer 
the question and. the other voice says 
that it's not go·od enough and after 
that, until the end, you're competely 
silent. In terms of the narritive, 
what brings on the silence and what 
makes -you break it? Was it the other 
voice telling yo1u that your answers 
were insufficient? 

M: I think so. The other voice is really 
me talking to my·self, a kind of sym­
bol of "they" an.d it seems .quite 
right somehow that that be a male 
voice because the male gender has~ on 
the surface in a.ny case, the control. 
It's a double kind of thing. Basic­
ally, I'm still taking on the respon­
sibility that, a1lthough it's a male 
voice, actually I am that voice ask­
ing me these rat.her simple questions 
that I really, a.t this point, don't 
know how to re.spiond to. · 

. E: That brings me t:o another area which 
you've already s.tarted to answer, 
which is the fac:t that it is a male 
voice and that t:he two .roles estab­
lish an inescapa.ble sexual politics. 
The male is dominant and aggressive 
and the female is very passive and 
vulnerable and allows herself to be 
literally manipulated and . humiliated. 
You've already E!Xplained that the 
voice really was an inner voice of 
your own self, but you obviously 
chose to have a male play that role. 
I wondered . how you intended it, be­
cause it's easy to interpret it in a 
very black and white si.tuation of the 
dominant male a nld the passive female. 

M: Perhaps one of t:he parts of the tape 
that I could have made more clear was 
the double edge, whereby, I'm talking 
about taking on some responsibility 
as an individual and the manipulation 
really could havre been anybody mani­
pulating me in that situation. It 
could' have been a very powerful woman 
and when I think about it, I have 
felt that kind c>f manipulation. But 
I have to say that most of the times 
when I've felt · manipulated in my life 
time, it has beEm because of .a male 
dominated society. 

E: It's obvious to me that it can be in­
terpreted from cl polarized male/fe­
male perspective! and that that is 
more evident tham the ambiguity of an 
inner voice or E!ven another female 
voice. In the end, when you break the 
silence, there is no reference or 
mention maae of the male figure, so 
that it almost seems that he's got 
off scott-free, if you know what I 
mean. Was that intentional that he 
remained uninvolved and untouched? 

M: Yes. I find it unimportant to focus 
back on the effe!cts of what- has gone 
down, because it seems very important 
to me that, although I've been mani­
pulated by the male in this society, 
I don't feel lilrn rapping knuckles at 
this point - I don't think there's 
time. I realize that some people .have 
got to go back to the scene of the 
accident and go through all of the 
why's and wherefore's. There's never 
any reference in the response at the 
end of the tape to exactly who "they" 
are. When I taH~ about "they", it's 
the people out t:here·, the powerful 
structures, institutions, goverments, 
and the media - and the frightening 
anonymity of it all. It's very hard 
to pinpoint exactly how it's all evol­
ved so there's no gender finally. The 
attack is on something very large and 
very powerful that I .don~ t understand. 
I'm simply making this statement that 
I realize what has happened to me and 
I'm not going to around and be mani­
puiated anymore .. 

E: The· text is written in a style that I 
find sometimes obscure; even in some 
of the questions that the reporters 
ask in the first place, for example., 
"Is it possible for the landscape to 
hold a neutral position?". It's not 
really ciear to me what that means. 
One thing that I want to focus on is 
the references to design, such as, 
"Is design basic to all human nature?" 
and "I'm attempting to comprehend 
scale.". Can you tell me a bit about 
the relationship of those design­
oriented questions to the overall 
tape? 

M: I've been doing some reading and re­
search on entropy , chaos, and trying 
to establish what human beings need 
in order to feel as though they have 
some kind of pulse on what's happen­
ing. Because I think alot about de­
sign, because I feel intuitive about 
where things are placed, I've become 
interested in how everything is posi­
tioned in terms of how one thing af­
fects the other, and whether things 
are coincidental or set up or how 
much control we basically have over 
how one kind of occurence follows an­
other. For me it's incredibly abstract 
and the way that I see it in the 
language is using images. So some­
thing like, "Can the ·1andscape hold a 
neutral position?." is just basically 
going back to looking at something 
that is very natural and the idea of 
standing back out of the picture and 
looking at it and deciding how that 
fell into place - as opposed to the 
idea of thinking about Japanese gar­
dens and how trees are shaped in such 
a way that the design becomes partic­
ularly :·p _leasant to the human being 
because he has manipulated it. So 
alot of that language is abstract but 
it's very image-oriente.d. I feel that 
I can think much more clearly in a ' 
room if everything is in it's place 
and I often wonder why that is be­
cause it has to do with order. It's 
an idea that I'm interested in - the 
fact that human beings seem to need 
that order and control to function. 

E: While it's not really concretely a 
large part of the tape, there's a 
definite sense of media. The role in 
the film is, as you say, a charisma­
tic figure. We assume it's a VIP, 
probably someone in a political posi­
tion. The reporters themselves, all 
the cameras, immediately bring the 
media into it: the darkroom scene; 
references to the media: the press 
conference at the end; and also 
"they", which, as you say, you don't 
pinpoint, but in which we sense that 
it's the "they" that the media is de­
finitely a part of. Can you elaborate? 

M: I feel that the media at large is 
probably one of the most powerful 
things in our lives. I'm aware of the 
manipulation of it and how I am com~ 
pletely a part of it: it manipulates 
me everyday. I am completely amazed 
at how, even though I understand that 
it's happening, I am incredibly in­
fluenced by how things are depicted 
in the media. 

E: I'd just like to add at this point 
that while I've been focusing on the 
male/female roles in the tape, that I 
think it's a strength that we don't 
see the knucle rapping, as you put it. 
While that may be more politically 
correct, it's actually far too liter­
al ~nd simplified to really represent 
any kind of solution, except for one 
which has a veneer of self satisfac­
tion to it. 

M: That's very well put. 

Marcella Bienvenue was visiting video 
artist at the Western Front in April, 
1981, at which time she made "Edited 
Messages", (colour, mono, 49 min.). 
·she lives in Calgary. 

Elizabeth Chitty is Video Coordinator at 
the Western Front. 
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THE IMPACT OF MASS MEDIA is awesome, 
exciting, dangerous and powerful. 
Mass media culture, particularly that of 
'broadcast television' is a highly 
influential and provocative medium, a 
medium that has largely been controlled 
by the dominant culture and by a handful 
of the private sector, for monetary 
gain. Although we are living in the age 
of the so called 'electronic revolution' 
and utilizing the most sophisticated 
technological hardware available, the 
types of software pro~ramming 'on-air' 
are primitive in scope and barely 
scratch the surface of the imaginative 
possibilities that would permit 
'diversity, flexibility and access­
ability'. Programming has been geared 
towards a 'populous notion', the notion 
to sell or to continue to validate the 
existence of the public interest, The 
Canadian Broadcasting Corporation. The 
C.B.C.,not unlike any other mass 
oriented network, must play the 'rating 
game', in this case reflecting so called 

. Canadian issues and content disguised 
in traditional programming formats 
ins~ituted by the imperialist American 
culture. This has not created a vital 
or healthy indigenous outlook on our 
own culture. More often than not, these 
types of programs are viewed by the 
general populous as second rate 
imitations. 

THE MEDIA ARTS, unlike more traditional 
forms of expression are still in the 
developing stage; a form with a 
relatively short hi&tory; a form to be 
explored that can be original and be 
indigenous. 

WITH THE ADVENT, or rather the threat 
of increasing channel selection, pay 
t.v., satellite reception and home video 
mass audience television is understand­
ably uneasy abuot growing fragmentation. 
From the viewpoint of the independant 
video producers and artists, our 
interests may not coincide with those of 
television licensees. In this light we 
wish to comment on one specific question 
posed in the discussion guide," Should 
broadcasting policy encourage Canadian 
programming of broad public appeal? 
Should it provide more exposure to 
professional culture? 

THIS QUESTION APPROACH implies an either 
/or situation; unfortunately life does 
not fall so neatly into such black and 
white polarities. There is no argument 
for or against popular culture versus 
the high arts. From the perspective of 
the video artist there is a glaring 
lack of arts programming on English 
Ca'nadian television. We know that the 
arts have a thriving live audience and 
that media is an important extension of 
this reality. 

MEDIA ARTISTS and independent producers 
of documentaries are working with a new 
form of expression, exploring and 
creating with the medium itself. A new 
visual literacy is emerging Qn the 
margins of established television 
formats., Unless there is respect for the 
results of this initiative, new arts 
programming on T.V. will omit the work 
of artists whose very interest is that 
of television. 

VIDEO GROUPS, s·ervices, galleri~s and 
artists across Canada have gradually 
upgraded the technical level of their 
hardware as the economics have permitted . 
Production quality and sophistication 
have shown commensurate growth. This is 
due in part, to an accumulation of 
eKperience, some occasi·onal assistance 
from community cable channels and the 
talents and skills of our unpai.d artists 
We are now capable of producing broad­
cast quality videotapes. 

ONE DIRECTION IS CLEAR in the 
independent videosphere; there is a 
vision of quality, but little interest 
in quantity, The wealth of programming 
produced thus far, of superior 
technical and artistic excellence are 
not mass audience oriented. IndependePt 
video producers are creating videotapes 
for a variety of specific audiences. 
Although old viewing habits are 
established and are not easily altered, 
we firmly believe that with diversit"y 
and -choice, a new indigenous and more 
sophisticated visual literacy will 
emerge and will be accepted by an 
increasingly more discriminating viewing 
public. 

THE CANADIAN BROADCASTING CORPORATION 
has desperately been clutching at ways 
to utilize some of the new technologies 
We do not question the basic 'raison d' 
etre' ~f the national network, yet it 
tends to aspire to greater generosity 
from the public purse. Be wary of 
placing all of Canada's hopes for the 
future of our media in that one pot. At 
present the C.B.C. receives · 60% of the 
cultural budget, the Canada Council only 
5% of that amount, independent video, 
centres and producers receive 1.3% or 
approximately $500,000. It would surely 
be an eye-opener to do a costs-benefits 
comparison of the Council's small video 
program and of one C.B.C. studio. With 
limited sources, the media arts 
community has proven that it has the 
ingenuity to use funds carefully and 
innovatively. 

THE QUESTION of artist's access to the 
media is one of prime importance when 
considering the ongoing cultivation of 
Canadian culture and its identity. 
If Canadian television is to face 
fragmentation, it must cease to be a 
vertically integrated industry. At the 
very least it must have a new attitude 
to diversification, to face up to 
audience specialization implicit in the 
state of home delivery systems and 

·outlets. 

IT SEEMS that one of the reasons C.B.C. 
T.V. does not assist or purchase from· 
independent producers is that it i~ · a 
closed union shop. Radio somehow 

manages to support a dynamic ~reelance 
base, bringing in new blood, a 
multiplicity of program themes and 
styles. Not so with television. 
Independent video artists cannot quarrel 
with the rights of fellow workers in the 
industry to protect themselves with 
their employers, but contracts with 
C.B.C. are either too tight or too­
vague to make it worth the while of the 
corporation to purchase outside of the 
union. The artists are right to demand 
royalties and remuneration from pay T.V. 
C.B.C.-2 proposals and cable outlets. 

IN THE PApT DECADE we have witnessed 
the emergence of a stronger independent 
cultural movement consisting of artists 
from all disciplines; artists who have 
opted out of traditional models and 
systems for validation of their work. 
The~ have chosen to work outside of the 
institutionalized and slow moving 
bureaucratic dinosaurs. We have seen the 
artists working independently of 
commercial distributors, corporate 
record companies, established book 
publishers and network television. We 
have gained more control of our own 
creative experience and process by 
administrating our own spaces, centres, 
by becoming .publishers, distributors, 
gallerists, critics and promoters. For 
these same reasons it is imperative 
that public sector funding decisions 
which affect the arts be made -
independently of the government • 

WE WOULD HOPE that this committee will 
recommend in the strongest terms that 
any changes in government arts policies 
'enshrine' the principle of 'arms leng ·~h 
decision making'; that the overlap of 
agencies could best be faced by 
transferring global mandates and by 
clearly defining the delineations of 
similar programs; that a variety of 
funding programs, adjudication methods 
and agency priorities is the key to 
diversity and style and viewpoints in 
the field; that the integrity of each 
agency be respected and that no 'super 
agency or ministry' absorb programs of 
all the others; that funding agencies 
be more responsive to the needs of 
living artists who are creating works of 
excellence in and about our times; that 
funding agencies be attentive to foster · 
and to take a leadership role in the 
development of contemporary expression 
that is part of the 20th century. 

WE SHOULD NOT BE adopting models or 
reacting to models, b~t be creating 
original models that deal with new forms 
of creation. We firmly believe that 
federal agencies can play a key role in 
the development of contemporary culture. 

THE CANADIAN GOVERNMENT has recognised 
the inherent relationsh.ip of media and 
culture by placing the arts agencies 
under the mandate of the Department of 
Communications. We ask the Federal 
Cultural Review Commission to evaluate 
the possible impact of independent 
producers and artists on our culture 
and hope that you will come out with 
specific recommendations that government 
will recognize and increase its support 
to the media arts.~ 
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CHRIS CREIGHTON·KELLY 
nterview by CristaJdTison Haukedal 
edited by Stokely Seip 

"'fhe Open Space Collaboratory has been 
going· for three years. The word colla­
boratory comes from two words; collab-

· oration and laboratory. It's designed 
to have artists collaborate in a sort 
of laboratory setting, in other words, 
in an experimental, project oriented 
kind of setting. Televideo is a 
specific collaboratory. The genesis of 
it has been around for three or four 
years. People have always talked about 
some kind of artist's simulcast or 
network and there has been consider­
able interchange between artist's 
centres and . cable systems across 
Canada all through the seventies. Some 
examples of this would be: The A Space 
Series, The Gina Show, experiments in 
Guelph, Halifax, Clive Robertson in 
Calgary, Byron Black in Vancouver ... 
it goes on and on. It has been spotty 
however, very regionally oriented and 
it's been very uneven, sometimes up , 
sometimes down. So from that premise 
there has been an attempt to make more 
of a national network. ' 

I chose to do this partly becaus~ I 
had a collaboratory that I wanted to 
do but partly because I believe that 
the state of communications in this 
country is at a critical stage right 
now with respect to artist's video. 
Artist's video could be written in the 
history of television as a footnote to 
a footnote. From my' point of view it's 
important that it become an option for 
people to choose, as th~ possibility 
is there for them to choose more and 
more each day. I'm concerned that 
their chohces in the " home entertain­
ment " wo~ld are not going to be real 
choices, they're just going to be more 
of the same crap that we now have. 

I tried ~o keep it as open as possible. 
I didn't want to make it. that it had ·to 
be in terms of it's form structured in 
a certain way. The only thing that I 
suggested was that people address this 
very issue of television and video of 
the future and to a large extent people 
did in some way or another. Some people 
didn't or they didn't address it · 
directly but in most cases they did. 

What Open Space provided was all the 
telephone calls,the national poster, 
the national press release and the 
videotape for the dub copies. We tried 
to make it as easy as possible for the 
centres to participate. 

What the centres had to do was somehow 
negotiate with the artists and pay the 
artists directly. In that payment the 
artists would agree to have the tape 
screened once in each of the cities 
and as part of that we managed to get 
two re-runs for which the artists will 
be paid. There should have been more 
prQduction money. If I was to do it 
again I would apply for more production 
money fbr the artists to have more 
time. 

10 

here was a varying degree .of active 
involvement from the various cable 
systems, every111rhere from enthusiasim 
to reluctance. There were the 
inevitable problems with scheduling 
and certain censorship problems and 
basically just an unwillingness on the 
part of some caLble sys terns to treat it 
as a serious aciti vi ty. The work of . 
artists is some!times degraded by those 
kinds of systerrs. Thats partly because 
of the way they· ' re structured. 

I really think that this is a prototype 
it's a model for the possibility cf 
another network. Perhaps as another 
network it could include as many as 15 
or 2 0 cities. lmy city where there ·are 
artists workingr in video and where · 
there is a cable system could partici­
pate. 

I have problems with the idea of the 
avant - garde. J~e should just use a 
term like " expierimental " which is a 
good one, I thi:nk. For people who are 
working and pus!hing the edges to con­
tinue and to have any kind of artistic 
audience-financial support for their 
work there has to be a growing base of 
critical viewer:s. For that growing 
base of critical viewers to exist,they 
have to be expo:sed to what artists are 
doing in video. As you well know, the 
·same 2 B people showing their tapes to 
the same 200 pec:>ple across the country 
is not what I call a growing base ·of 
critical viewers. So for those people 
to continue there has to be a larger 
support base. • 

I'm not trying ito say 'th:at travell,ing 
with a show or doing a performance or 
showing to .a .small in-'house group are 
useless activities because certainly 
closed circuit television has very 
specific goals that it wants to 
achieve and very specific· audiences 
that it wants to reach. There will 
always be the kind of work that for 
various reas·ons of censorship and so 
on will not be allowed to be s _een in a 
mass way. 

()x.iginally the cable systems, as part 
of their obligations would forward 
the tapes so that the centres would 
never have to actually handle the 
tapes. However there was a feeling 
among some people at least in the 
network that thiey didn't trust the 
cable systems so they wanted the tapes 
delivered to th•emselves. Thats why 
there have been a couple of delays. 
It's just more bureaucracy being set 
up. 
Problems aros~ because various cable 
systems would s.ay," Yes,you've got the 
time," then they'd ~ay," No,you don't 
have the time." In some cases it was 
quite ironic because I'd have to talk 
to a cable system in another city 
implying that I was somehow more in 
charge and therefore it was O.K. It's 
part of that common illusion that 
authority comes from somewhere else 
and if they're dealing with an artist 
run centre in town, it •·s just the local 
artist run centre but if they heard 
from Open Space it was like head office 
or something. 

~e cable stations are basically un­
imaginative. They don't want to have 
to do more work. They don't want any­
thing that disrupts their rather bland 
programming. They have defined 
community television ' in terms of all 
the bland, non-controversial kind of 
communities that exist. If anyone 
comes along with anything just slight­
ly different, ·never mind innovative 
there are problems. If someone starts 
confronting their systems or speaking 
about community television in direct 
ways, then there are real problems. 
One of the segments ( "WIRED" by Video 
lnndustries ) was censored for that 
very reason; · 

I mean the cable systems are capitalist 
organisations. You can't expect them 
to behave in any other than capitalist 
ways. 

I don't think that your program should 
be cablecast an additional time for 

• nothing ( as was requested by Vancouver 
Channel 10 ). I think that every time 
the tape plays the artists should be 
paid. If that money can't be forth­
coming, then it shouldn't play again. 

This whole idea that cable should pay 
f.or community television is kind of a 
red herring because the problem 
doesn't lie with the cable systems. 
They're set up to make money, they're 
in the business of attracting 
subscribers not doing community T.V. 
They only do that because they have to. 
They do that to varying degrees across 
the country. They're actually supposed 
to use 10% of their money for community 
television but they actually use 
between 2% and 5%. The real villains 
then become the C.R.T.C. who set up 
these vague regulations and then don't 
do any kind of job of enforcing them. 

If I were to co-ordinate Televideo 
again next year I would keep the 
principle fundamentally, the same. I 
would try to involve ·mrire cities. I'd 
like to have a network of at least ten 
to fifteen cities. I would try to keep 
a larger funding base so that artists 
could actually make more money. 

This year it was mostly Canada Council 
funding. It was done through Open Space 
and then each centre commissioned the 
work. There. was a guarantee going into 
it that there would be at least two 
other plays for the series. I think 
that the series intact, will be a 
useful series and will make some money 
in that way but it will be funds that 
will trickle in. There won't be a lot 
of money to any one person. 

"'ftiere is a growing sophistication 
among people who watch television.The 
viewing is declining for network T.V. 
More and more people are saying," No, 
not more of this! " They're looking 
around to see what else there is to 
watch. 

It has raised a lot of peoples' 
awareness as to just what artists 
video is , if nothing els~ that has 
been an acheivement.[jjP} 
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by PAUL WONG 

You just recently became ·aware of 
the work of Joe Rees from when you 
were in San Francisco. Joe Rees/ 
Target Video are fairly infamous 
within the California video scene. 
He was most recently at the Paris 
Biennale this past fall. So, you 
don't think that the work that he 
has been doing has any importance 
or place in the overall history of 
art? 
I think that what he does is very 
much related to what we call 'psych 
art'. it is perhaps interesting to 
see today, but I don't know if it 
would be interesting to see in 1983. 
I think it would be very interes.t­
ing to see in 1999. 
It would be interesting to see at 
that time. It would be interest­
ing to look at 'advertising' of 
1981 in 1999, but there ' s a dif­
ference between the work you should 
preserve in another context, so 
called art or whatever. 
Video as an art form has many con­
cerns . There are many and varied 
contexts for it to exist in. The 
work that Joe Rees has been in­
volved with has been done so 
thoroughly, he is completely 
engrossed and in the midst of that 
issue, call it what you like, the 
punk/new wave music scene; it's 
politics, it's lifestyle. 
To show what happened that day, 
how was life, how the people felt, 
how they react to political things 
is interesting documentary material. 
It is very different from that of 
NAM JUNE PAIK's material where he 
incorporates Japanese advertising 
of the mid-seventies. He also 
brings other things together, his 
own views and c ommentary . Art has 
proven that work must show when it 
was made, but that it must have a 
vision , perhaps an illusion or bad 
comment, a personal or individuql 
viewpoint and not just reproducing 
what is obviously happening. If 
you did that, you could document 
the life of every person; you'll 
end up with documentaries on every­
thing and every person. You can't 
possibly look at all that video. 
It's interesting to choose some · 
subjects and have some .personal · 
views; they have to be very per­
sonal; they must ·be cut down to 
specific points of view. 
In video we have a great many 
·people who are involved with docu­
mentation of 'life' , who are con­
cerned with providing coverage to 
contemporary concerns . For example, 
take a photographer such as AVEDON. 
He is principally a commercial 
portrait photographer, much of his 
work did not become signific ant 
until reQently although he h a s 
been producing for several decades. 
Within the past few years, his 
volume of work has been edited. 
We have seen various selections of 
his work exhibited in another 
context, in an historical c ontext 
as opposed to this month's Vogue 
cover. His work is, in fact, a 
recording of his concerns with 
glamour - the famous, the impor­
tant and the powerful~ We see 
the various periods of fashion 
statements which convey moral as 
well as soqial issues. 
Documentary photography has the 
ability to focus, to focus upon 
one picture, on specific moment. 
For instance, the photographer 
WALKER EVENS who documented the 
American depression - you remember 

three or four photographs: the 
mother with the child, the people 
sitting on the porch in front of 
their home, You refer to specific 
images; you can remmeber them be­
cause you can see them. Do you 
really remember documentary video­
tapes? There ~re some very good 
people, say ANT FARM. They create 
a situation that is related to the 
documentary form bµt never really 
a documentary. 

PW: Are you referring to the tapes 
'Media Burn' and 'The Eternal 
Frame'? 

WH: Yes, as well as 'The ArmariLlo 
Tapes'; they al+ create a specific 
situation. 

PW: They tend to parody certain types 
of documentary styles and formats. 
They are pursuing and extending the 
notions of television news media 
through parody. 

WH: Of course you can produce a 1/2 
hour documentary; to question 
people on the street on how they 
feel and so on. It is unlikely 
that it would be as strong as a 
tape by ANT FARM. They have a 
personal view on things: on how 
the news is made, on how people 
react to the assassination of 
Kennedy. It has to be more than 
just real life, one to one document. 
It is this type of artist using 
video, having the knowledge to edit 
and to bring in personal perspec­
tive. There · are few such good 
artists, only a few such substan­
tial statements about our time in 
relationship to all the hours we 
could have. 

DR. WULF 
HERZOGENRATH 
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How do you see GE.RRY SHUM fitting . 
into all of this? . He was an artist 
who provided access of film and 
video to many people; he assisted 
them in original as well as in 
straight ahead documentation of 
their art activities. , 
I don't think that he would accept 
that term of being a documentor. 
He was an artist using media with 
other artists to create something 
with the other artists. He did 
this from 1967 up to the time of 
his suicide in 1973. His was a 
very unigue work, although with 
many different artists it had the 
same v.ision - to create for T.V. 
which could only be seen on T.V. 
All the .sculptures, the land art 
pieces, the performances are gone 
but the document became the art 
work of the action(s). Most of 
the artists that he worked with 
had never used film or video before 
and in many cases have not since. 
For example, KNOEBEL in talking 
with Shum, realiied his next pro­
duction, produced the tape and 
never did anything again with 
video. Shum attempted to see what 
the other artists wanted to do.., 
what he could do with his visidn. 
He provided the knowledge of his 
know-how and in so doing it, he 
activated it. This co-operative 
work, it is genius work, you can 
call it camerawork or him a pro­
ducer. These tapes put together, 
with all the tlifferent artists, is 
his work, his statement on the use 
of the medium, that television 
should be different and second 
that art in the normal context in 
galleries and in museums should 
also be different. 
Within his vision he provided the 
context for collaboration with other 
artists into producing this volume 
of work. He himself was often-not 
seen by.those artists as being more 
than just a technician. They saw 
him as being perhaps a good oppor­
tunity, an assistant of sorts ... 
In the first years they treated him 
as such, as their cameraman~ Be­
sides many other problems, this was 
one of the main problems that forced 
the suicide. Those artists that 
treated him as 'just a cameraman' 
did not see his vision, that he 
encouraged and made is possiple 
for artists to do these things. 
Because it was not commercial and 
couldn't be commercialized, many 
said they did it for fun; others 
did it because Shum wanted to do 
it; most have realized the signif­
icance. Shum attended the Berlin 
Film School in '66, '67, '68. 
90% of these people in the political 
avante garde wanted to do document­
ary; to show how workers lived, how 
this must change and so on. They 
used super 8 film and cheap mater­
ials to change the political sit­
uation Although Shum came from' the 
same ground, his attitide was very 
different; he did not wanted to 
use old documentary forms, but to 
create new fo"rms and formats and 
to change the way of looking. 
He created tne idea of 'land film 
art', that it be paid for by T.V., 
that the artists create something 
only for viewers at home, that it 
couldn ' t be bought or sold, that 
it be made with money of the people 
for the people. As with any avant 
garde, it had to fail because the 
people didn't like it; they just 
didn't know what to do with land 
art pieces. Shum saw that it 
wouldn't work so quickly, that he 
had to work on that movement with 
many artists for a much longer 
period of time, and that perhaps 
it would take 20 years for people 
to see and to look diff'erently 
at television. 
Gerry Shum's collaborations are 
dated 1968, 60 & 1970. What we saw 
at the Vancouver Art Gallery was 
that work. Looking at that volume, 
I didn't think much of the tapes 
individually. I went there to see 
specific tapes by specific artists 
because I was curious to see work 
from that time because of the 
idealism and the framework. Do 

.. 
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you think the collection is signif­
icant? 
Gerry Shum as the artist presented 
in this exhibition is important 
because what we have already said. 
There are certain tapes that are 
very interesting, for example the 
tape by Knoebel which is related 
to PHILLIP GLASS music, this kind 
of continuity/repetition with small 
changes. This has to do with the 
early seventies: visually it's 
so anti-T.V. standard, because 
there are no cuts, no colour, no 
sound; it's just a continuous move­
ment of something you can see as a 
poetic piece; there's no story, it 
was a very good statement for those 
days. I personally like the JOSEPH 
BEUYS tape where he's boxing against 
the television set and against him­
self as a short statement, a 'fluxus' 
statement against T.V. This shows 
a very strong anti-T.V. movement 
where video emerged from in Germany. 
There are other tapes that are amus­
ing; I don't necessarily think they 
are great tapes, If you're inter­
ested in GILBERT & GEORGE, it shows 
a lot of their work but they don't 
have to be included in a videotape 
collection of 20th century art; 
their work in photography is much 
more interesting. IDENTIFICATION 
OR LAND ART as a whole piece by 
Gerry Shum put together with dif­
ferent artists should be in every 
collection, because of Shum's 
ideas and because of certain tapes 
within the collection. 
Shum in the late 60's and early 70's 
made available video tools to a 
great many artists and played an 
important role in development by 
providing access, where pis original 
vision progressed to i n present day 
Germany? 
That is a good question. I would 
like to stress that there is no or 
little access. If he were alive 
now, he wouldn't have more support 
than he had then, perhaps just a 
little more. I'm not sure he could 
obtain a grant from the government 
or from a lprge museµm. We have 
one museum with a video department, 
the Museum Folwan in Essen. They 
did a very good show in '79. They 
don't really buy videotapes, they 
sometimes exhibit, they try to help, 
they do it on a very small basis. 

NEWS FROM JAPAN 
by Michael Gc;>ldberg . IQJ 

4th TOKYO VIDEO FESTIVAL ------------------------
Although Canadian artists mostly boycotted 
the competition la_s .t year, 2 en:tries out 
of the 5 sent were awarded prizes. This 
year, in response to letters ~rom Canada 
expressing displeasure with blanket copy­
right clearance requested fr~m all e~t­
rants, JVC has _changes _the ~ules . . N.ow . 
only the winners are asked to give per­
mission for open-ended use of their tapes. 
In fact, there have been no complaints 
from past winners about misuse of this 
privilege by JVC, nor of their limited, 
actual use infringing on potential sales 
or rentals by the artists. If you have 
any misgivings this year, or want more 
information regarding the 4th Tokyo Video 
Festival, please get in touch with Mr. 
Frank Gajdemski, JVC-Canada, 31 Progress 
Ave., Unit 14, Scarborough, Ontario, 
MlP 4S6, tel . (416) 291-7720, or JVC in 
your country . 

PORTOPIA'81 INTERNATIONAL VIDEO ART FESTIVAL-------------------------- -

Most of the hot gossip ended up in VIDEO 
GUIDE'S TATTLETAPES before I even got to 
town, but there's a bit more ... Because 
it was "by invitation only" (I'd never 
heard of such a competition), the eight 
tapes sent to me were denied screening 
at the Festival . Actually, the Japanese 
judges were willing to accomodate them, 
after realizing that it did not' constitute 
a conflict-of-interest for me (one of the 

1-2 

PW: 
WH: 

PW: 
WH: 

You cannot compare it with the West­
ern Front ()r the numerous institu­
tions and centers I have ~et here 
in Canada . If you go to a German 
art institute, you cannot see a 
videotape E~ven if they have some; 
it is not i n an installed room. 
Perhaps eight or nine museums have 
tapes; they are not shown like 
paintings or sculpture; there are 
some performances or exhibitions 
with video artists in galleries 
such as MIKE STEINER in . Berlin 
and GALLERY- PROJECTION in Cologne. 
There is little support from 
government, few grants from cities 
for individual artists. · 
What about the D.A.A.D.? 
The D.A.A.D. in Berlin only invites 
artists fro'm abroad; it is not . 
available to German artists. 
Does that create a certain animosity? 
No, not really. It helps to get an 
understanding of what is going on 

175,000 to 400,000 viewed from 10:30 
to 11:30 every evening for nine 
weeks. It's a huge crowd that no 
art exhibition of avante garde could 
get besides for Documenta. It is 
the most well known and best show 
of the avante garde. It was very 
cheap for the broadcasting company, 
but they don't want it on a regular 
basis. It's public broadcasting; 
they set the criteria. In the end · 
it's a political party who controls 
the system. It's very typical the 
Cologne Broadcasting Company pro­
duced a program on NAM JUNE PAIK 
as a video artist; they showed bits 
and pieces of his tapes but not a 
single complete work. They didn't 
broadcast one of the most well 
known tapes 'GLOBAL GROOVE', instead 
they broadcast about the thing. It 
is a very journalistic attitude; 

in other places. PETER CAMPUS and PW: 

they want to talk about the art but 
not to let the artist have the media. 
What is your role in all of this? 

SHIGEKO KUBOTA were both invited by WH: 
the program; it does help create an 
awareness that video is an interest-

It's very complicated to say. I 
organize exhibitions at my space, 
the KUNSTVERIN, all types of art of 
the 20th century. There is only one 
major video exhibition per year. My 
first exhibition in '77 was a retro­
spective on NAM JUNE PAIK, in '78, 
three installations by PETER CAMPUS, 
also REBECCA HORN, then GERRY SHUM 
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ing art form. My work is to help 
establish a presence in other coun­
tries, although it is not even 
established here in Germany. The 
GOETHE INSTITUTE has purchased 
tapes from nine artists for a great 
deal of money. These tapes can be 
shown by the institute for free all 
over the wo:rld in museums and in 
artists' spaces. They publish 
small leafl~:?ts and a catalogue. 
These artists are invited by the 
Goethe Institute or in the recent 
case here in Canada by PEGGY GALE 
of A SPACE i n Toronto to come to 
perform, to exhibit tapes, to speak 
and so on. This is a structure 
which helps the artists, to make 
some money, to show work abroad. 
This gets back to Germany, perhaps 
seen as important artists and perhaps 
some help mc:ty start. 
Obviously, the work of independent 
video produc:ers has not been that 
accessible, but is there an inter­
ested public? 
There i s of course a large division 
between the art world and the docu­
mentary; the political groups and 
the artist do not work together. 
The viewing publics are very specific, 
the broadcasting public, millions of 
possible viewers are interested. 
Just look at the DOCUMENTA TAPES -

judges) to bring them, never having seen 
t,he. ~apes., : · . _but ~ince, Dany ~Bl.qch: had . been 
told explicitely that she could not bring 
the tapes of artists she knew in France, 
the British member of the jury refuseQ. to 
allow them to be screened . It wouldn't be 
fair to the French. Well, what ab;,ut "tlie 
8 Cahadians who edited, dubbed and rush~d 
me the tapes, and _my lugging them about 
Japan? Being more flexible, I guess, I 
bent. Hit me! : 
Next year, or th1~ following, when · there is 
a sequel, the o:tqanizers · and we will have 
learned from our rnjstakes . For sure, a 

and this year VITO ACCONCI. I want 
people not to see a movement but 
specific style(s); to see different 
artists that use the .medium in dif­
ferent ways. The other is to help 
artists make performances and to 
show tapes abroad. The third is 
being on different juries, to help 
the artist in this medium, to get 
grants, money, production and so on .•• 

DR. WULF HERZOGENRATH is a contempo­
rary curator at the Kunstverin in 
Cologne, a video/performance consul­
tant for the worldwide Goethe- Insti­
tute and a video curator for Documenta, 
the prestigious avante garde art 
exhibition held every five years in 
Germany. He was in Vancouver as part 
of the German Video and Performance 
Series organized and originated by 
A Space in Toronto. 
This interview/discussion was re­
corded over breakfast at the The 
Sandman Inn by Paul Wong. (~) 

VIDEO . EAR'l:H's 

Ko Nakajima 

lot more Canadians· will be asked to choose VISITING ARTI'STS . 
work, and many more countries will be ----------------
~ctively sought. Keigo Yamamoto showed his work in Holland 

while .there in August. · Brother and sister 
team, Hiromi and Chieko Yamagami will be 
touring Western Canada and the States in 
the Fall, shooting lives of the Japanese 
communities here, especially women, older 
folks, and mixed-marriag'es. Ko Nakajima 
travelled with the Japanese handicapped 
basketball team to the States , shooting 

EXHIBITIONS 

Video is not dire!ctly supported as an art 
form in Japan by the government, but 
museums and arts centres are getting into 
it more and more. Hara Museum of Modern 
Art specializes in well-known, foreign 
artists. Osaka Furitsu Bijutsu Center 
has a series of local artists all year. 
Seibu Ikebukuro's Studio 200 has just 
purchased an expe,nsive video projector, 
and has sporadic events already planned. 
Hokkaido , Nara , and Kanazawa also have 
plans. The Kyoto Museum of Contemporary 
Art has an annual video show, organized 
by Akira Matsumoto; and commercial video 
sales' showplaces sponsor artists' shows 
several times a year. Ms . Fujiko Nakaya 
is just starting to have a small measure 
of result for the ~any foreign artists 
whose work she has been trying to dis­
tribute for years, and her SCAN VID~O 
GALLERY has a dedicated audience. Their 
competition for new work by young artist~ 
juried partly by Bill Viola, was a first. 

a tape that is now available. He will be 
Artist-in-Resident at the Western Front, 
the Parallel Gallery in Vancouver, next 
February and March. After that· he will 
tour Eastern Canada and the US. If you 
are interested in showing the tapes and 
films of this award-winning artist, you 
can get mail to Ko via VIDEO GUIDE. 
Around the same time, Nobuhiro Kawanaka, 
founder of the underground film (and 
video) center, IMAGE FORUM, will briefly 
visit New York and Vancouver . Byron 
Black is teaching again this year at 
Osaka Photographic College, and Michael 
Goldberg will teach for a year , starting 
April '82, at Japan Electronics College. 
Los Ange-les' Mitch Kataoka is teaching 
univer~ity _ in Japan this year too; Tomfiiiiiii 
Defant1 has an offer... ~ 



GENE YOUNGBLOOD 
THE FOLLOWING IS AN EXCERPT FROM A 
LECTURE BY GENE YOUNGBLOOD PRESENTED 
AT THE VIDEO INN ON APRIL 18,1981. 
EDITED BY: ANDY HARVEY 

IT IS THROUGH ART THAT WE PROPOSE 
models of possible reality. In fact, 
every symbolic activity, always, and of 
necessity, constitutes a model of pos­
sible reality. The news headlines say 
life can be 'this way', every commercial 
television program, movie, no matter 
what else it . may do, offers us an actual 
way life· actually is. So that art, 
craft, whatever you want to call it, is 
central to the notion that there is com­
ing to this decade a set of tools with 
which, I believe, we will probably have 
the opportunity Eo construct our own 
models of human behavior. ·By the end of 
this decade most of these tools will 
have become available at a price that 
you and I can pretty much afford - if we 
can afford to deal them, then we can 
afford .to have them. 

THE. PROPOSITION FOR ART MAKING 
changes; the circumstances or the rea­
sons that one might make art or be in­
terested in art, mainly is that they 
have to do with the control of context. 
To just survey the last fifteen or twen­
ty years of the modernist tradition in 
art, one of the things that has come to 
the foreground more than anything else 
is context. You take conceptual art: 
the movement from· representational 
through non-representational and concep­
tual and minimal type art activities 
and to performance, really, the under­
line or overline theme here is context. 
That which determines the meaning, 
significance, value of anything within 
it. Context - from the latin 'to weave 
together'. Minimalist, conceptualist 
type activities all have to do with the 
construction of a context for the per­
ception of, or consideration of, objects 
of which themselves have been so 
minimalized that they, in a sense, car­
ried very little significance. It ·seems 
to me that if there are infinite numbers 
of cable and satelli~e channels; in 
order to provide enough material for 
them then there is a certain inevit­
ability that the more the~e channels 
proliferate, the more highly specialized 
the content will have to become. You 
cannot do mass audience programming on 
a hundred channels. That is not a Viable 
proposition. So either we will hav~ · 
this multiplicity of channels, .and we 
will not have the centralized mass cul­
ture we now have today, or, all of these . 
new delivery systems simply will not do , 
what we dream they will, or what we ex- . 
pect they will, and we will continue .to 
have this similar cultural/political 
7ircumstance we have ~oday with .central­
ized control over reality as it were. 
I'm 'pretty much convinced at the moment 
that we are going in the direction of 
greated fragmentation of cultural chan­
nels, and that there will be at least 
some perceptible greater acc~ss to these 
channels by a larger ' sector of the 
population - by no means everybody - but 
a larger sector than we now have. Under 
those circumstances, it seems to me that 
if we can indeed produce models of real­
ity ourselves and distribute these 
inodels of reality over various channels 
which might become dedicated to particu­
lar categories, then what you are really 
saying is that you are going to have 
dedicated channels that will all be 
~evoted to particular categories or 
charnels of content or style or world­
view ideology. What you are then talking 
about really is the control of context, 
as much as the production of art. 
You~re talking about a tradition of 
discourse which is always in the same 
general category which validates any­
thing which might be said on it. Let us 
assume that we're talking about a satel­
lite or cable channel that would be 
dedicated to personal video - let us 
say performance or abstract or whatever 
it might be, which by its very existence 

validates anything that goes on it. It 
says this is worth doing; this is inter­
esting, and only says. that to the real­
ity conununity that ~supports that channel 
and subscribes to it. Unlike the situ­
ation we have today where activities of 
this nature are seen almost always - due 
to the very underlying social structure 
in which this production occurs, as sort 
of fringe, questionable, of little value. 
far-out, the art this-and-that. In 
other words, we are all very familiar 
with all those social activities which 
are not mainstream, which deviate to any 
significant extent from the . supporting 
ideology. Half the greatest battle is 
to struggle with the control of . context. 
The context which says, "Oh sure, the 
Johnny Carson Show," or whatever, "sure, 
let's have this strangeness on the pro­
gram; we'll give them a break and let 
them talk to the people," and by that 
very act, undercutting any strength and 
power and conviction that particular 
reality may have. So it is, even if 
it's remote and theoretical but techni­
cally possible to have control of socio­
cultural context only if we demand it, 
yet to me, this is the most profound 
political possibility that has been 
available in my life. The control of 

THE 
FUTURE 

, r OF i 

DESIRE 
context finally comes down to having to 
do something with desire . . I . do not 
believe tbat we know how lo create de~ 
sires. In other words, bombarding us 
with · ~Buy a 'Chevrolet" aoes not really 
create desire for Chevrolet; what it 
does . is, prevent desire f-0r anything " 
else, because of course while you are 
looking at Chevrolets, you are not look­
ing at anything else·. So I do not think 
we know .how to create desire; I think we 
know how to prevent desire. I think we 
could learn how to structure socio-cul­
tural contexts in which desires might 
arise. We do not know exactly how and 
why those desires have arisen because 
the answer to that is in every individ­
ual's ontogeny; their own personal his­
tory. But it is conceivable to expand 
the socio-cultural menu and to have a­
vailable to people images, models that 
are ·continuous, that are always there, 
on that channel, on that disk lab~l, on 
satellite distribution, so that if desir• 
es for · that particular re'ci.lity are 
trafficked , possibly, it will arise 
because there is exposure to that poss­
ibility; it becomes an image of a real 
possible thing. In some sense; and a · 
very important one, is the control of 
reality - in that context defines this 
as good or bad, meaningful or unmeaning­
ful, existing or non-existing. And 
somewhere in there is the ability to 
help desire arise for alternative things 
and events - ways of living that are not 
now possible for which those desires 
have no venues. Over the years I came 
to realize that I'm not interested in 

technology even though I spent half the 
last decade learning how to talk ~out ' 
it, what was really important was human 
beings and what was really important 
about hilman beings was their desires. 
As desires, all desires arise in exactly 
the same way, the consequence of indivi­
dual autonomy, which of course occurs 
fn an environment, a symbolic environ­
ment that constrains the kinds of desir­
es that we have, and encourag~s certain . 
others, although I do not believe it 
can create them. So, there is an inter­
est in those tools through which we can 
make ever more compelling, powerful 
models, ie: thr~ugh which we can make 
art. 

IT SEEMS TO ME THAT IN THE MINDS . OF 
artists and those of us who are inter­
ested in, among other things, the aesth­
etic properties of the video that we 
produce, there's a lot of talk about and 
a lot of understanding about the new 
distribution possibilities, but it isn't 
so clear about the production and es­
pecially the aesthetic quality of dis­
playing vi~eo. I would like to focus 
on those issues along the lines or in 
the spirit of the idea of a video revo­
lution. I do not think the video revo-· 
lution exists yet. But I think in the 
BO's it's being created and primarily 
because of digital video, that is to 
say primarily because of the intergrat­
ion of the computer into all electronic 
tools, especially video. I would like 
to' think that by the end of this decade 
every electronic tool will be indist­
inguishable from the computer. It's a 
truly universal tool that has no use or 
value 'til you program it to do some­
thing, and you can program it to do any­
thing. 

I'VE BEEN THINKING ABOUT THE EVO­
lution of the history of independent 
video up to now and ~t seems to me that 
the late 60's was the birth of video 
in '67 was the first time anybody in 
the street got a chance to hold a 
portable video system, a system that 
gave us ·no access to the frame - there 
was no concept of editing that kind o~ 
stuff at first. The 70's have been the 
adolescence of video, and the 80's, it 
seems to lne, will be a peri-0d where we 
will probably look back and see that it 
will. be the first decade of maturity of 
the medium as a medium - not about our 
attitudes about it but including our 
attitudes about it, and by that I mean 
a couple of things. Let us r .emember the 
circumstances in which indepen~ent video 
arrived. There was a long s~anding, 
very notable tradition of the 9inematic 
pract~ce using chemical film. At the 

. same time there was the modernist art 
tradition. Neither wanted anything ~o . 
do with the other, that was in the mid-
60's. Then came video. ~e1l, the 'film 
corllmunity, practically the only ones 
practicing the cinematic tradition, had 
it's tool, and felt threatened by video; 
if at all, only because it was such a 
puny tool at the time. There was the · 
modernist art world which was sort ot 
reaching the limits of cretain tradit­
ions, or so it appeared, then video 
was, of course, siezed by the modernist 
art tradition and has pretty much been 
identified with that tradition up to 
now. It is both because of the techni­
ca~ sin\plicity of the medium and it's 
been. sequestered in a parti9ular and 
highly rarefied and specialized sector 
of society; the modernist art tradition, 
that I say the 70's is characterized by 
its adolescence. I do not mean by that 
term any reference to .the sophistication 
of its. use by that tradition. We are 
now entering a period which will open 
this medium up, both technologically as 
a tool which is capable of doing virtu­
ally anything that you can ~o with 
images and time, and as a sophisticated 
tool available to more people for more 
reasons to do more things than it ever 
has been up to now - · because basically, 
as I said, we've only had the modernist 
tradition. If you said " Video· Art" 
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up to now and including now, you are 
basically talking. about those concerns 
characteristic of the modernist tradi­
tion, minimalist conceptual performance 
applications of the tool. This trad­
ition will continue and it will be 
joined by all ·of· the other conceivable 
possible ways and reasons that you would 
want to make moving image art. I've 
been using this term 'cinematic tradi­
tion' and I want to explain what I mean 
by that. The cinematic tradition has 
nothing to do with film. It is only be­
cause we have only had film as the only 
tool to do it with, up 'til now. By 
cl-nematic 'practice I refer to any frames 
per second aspect or feature of that 
tool. Anything in which the main desire 
of the maker is to exploit, is to ex­
pr.ess their imagination through the 
frames per second properties of that med­
ium, I call the cinematic tradition. I 
think that since the tool is a frames 

· per second .tool, it will not technically 
be mature until that property of it is 
totally and completely exploitable by 
those who want to use it, on their own 
terms, and at prices we can afford as 

. individuals. 

THE ELECTRONICS REVOLUTION. · WE ALL 
know about this electronic chip stuff. 
I think it must be taken very seriously 
that we have here an historically un­
precedented technological revolution, as 

·.- a result of understanding how the uni­
verse works at the level of matter. -It's . 

· a result of some of the most sophisti­
cated knowledge ·people have ever had 
about the physical universe, and which 
has produc~d micro-electronics. It is a 
revolution which, although it may not be 
apparent to us, will be qualitative, ~a­
ther than just quantitive; not merely 
more with less, but different with less, 
and those differences will be in human 
relations, not necessarily in the prop­
erties of tools, but in the kinds of 
interpersonal relational networks that 
arise because of these tools. It means 
the mass production of control - unlike 
industrial tools which their means to 
the end is defined by the tool itself. 
A computer, from the Latin 'to contem­
plate together' has nothing to do with 
mathematics - it is simply a universal 
device whic~ allows you to cont~ol a set 
of things. Computers are actually a 
completely useless tool; it has no value 
until you do something call~d program­
ming it and give it its value. You pro­
gram it, and by 'you' we are now actual­
ly able to say that 'you' means autono­
mous individuals, the "consumer of the 
tool". it '.s the. first time in history -
that we have a centralized mass' produc­
tion of a persona~ tool that has no use 
except for further production defined by 

. the user through programming, and that 
production will .be · con·trol. Control of 
any dynamic process to which · it is ap­
plied, which allows us to say that the 
computer is so universal that it is a 
container of all media; it can contain 
ant1 become music ·a11d musical instuments, 
ancl can contain and become images, video 
ana film, and can contain and become 
human organs. It's to be taken very 
seriously as the universal tool for the 
production of unspecified control. 

THERE ARE' A. COUPLE OF THINGS THAT 
interest me about this tool. Philosoph­
ical~y, one has to deal with the notion 
of tlte profession.al and the amateur. The 
amateur. The amateur is the· word that 
comes from the Latin 'the lover', the 
one who loves, t.he ·, amateur - who does 
'what they do be'caU:se they love it and 
for no other reason. Unfortunately, 
that has carrieq some kind of perjori­
ti ve sense in w~ich the amateur is sort 
6f inept someho~ ; · .and aren't doing their 
job -"well, y9u. ~id an amateurish job". 
How did we ever associate tnat -someone 
who does what they .are doing because 
they love it; that.they should not , be 
good at it? T~e_. professional, who sure­
ly is the one who "professes the ·values 
of the institu~ion who pays them to pro­
fess, is precise.}y what distinguishes 
the professional from the amateur no 
matter if the professional may proclaim 
to love their job·.. How many times do 
we hear, "I am so fortunate, you know," 
this upper-middle class white collar 
worker saying, "I· love my work, I' have 
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such humane work, I process intere~ting 
information all Clay, interesting people!' 
Give that person two million dollars and 
see if they come back tomorrow . . They may 
or may not, but .the point is that a pro­
fessional may als10 be an amateur, but 
while they are being a professional, 
they are professing the value~ that are 
inherent in the structure of the insti­
tution that pays them to express those 
values. Now, the!re is a sense in which 
you are defined aLs a professional and as 
an ·amateur by virtue of the tools to 
which you have ac:cess. I have access to 
a professional, at seventy-five thousand 
dollar video came!ra. I am a profession­
al. Why? becausel I went to school for 
four years and l.e!arned how to be a video 
engineer. I did whatever it took . to be 
hired by CBC and I am part of this eli~e 
cadre. T:1e poor old amateur over here -
who loves what they are doing, winds up 
with something yc1u get out of a Cheerios 
box. Now the ama1teur, with that Cheer- . 
ios b6x may prod\llCe some of the most 
heart-rendering, important, edifying, 
exhilarating work. that we can imagine, 
because there is love there and it's all 
that ever matters:. Yet, why suffer be­
cause ycrn love so•mething? Now, I would 
say that as a res1ult of digital video; . 
and of the kinds of developments that 
will· -happen in this decade, there will · 
be a blurring, anid a distinction between 
who's a professio1nal and who's an ama­
teur in so far as. determined by the 
tools by which we: have access, and that 
has profound esthetic, sociological and 
political implications. 

HETEROGENY J!.ND AUTONOMY ARE SORT OF 
the philosophical poles I've latched on 
to in my work. Most of us know what 
autonomy means; i.t means self law. 
Heterogeny is not so widely known as 
autonomy; it means other law, different 
law. It is in fa1ct, the single word 
which characteri2:es humanity from the 
very beginning. One of the central 
issues in the electronics revolution is 
the kinds of social and political 
autonomy that it is in principle theor­
etically capable .. of providing; and with­
out which is unthinkable. That is to say, 
the concepts of political and social 
autonomy that hav~e been abroad up to now 
have been absolutely ridiculous in the 
sense that they were not achievable 
because we did no1t have the communicat­
ion structures with wl)ich to _achie.ve 
them. Autonomy Clloes not mean anarchy or 
individua_lism. It: means self-government; 
whether it's you as an individual, if it 
is a collective otf a social class, or i .f 
its' a state or nation - whatever. You 
will find that all social systems on 
some level are auitonomous, that is to 
say there is an 01rganizational closure. 
The relationship between the components 
of that system ax:·e reciprocal, circular, 
recursive and clcised in that sense. To 
be autonomous is for you and i .to say 
the rules that go1vern the rell!tions 
between you and I ' shall be specified 
through no other agency. We shall 
govern ourselves. That's all autonomy 
means. It is an e1legant and profound 
concept, but one which has been distort­
ed and mi_sunderst.ood. Through these 

communication possibilities of the new 
tools which are before us, autonomy is 
the issue. For example: That , ! as an 
autonomous individual shall be able to 
own at a price I ' can afford, and operate 
in my home, video production tools that 
produce the highest possible quality 
that is sufficient to accomplish my 
desires, as a producer of those imaqes, 
there i$ autonqmy. As a person who gets 
sick and needs medical attention, I 
would like to be able to have access to 
information and diagnostic practices in 
so far as hwnanly possible, independant 
of some medical institution and 
structure which has other aims than my 

· health in mind. The issue finally comes 
to autonomy. Self-reliance, self-govern 
-ment, or the self, of course, is never 
isolated from the community and the 
environment in which it lives and in 
which it depends for its continous 
health. So let us not have simplistic 
notions about individualism and that 

· sort of thing when we speak about 
autonomy. 

THAT IS wHAT I THINK ABOUT THE 
electronics revolution. To me it is 
capable of generating a communications 
revolution through these kinds of tools, 
and what I mean by listing these sets 
of tools is this - It is the minimum 
necessary and sufficient set of tools 
that if organized and integrated in a 
certain way, they will be for the. first 
time in history real things which could 
create a real communications revolution, 
and after that we could have a cultural 
revolution-, but only ·then. If you were 
going to ask me if that were going to 
happen; I'd probably say no, but that 
4oes not mean that's not the most im­
portant ~bing t9 work for. 

I WANT TO FOCUS ON DISK VIDEO 
production and video display; and look 
at production here ·for a second. We 
hav.e here a thing called a CCD or 
Charged Coupled Device chip. It is also 
called a solid state imaging chip. You 
take a · lens, put the lens in front of 
the chip, focus an image through the 
lens and you have a video image .. Abeing 
built up digitally by these wells of 
electronic potential here and some XY 
matrix by which the density of these 
little elements will deternime the 
resolution of the image. They build up 
electrical charges which are there, or 
not, in the digital mode, and you have 
right there in the digital video signal. 
That's all you need to create, in the 
solid state without tubes, the video 
signal. This little chip replaces all 
the stuff in a plurnbicon studio camera. 
Now, this chip alsu happens to be the 
basis of what will becomr millions of 
home personal computers and their memory. 
The CCD chip is a very fast personal 
memory chip which will have a market 
base of multi-millions of units; and 
will therefore come down in price eo 
l:ike 25 or 30 dollars by the end of the 
decade, due to the fact that it will not 
~e used as an imaging chip but as a 
computer memory device. To give you an 
example: The toxon CSF micro-cam. It's 
a · $35,000 state7of-the-art broadcast 
colour video portapac_ If it had solid 
state imaging, in other words, if you 
removed all the tu~es, all the support 
mechanism necessary to make up for all 
the noise the tubes generate, then you 
would have a lens which cost 10,000 
times more than the thing which creaeed 
the image. You may have noticed in t,he 
mass press that Sony came out with the 
first proto•type of the consumer solid 
state camera and vtr unit in a single 
unit. Now, · no sooner had Sony announced 
it than Hitatchi said they were goi:n9 to 
do that too, and, beat Sony by three · 

. years to the market place. This is in 
fact the ·world's first solid-state 
consumer camera. It's a 1700 dollar 
came.ra, but it has 500 lines of resolut­
ion in solid-state video. There is no 
·consumer camera anywhere available today 
with more than 300 lines of resolution. 

I WANT TO TALK ABOUT THE PROPERTIES 
of solid-state imaging as a way ' of 
illustrating what I mean by professional 
vs amateur. There are two important 
criteria when you speak of any photo~ 
graphic ~edium; how good a photographic 
mediilm is. One is the concept of 



quantum efficiency. That refers to how 
much incidence light actually interacts 
with the photographic medium to generate 
part of the image. In the case of film 
- how many photons transform a grain of 
emulsion, in the case of video - what 
the ratio between photons and resulting 
photo electrons is as generated by the 
interaction. Believe it of not, film is 
1% quantum efficient. That is to say, 
all those glorious 4x5's in Vogue, and 
all those Panavision films represent a 
1% quantum efficiency of that mediiim. 
Now understand this has nothing to do 
with the resolution of the image. It 
has to do with how 'fast' as it were, 
under what low light levels you can get 
an image. The CCD chip is 100% quantum 
efficient. The other criterian is 
linearity. If you double the incident 
ambient light, you double the response 
0£ the photographic medium; it's linear. 
Everybody knows that film is hardly 
linear, and not ~nly that, its response 
varies from condition to condition. CCD 
chips are 100% linear. They have no lag, 
burn, any of the characteristics of tube 
video cameras. By 1983 or 1984, the 
first CCD video cameras will have 850 
lines of resolution. The next ones after 
that, due to the evolution of circuits 
and how they are manufactured, will have 
1600 lines. Towards the end of the 
decade they are talking about something 
above 2200 lines of resolution. Now, to 
give a comparison value, it is a rule of 
thUmb that everything above 1500 lines 
video resolution would approximately 
appear to us to be like 35mm film. A 
little af~er the middle of the decade 
they will have perfected the mass 
production of 1600 line CCD chips, and 
presumably would then be for sale. We' 
can assume that after mass production 
has been established, that such a camera 
with 1600 line resolution would be like 
500 dollars or less because the chip in 
mass production would be extremely cheap. 
In fact, one of the interesting · 
characteristics of the electronics 
revolution is that hot new developments 
will enter now at the consumer level. 
For children, ·for consumer toys, and 
things like that; where the money is of 
course. 

THERE ARE OTHER THINGS MORE IMPORT­
ant than just getting an image, although 
that is very important. One of those 
things is editing. You probably know 
the Betamax with its beta ~scan. The 
Betamax editing system is in fact becom­
ing a computerized system which in terms 
of its 'user interface', the interaction, 
how easy it is to use the system, is in 
some ways more sophisticated than the 
big commercial computer editing systems. 
By the end of the decade, with high 
speed computers, digital control of the 
tape, and digital encoding, editing: 
very sophisticated editing with all the 
effects that digital can do, should be 
available at consumer prices. So , video 
production will undergo a serious revolu­
tio~ in this decade only. 

THE JAPANESE HAVE BEEN EXPERIMENTING 
with satellite broadcasting direct from 
ground to home receiver, digital cinema­
scope video. The home receivers have 
been in NHK Labs,. but they haye demonsta­
ted that it's possible to transmit 1125 
lines dig1tally encoded cinemascope; 
that is anamorphic, receive it and dis­
play it in anamorphic video projection 

. with 1125 lines. So you can do it, and 
that's only 1125 lines and not 1500 lines. 
In the · united States CBS receintly sub­
mitted a formal docket to the FCC and 
they said " We note that everybody 
requires a higher quality television 
system and that there is no possibility 
of doing that under our present system, 
as the who1e world is saturated with 525 
line tv, unless you consider direct home 
broadcasting, and you would do that as 
follows: You would tran·smi t from the 
satellite a 1500 lines video signal, the 
public would have the option of going 
out and buying a receiver that could 
display that srgnal, or, a converter 
that would receive that signal and con­
vert it down to 525 lines so you could 
see it on your regular tv set". There 
is every indication that they are going 
to go for that, as a big new market to 
sell all those millions of new tv sets, 
and institute high quality video to 
everyone. Video disks are .. anoth~r pos.s .- . 
ibility, with 1100 lines of proven reso-

1ution they will surely saturate the 
world, but still you will need a special 
monitor for display . 

THE WAYS OF DOING LARGE SCREEN 
display have been limited to three 
possibilities up to now. One is to take 
a ~egular tv set and put a lens in front 
of .it. Or, to project it you get a 
cheapo crummy proje&tor. With the Advent, 
or three tube type, you get 3 times the 
light, better, . specially made tubes for 
projection and so forth, but that's a 
minimum of 2,500 dollars and up to 5 or 
6,000, and not a mass consumer item. As 
you go up to anything remotely approach­
ing the luminous of film you get the 
light valve, and of course you are going 
to pay from 50,000 to a 1/4 million for 
the light valves, as they are presently 
made. In the press receintly, they have 
received word on the production model of 
the liquid crystal television. The 
actual production model looks more like 
the flat pocket calculator with a radio 
at the bottom. It's a two inch square 
b&w real time video, for sale in Japan; 
the first ever solid-state display. 
What is interesting a.J;>out this is two 
things. What if you could get that 
panel transparent? It would have the 
effect of a slide that moved. And show 
real-time video. But even if you didn't 
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have it transparent, it could do the 
following things. .You could use it as 
the source of the ultimate video 
proje~tor. Conceive, that it is no 
bigger than a slide projector. You have 
got three 2 inch solid-state displays, 

- RGB filters in front of them, nice 
bright lamps behind them, and out goes 
high resolution, 1000 lines video - as 

-:the video projector of the . future, and 
not very distant future. So, in both 
camera and display we're talking about 
the same device basically - The CCD or 
liquid crystal device for generating 
image and displaying image and ultra~ 
high resolution under digital signals, 
in which the signal is under pretty 
good control. 

I'VE USED THE NOTION OF THE COMMUN­
ications revolution and I want to say 
something about communication. To 
communicate is to say what is already 
understandable. It comes from the latin 
of 'shared space'. So to communicate 
requires that we must already have come 
to an agreement about what communication 
is in order to communicate. In other 
words, for communication to occur, for 
us to occupy that shared space, we must 
have already constructed a context, we 
must already have woven together in a 
pre-existing domain of concensus about 
what is and what is not communication. 

The consequences of that fact are that 
communication always is non-creative, 
and creativity is always non-communicat­
ive. It is by definition non-creative 
because it is pre-specified as something 
understandable. The possibility of 
communicating is already given in the 
cultural-conceptual context that defines 
it as conununication in the first place. 
Context controls the meaning, the value, 
the reality, 9f everything that occurs 
within it. Now, if we want to change 
something in this world, if, for example, 
we want to change the fact that we glee­
fully run around building machines that 
could blow us away, then I think what we 
are really after is the ability to 
change .the cultural context that defines 
the conditions of our lives to start 
with. So I think that if you do agree 
that what we are ultimately after is the 
power to control and then to change the 
cultural context that defines the 
reality of a particular domain of our 
experience, this cannot be done through 
communication. To create a new cultural 
context, and therefore new themes to be 
communicated about, we have to actually 
do the opposite of communicate; we have 
to perform the counter-social act of 
non-communication. Conversation; from 
the latin 'to turn around together'. I 
say something you don't understand, you 
say 'what?', I say it again, . you say I'm 
full of shit, I say no ••• listen, I mean 
this, this and this. We go back and 
forth; that's not an example of communi­
cation. It is an example of a structur­
ally non-trivial creative conversation 
in which we are actually constructing 
the shared space. We actually build the 
context, which will, after constructed, 
make communication possible as a trivial 
necessary consequence. The creative 
conversation as the approximation of a 
new state of the possible communication 
is the essence of creativity. It is, to 
me, the fundamental · principle of all 
creativity in any social domain, I don't 
care what it is; science, psychology, 
art or politics. We live in a society 
whose very structure, the underlying 
fundamental structure, is all about 
communication and not about creative 
conversation. That's why, to me, the 
worst thing you can say about the mass 
media is that they can only communicate . 
Tlfey can only- speak a wor1._d_ that- is 
already known, they can only talk works 
that are already understood, they. can 
only keep us in the cultural context that 
got us to this misery in the first place. 
No wonder we perceive the cultural 
environment as boring as hell, and have 
to set up ·alternate ways of living in 
order to nourish ourselves aesthetically 
and culturally and intellectually. 

NOW OF COURSE THIS IS NOTHING NEW, 
this has always been the problem. What 
is new is the presence of tools which 
can radically change that circumstance. 
But now only in theory. I would not be 
surprised that under the banner of 
capitalism, all the things I am talking 
about will be exploited, untill some 
point where it really becomes paradox­
ical; and then there is no turning back. 
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