
VOLUME9N 
ISSUE ~~BER 5 

DECEMBER 1988 

$2.00 



Video Guide 

The maple leaf and stars and stripes forgotten ... 
We didn't forget, though. This issue, over a year since 
its original conception, is fina lly here and we hope 
you enjoy it. This issue even survived our move. Yes, 
it's true. Video Guide and the rest of the Satell ite 
Video Exchange Society moved to 1102 Homer 
Street . See page 4 for details. 

We are a little behind schedule now, but we hope 
to make it up to you in the new year . The new year 
will bring us to our 10th year of publi shing, and we 
invite you to contribute to make each issue bigger 
and better. 

Coming up in the new year we have a Video/ 
Performance issue, co-edited by Elspeth Sage and 
Projects UK (Newcastle); then we have Feature 
Length Video issue, edited by Karen Knights . Other 
themes for 1989 will include Documentary Video, 
Feminist issue , Quebec issue ... the list could go on 
and on, bu t we would like to hear what you want! 
Drop us a line or better yet an artic le with a photo 
or two. 

Make your New Year's resolution a subscri ption to 
Video Gu ide . It's worth it. 

Shawn Preus 
for the Satellite Video Exchange Soceity 

December 1988 
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SEGUE WAYS or EVERYTHING IN ITS TIME 
AND IN I:TS PLACE 

l by Jill Pollack 

When I told them about it, they all laughed. 
Snickered really, because what I told them was so 
fantastic. But I know it happened. All of it. 
After a while I stopped stopping people to tell 
them about it. It started to matter less, but it did 
not become a memory. It stayed as my newly­
found reality . 

"The Science of Fiction" is half of an exhibiti on 
of videos that was at the Vancouver Art Gallery (July 30 
to August 29), from the Video Data Bank , School of the 
Art Institute of Chicago, and brought to Vancouver by 
curator Lorna Farrell-Ward . 

This portion of the program includes, am'ong others, 
David Byrne's Once in a Lifetime, Max Almy's Leaving 
the 20th Century, Sid Caesar's A Date in Manhattan, Bill 
Vi ola's Anthem, and commercial clips for Kleenex and 
Chevrol et. Either through context or content, each 
segment combines the guise of technological manipula­
tions within a subjective framework. 

I 

There are layers within this framework of subjectivity, 
curatoria l intervention being one which is crucial to the 
definition of the exhibition. Individual tapes and TV­
sourced clips have been spliced together in a set order and 
presented under one title . Unlike a group exhibition of 
other forms of visual art, the entire viewing and viewer­
selection processes are pre-determined by the curators. 
They in fact created an entity unto itself which changed 
and enlarged the original context of each tape and each 
clip. They subjectively manipulated each inclusion, not 
by tampering with it, but through the structure into 
which it was inserted , in order to illuminate aspects of the 
overall theme. Compositionally , this bears a close relation­
ship to the curating of any group show. In terms of 
viewing, however, the audience is subject to a very 
different and more controlled set of circumstances. 

It is not possible to see each component of the program 
at the same time, as happens in other types of exhibitions. · 
Traffic-flow patterns and individual viewing choices are 
eliminated, as is prolonged or repeated viewing within 
the time frame of one visit. Thus, there is a rigidity and 
imposed structure that is inherent in viewing this work . 
This structure has been set up in part by the curators and 
in part because of the nature of video exhibitions. 

Rather than evoke a sense of rebellion, however, this 
situation enhances the exhibition's cumulative statement. 
Clearly subjective and subjectively clear, the composition 
of "The Science of Fiction" exposes the guise of non­
fiction and de-invests any tone of authority - thus 
situating each element withiri the arena of opinion and 
sensibility. In this way, it is the curatorial imposition of a 
structure and of a sequence that provides for a meaning 
or grammar, to be evident in the exhibition. 

from The Science of Fiction 

It is with absolute clarity that I can re-live every­
thing that went on. I often think that that is why 
I have so much difficulty telling people about 
it. Nouns and verbs and adjectives strung together 
just can't quite seem to convey the sense of 
totality, of wholeness, that I felt and still feel 
about it all. 

The sequencing is an innate apparatus which equally 
articul ates the theme and allows for individual selections 
to retain their integrity. If there is a break between 
segments, it is through ind icators such as titles or credits. 
At once isolated and fixed, each is also blurred and 
fleeting . This dichotomy is a very successful strategy by 
which both likenesses and differences can co-exist and 
enrich each other. What began as a collection of individual 
items is transformed through progressive layering into a 
dis-unified, but discrete whole. 

I decided at some point that while it is useless to 
try to speak of it to anyone else, what I might do 
is talk about how and why it is so hard to convey 
the experience as both a Once and a Now. You 
know, forget the specifics and deal with the 
dilemma of trying to find a common vocabulary. 

Each selection employs a different tactic, (obviously) 
determ ined by the individual producer. One motif that is 
explored in a number of selections, from a variety of view­
points, is the presence of an ambiguous reality. This is 
visible either as a referent or as a re-creation. Branda 
Miller combines a discordant soundtrack with street 
scenes to create a fractured sense of reality in L.A . Nickel. 
Arcade is a collaborative tape by Lyn Blumenthal and 
Carol Ann Klondarides . 1 n it, they blend a pastiche of 
images, taken from such diverse sources as television, 
home movies, high school yearbooks, and the circus. 
These are interrupted at times by colour bars and overlayed 
with a voice repeating words or encouragement. Bill 
Viola anchors Anthem with a repeating image of a young 
Asian girl standing at attention in an entryway. He then 
intersplices the tape with a plethora of seemingly disparate 
scenes. The tape sees these scenes sharing a similar physical 
movement where images vary but the flow of each is 
reflected in the next. In thi:s piece, as in others, the sound­
track disrupts the visuals_ Here are ambiguous animal 
sounds, culminating in a sustained howling. 

Voice-overs in other selections are used in a manner 
common to a usage seen in popular media . There are 
instances where the soundtrack is a single phrase, repeated 
incessantly. Or there is promotion of a particular point of 
view, heard again and again _ 

In Arturo Cucacub's A.hluvyalike, there is a mantra­
like repeating of "l love you like", both orally and 
through text-as-image. Pi Piece by Mark McKennin 
augments visual distortions with a frequent, equivocal 
voice-over: "We followed him down the street. I liked his 
scent. I wondered why 1 felt uneasy. We all walked 
faster." 

I was advised by a close friend that if I didn 't 
give up this search (he actually said crazy mania), 
people would begin to avoid me. Most already 
believed that I had not in fact lived what I said, 
but just wanted attention. There were differing 
views, but there was a loose kind of general 
agreement that when it came down to it, I probably 
had not had a loving relationship with my mother. 
You think I 'd find this upsetting, but I thought it 
endearing. 

Other tapes exhibit spare visual settings and concen­
trate on creating a schism between visuals and soundtrack. 
In Bruce Nauman 's Lip Sync , it is the disparity between 
visual and aural which carries the work's intentions. 
Mirosl aw Rogala interrupts recognizable images and the 
flow of the narrative in his tape Speech in order to achieve 
a sense of contradiction. Rap It Up by Bob Hollman 
approaches synchronicity between visuals and sound, 
but does not reach it. Instead, Hollman contorts the 
visuals with a subtly discordant voice-over. 

I finally started to use what I fondly call incentives. 
First there was the chain letter. Pass the informa­
tion on to five of your friends and eventually, 
you, too, may have a similar experience. But no 
one seemed to be willing to put out the cost of 
five stamps and five envelopes. Then I tried a 
telephone tree. Once again, there was too much 
effort involved. I even rented a computer and tried 
to access as many bulletin boards as possible. 
Nothing worked, but I remained stubborn. 

It becomes apparent that each selection has as its 
theme, on some level, the promotion of a viewpoint which 
is altogether subjective and yet can be made to appear as 
a shared, agreed-upon truth by some constituency of 
people, somewhere . This is an important aspect because 
it has the cumulative effect of analyzing the subjective 
nature of "truth" and the basis of social organization. 
There is an awareness of the attempt to manipulate, both 
in the overall order of the program and in the individual 
selections. Yet since the manipulation is at times 
ludicrous, at times overwhelming, sometimes even 
imminently subtle, it is effective. "The Science of Fiction" 
is a beautifully choreographed, articulate and disturbing 
exhibition. 

In the end, the only method that worked was to 
make a piece of art. I wps told by patient onlookers 
who declared they only had my best interests at 
heart that I had, at last, found the proper way to 
get my point across. But I still don't really know 
how many saw it or if they understood. As a way 
to assuage my insecurities, I was told again and 
again, "Everything in its time and in its place." 
The words sound empty, but I find myself still 
clinging to them. •· 

VIDEO GUIDE 1988 J 



Vancouver Guide 

Since its inception in 1973 , the Satellite Video 
Exchange Society (Video In) conti nues to integrate and 
fac il itate non-commercial productions from around the 
world . A ri on-profit organi zati on dedicated to presenting 
and furtheri ng the alternative usages of video, the Satell ite 
Video Exchange Society se rves as an umbrell a organi za­
tion fo r a variety of services and special projects, incl ud ing 
Video In , Video Guide, and Video Ou t. The Sate lli te 
Video Exchange Society also maintains a publ ic in­
house library , services for independent producers, a 
program of special showi ngs and events, an active publica­
tions wing, and a consultative service. 

SPACE 
Approximately 4000 sq. ft. housin g a Prin t Library 

and a Video Archive of over 2000 tapes and three viewing 
stations, two post-producti on suites, mul t i-purpose 
studio, office space, and a graphics area. 

Personnel 
Howard Bearham, Sara Diamond, Cris ta Haukedal, 

Sue Jenkins, Karen Knights, Kellie Marl owe, Sh awn 
Pre us, Jeanette Reinhard t, Elspeth Sage, Joe Sarah an, 
Ruby Trul y, Paul Wong, Corneli a Wyngaarden. 

Equipment 
W' NTSC pl ayback and record ing equipment. PAL/ 

SECAM playback equipment; Yi" VHS, Beta , and open 
reel playback; two DXCl 800, one M2 , and one DXCl 640 
cameras; four 4800 portapaks; editing A/B roll, five 
type 5 Sony decks; SEC 2000 switcher, two TBC's; 
wipe pattern extender, chroma keyer; character generator; 
TEAC 6 channel mixer; Karg digital de lay; Fostex com­
pressor limi ter; TEAC cassette recorder; TEAC Yi " track 
recorder; Sony V02600's - cut in only; I BM XT -compat­
ib le computer . 

Archives 
The in ternational tape library and pri nt library related 

to video and media is open to the pub li c, offering material 
on artists and li fe sty les, dance, drama, ecology, health, 
social minoriti es, art tapes, and computerized video. 
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Video Out Distribution, operated by Jeanette Rein­
hardt, promotes a coll ection of independentl y produced 

~:; tapes from all over the world . A cata logue and update is 
· , avai lable . Artist fees must be paid fo r all rentals. 
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··•. promote and discuss independent video production. 
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:·: Educating people in video production is an important 

fu nction of the Vi deo In. Regular in troductory work­
shops in prod uction and editing are offered at a min im um 

=:: fee. Twice a year an extensive 10-week course is offered. 
.. . Ed ucation is co-ordinated by Sara Diamond . 
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F/~S GLllOE Hours 

Su nday, Monday, Wednesday, Fri day : 11 am 
to 6 pm . Tuesday and Thu rsday (Producers' 
Night) : 11 am to 10 pm . 

Video Inn Library and 
Study Centre 

VIDEO 
OUT 

A coll ection of prin t material and independent video­
tapes including documentari es, narratives, and video art. 
It is the largest co ll ection of inte rnational, independently 
produced vi deotapes anywhere . The library is open fo r 
pub lic vi ewi ng fro m Sunday to Wednesday or by 
ap poi ntment. 
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Producers' Night 
Tuesdays and Thu rsdays are regularly open in the 

evenings (3 - 10 pm) to fac il itate produ cer access and 
di alogue. At this t ime, use of free membership hours on 
equipment and consul tation with ski ll ed operators is 
avail able. 

Special Programming 
Screenings and presentations by video producers are 

presented throughout the year. Art ist fees are paid . 
/V~.S'I~ ~ ~~-~ Co-ordinated by Karen Knights . 

o>,...,V:';f "'ff M 1j: Exhibition Proposals 

Location/Information 
RIVAN'ae7 ~tW' 'I..~~ 

+-.??"it' ~ RAVOWB- ~ ~~ In plann ing programming for the coming year, we are 
~ ~ I I" interested in your proposals. If you are interested in 

The Sate llite Video Exchange Society - Video In , 
Video Out, Video Guide - is located at 11 02 Homer St., 
Vancouver , B.C., Canada V6B 2X6 . For in fo rmati on on 
the above, write the Video In or ph one 688-4336. 
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HOME 
STREET 

by Andrea Philp 

As its title insinuates, Home Street hol ds up fo r exam-­
ination the fa mil y and domestic relationships_ Like Kisil 's 
earlier tapes, Ballistics and Dating and Mate Selection , this 
new work expresses hi s interest, an d even fascination, 
with t he individu al's place in and response to society . 
Home Street however reflects a mo re personal treatment 
of the subject than evidenced in the other tapes, although 
th rough well-developed structure he expresses the same 
sensitivity to the medium. 

Home Street is in fact the west-end Winnipeg residen­
tial street of Kisil's youth . Within the video realm, 
however, Home Street is also the locale of an idealized TV 
nuclear famil y and of the somewhat more brutal 
domestic life of the central characters, a couple whose 
mar ri age has obviousl y deteriorated past the point of 
civility . The contrast between these two domestic descrip­
tions forms the framework fo r Kisil 's explorations of the 
failures of human relationsh ips . 

The home life on Home Street is from the begi nning 
volatile. The first scene defi nes th e alienation between 
the central characters (played by Gill es Hebert and 
Carolyn Bradshaw) as it opens with the husband pounding 
on the locked door of the house, demanding to be let in 
to get the clothes he needs for work. This leads into a 
slight back-track to the second scene where, against the 
background of the " hurting tunes" of a country western 
singer, the couple drives down a residential street, conver­
sing with barely controlled hostility . As the two exchange 
barbs about each other's futile use of leisure time, the 
viewer begins to sense the sinking of this marriage into a 
malaise of tension and basic concerns over income and 
expenditures. 

Once the tape re-enters the home, the pressure builds 
as Kisil contrasts the failing marriage of the central 
characters with insipid scenes of a TV family . Kisil cuts 
from the husband's entrance into the kitchen, sporting 
hard-hat, case of beer, and a look that could kill, to a 
long-shot of a cozy bungalow perched on a manicured 
suburban lawr::i. The transition is made complete by 
canned music and laughter . 

Kisil 's TV fa mil y bears little resemblance to his central 
characters . This is true also of the TV home which is 
characterized by spotless arborite surfaces drenched in 
sunlight. This is where a well -groomed mo m serves up a 
wholesome _lunch to her school -age son, who enters 
with an ex pression of intense preoccupation . Warren is 
in love, an d though the mother meets this news with 
glowi ng mate rn al warmth, the boy's unrelenting ex pres-

sion bel ies his own concern over his initiation into human 
re lationships. 

The viewer is given no chance to reflect on the possibly 
wholesome scenarios that could ensue. Ki sil cuts back to 
the central coupl e's kitchen and the hu sband's late arrival 
home to a spoi led supp er. He meets hi s wife's remarks 
about his drinking an d irresponsiibility at first with 
indifference. Then, picking up an egg from the table, he 
first crad les it momentari ly in his han d and then hurls it 
to the floor in an ex pl osion which epitomizes the 
contained vi olence of this relationship. 

It is at this time that the point of view of the tape 
changes. From here, a happy marriage is beyond retrieval. 
The wife goes on to a new lover who may be warmer or 
more compassionate than the displaced husband . The 
next scenes, often shot from exaggerated low angles, 
invite the viewer to assume the vantage point of a child. 
just as the child has witnessed the degeneration of the 
marriage, he must now watch this further evolution of the 
family and with it the dissolution of the myths of 
"mother" and " father" . 

It is also at this mid-point in the tape that Kisil offers 
an alternative to the volatile relationship of the central 
characters and the wholesome package presented by the 
TV family. A voice-over segment explains the " Reiss' 
Wheel Theory of Love", a sociological theory which 
describes relationships as a means to address the human 
need for companionship and affection. In these rational 

National 

Videotape by Gerry Kisil 

Home Street , by Gerry Kisil 

terms, the break-up of a relationship is seen to result from 
gradual changes which make the satisfaction of needs 
impossible . The tone of th is monologue does not acknow­
ledge the violent symptoms generated, as evidenced in the 
early scenes, suggesting the impotence of rational or 
objective study as an infl uence on behaviour in situations 
of dramatic human emotions. In practise, we learn to deal 
with people by being with people, and are influenced 
most by our available role models. To underline this 
point, Kisil takes the viewer once more into the home of 
the TV family to witness Dad proudly associate Warren's 
crush with his own initi ation into manhood, remarking, 
" ... chip off the old block!" 

So, although the tape presents three possible models 
for human relationships, not one suggests a comfortable 
solution to the viewer. The cycl ical structure of the tape 
enhances the discomfort produced, by suggesting that 
resolution means a path back to the beginning. The 
Reiss' Theory depends upon the ongoing pursuit of 

satisfaction through relationships, replacing one with 
another as appropriate . The TY family suggests the 
perpetuation of unreal and unlivable roles which fit 
into niches in the structure of the media information 
which contain them. Kisil 's central characters, however, 
are no freer from the ty ranny of cycles despite the ex­
plosive human emotions that seem to motivate their 
behaviour . In fact, the tape's ending is its beginning. The 
husband bangs on a locked door ignoring his wife's pleas 
to adhere to the lawyer 's orders. Although the relation­
ship ends, the tension continues and may become a 
pattern which will involve new partners . 

This tape, like earlier works, doesn't present clear 
resolutions to the viewer. It is instead a complex docu ­
ment of the many subtle influences that we witness and 
respond to in human relationships . The tape is necessarily 
layered - the contrast of families, and homes, and the 
similar juxtaposition of " real life " drama, the TV si tcom, 
and documentation of scientific study are its components . 

Continued on page 15 

Home Street, by Gerry Kisil 
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AT THE LIMIT OF NARRATIVE: 

While very different, both in intent and content, these 
two new tapes produced at the EM/Media centre in 
Calgary work with image to show both the limits and 
limitations of language. Interrupted Attempt, the shorter 
and ostensibly simpler of the two, works (and plays) 
in that area where language is no longer articulate, or 
better, perhaps, articulated, in one root meaning of the 
word, something that has joints, articulations, where 
individual words work (up down back and forth around 
and around, there are so many different kinds of joints) 
to build meaning, or possible meaning, through syntax; 
but where language has become lumps, clots, even stones, 
something with a surface, and a purpose, but one that 
cannot be penetrated, pulled back apart; where language 
is simplified, has become gesture again, a shell or shield: 
of intimidation or disguise. 

Because what the tape does is to build up, through 
sentence fragments, the effect of a terrible obsession . And 
the means it uses are quite simple, both linguistically and 
visually . The words are those we use to mark time while 
getting ready to answer a question , or to refuse its answer; 
or just to mark time, to stall, while we gather our 
thoughts, our justifications, our excuses, to make 
ourselves sound better, more sophisticated perhaps, or 
more knowledgeable. The way we all learn the vocabulary 
of the moment, and try to get it right, until each phrase 
becomes a lump that signifies our place in the world 
and the individual words no longer matter. The way two 
engineers I watched once over breakfast in a hotel restau­
rant discussed what they were going to do 'in lieu of the 
circumstanc'~~ · . Meanwhile , the image goes back to the 
oldest materials of artists' video: the face speaking the 
words, the black and white tape, the camera moving in 
and out, the superimposition of a fine black cross, like the 
hairtrigger sights of rifle or surveying equipment. And 
the voice repeating and repeating 

my reasoning, well 
fife style not for me 
capitalize 
depressed desire 
missing the point 
inappropriate criteria 
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Interrupted Attempt, by Grant Poier, 4 min., B&W, 1986; 
Vacation/Vacance , by Vern Hume and Leila Sujir, 12 :30 
min., Colour, 1986. 

with little intonation those half cliches that will neither 
begin nor end 

uncoopted attitude 
have gut doubts 
societal influence 
seemed like a good 

the movement of the camera and of the hair trigger sight 
showing us both an aim that is never exact as the cliches 
make it impossible to hit the non-moving target, and a 
motion that resembles all too much the way an aggressive 
parrot will ruffle its feathers and move its head in and out, 
a young executive will move forward in his chair and lean 
back (the two enginee rs in the restaurant, in/out, in/out), 
a toad will puff and unpuff itself, going from aggression 
to the attempt at disappearance; while we are dizzied by 
this same effect, achieved mechanically, that adds to, or 
perhaps multiplies with, the lumpy impenetrable auto­
matic sense of voice and phrasing, as the words go on: 

self-defense for activity overload 
animal embarrassment 
social influence 
don't have middle class 
necessary unaffordables 

with some juxtapositional humour in such combinations 
as : 

uncommon breaks 
current valour 

just enough in fact to make us listen more closely to try 
to put it together, to crack it open, to make it more than 
the clotted language it seems, until we are finally pulled 
into it. And we no longer know if the voice is :just the 
voice of someone using all the little necessary phrases to 
get through a job interview or if it's pieces of a taped 
confession that justifies mass murder, or if it all just forms 
a part of the wear and tear and wear and tear and wear 
and tear of the daily noise of radio and traffic and 
elevator and electric lights and blenders and word 
processors and TV sets and VCRs and recorded messages 
on anonymous phones and voices in cafeterias and trains 
and buses that drive us too to that uncomprehending edge 
of repetition 

I think it all makes 
my reasoning, we/I_ .. 

Vacation/Vacance , by Leila Sujir & Vern Hume 

Until, while we look on, between mesmerized and 
irritated the tape ends as it began, to make, all told, a 
very interesting, sharp, and well thought out piece on the 
effects of language as white noise, words as filler. 

Vacation/Vacance , the longer and arguably more 
complex of the two tapes, also balances itself on the edge 
of language, though a very different edge, whether it is 
cliff or shore is hard to distinguish, 

au bord de la mort et de la vie 
but definitely in the space between which is the need out 
of which language arises. 

On its most obvious level, which is in itself a most 
beautiful one, Vacation/Vacance is just what its title 
implies: a tape about vacations . About one particular 
vacation around Vancouver Island by car ("our little 
Hertz Horizon," one of the narrators says), but also 
about that parenthesis that vacations represent in our 
lives, that travelling represents, a moment, a movement, 
set aside, outside the ordinary, at least for us . Which 
makes us continue to indulge ourselves in tourism, and to 
attempt to see, to feel, the new place newly (outside the 
borders of our usual syntax), to make ourselves anew 
within it. In an act which leads us, interestingly enough, 
and no matter how mildly, to question our identities, 
the identities we have made through work and daily life 
(this theme keeps repeating in the tape, like a snatch of 
melody : working and not working/vacations/"who am /" 
when I'm not working); which causes us to think of what 
or who we would be in another place, another time, as 
an other . So that we undergo a process of examination 
which most travel guides and documentaries attempt to 
cancel out by making the new, the 'other', picturesque 
and thereby safe. It is precisely this process that Vacation/ 
Vacanc~ lays bare to us, in both its beauty, complexity 
and difficulty. 

To do this, in contrast to the earlier tape, which uses 
the bare minimum of resources , Vacation/Vacance use~ 
the full range of special effects now available through 
the equipment at the EM/Media production co-op . These 
effects enter early, in the first few frames in fact, as the 
numbers of the usual 'ten, nine , eight, seven .. .' dance 
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Two tapes from EM/MEDIA, Calgary 

in three dimensions in a square in the upper left hand 
corner of the screen, the sky contained inside them . And 
the effects stay for the duration. There are fades and 
freeze fra mes and slow motion and images shrunk to 
boxes or to stripes across the screen, movement from 
black to white to colour and back, a page being written 
across a waterfal l. With all of it escaping what occurs 
so often when a centre gets new eq uipment or a prod ucer 
fo r the first ti me gets access to it. There is no sense of 
'hey guys, look at what we can do , wow, let's throw in 
one of those and one of those and one of those', but 
instead a sense of economy and necessi ty of use, with the 
effects used increasing our understanding of the materi al 
that is be ing presented . Because it is th rough these effects, 
the framing of the shots themselves, that the observing 
subject (always made to disappear in travel documentary 
even wh en there is a first person narrator) is made present. 
Givi ng us not onl y a sense of place, but a sense of place in 
memory. With the shots (one of a log boom viewed from 
up high and framed as a stripe across the screen, comes 
to mind ) often having the composi t ional prec ision and 
emotional poignancy of ce rtain styles in abstract painting. 
This shows not onl y the subjec t 's way of see ing with in a 
ce rtain cultural context, bu t also attests to the back­
ground in experimental film of one of the tapes auth ors, 
Le ila Sujir. 

As far as this writer is concerned, if the tape only went 
this fa r (essentially what it did in its first version, one 
without a narrated voiceover, screened at EM / Media 
in the summer of '86), it already would have gone far 
enough . I love the poignancy and search implicit in the 
best of home movies and snapshots, and anythi ng that 
can make that part of us close and inti mate and personal, 
ours even without Uncle john waving his can of beer 
and ta lki ng too fast while Aun t Mary tries to fix the 
projec tor or tune in the VCR, seems to me we ll worth 
its while . Bu t wh at the newer version of Vacation/ 
Vacance has done by adopting a narrative sound track, 
spoken in two voices (already a dialogue , a doubl ing of 
the subject), is to take that one step further. To make 
apparent what is in the glances that pass be tween Peter 
and Susan, Marta and Joan, Nguyen and Pau, while they 

I by Sarah Murphy 

point out the pictures in the book , the where and why 
they were taken: what is hidden in the parenthesis of 
travel. 

Because what we see and hear, fro m the first text 
written across the wa terfal I 

August 
Vancouver Island 
writing in white ink at the edges of even my own 
vacation observed 
the traces of memory inscribed in photographs from 
another place 
essential tourism 
the mystery 
searching for someone 

where is she? 
where is he? 
where am I? 

is not onl y the search fo r our identity in newness , the 
re-encounter with both the other and the se lf, but the 
pai nful contrast between eidetic memory, memory as 
hypnogogic hallucination, the memory brought on acci­
dentall y by smell or by tex tu re or by sound (that 's our 
song, Aunt Wi nn ie says, you remember, Bill , Niagara 
Fall s?), that memory that will always be ac utely 
personall y ours, and onl y ours; and the abil ity of narrative 
to tel l it, of even the snaps to make it real (God, you 
shoul da been there, Uncle Bill says, and doesn't know 
why, anymore than our narrator does : We were bored. 
It was raining. I find it amazing that I want to go back 
there now.) With some of this contrast achieved thro ugh 
the way the visual materi al is used: a slow motion picture 
of trees in which a vehicle seems to take forever to pass 
by , and then moves so quickly , as if the subject is 
gathering this, trying to make it real agai n in order to 
speak. Or the use of black and white for the section in 
which we hear the do ubled narrative, giving us just that 
sense we have when we are trying to see something we 
have fo und particul arly impressive, tryi ng, perh aps, to 
exp lain it to someone, to describe it, but we can 't quite 
pu ll it out of black and whi te, pul l it over the retina: 
we know what it was, the image is there, but not qui te 
vivid enough somehow. We just can 't quite see it; we must 

Interrupted A ttempt , by Grant Poier 

wait until we dream. 

So that in its centre the tape does speak not on ly to 
the limit of narrative, but to its fa ilu re, and maybe a little 
bit, to its reason for being. Because we do land square ly 
in that space where language as we know it has not yet 
ar isen1 in which whatever relation we have all owed there 
to grow between signifier and signified , did not yet exist, 
had not yet push ed memory into the black and white of 
concept. In which there was just the seen and the felt, 
the thing, its movement, its stillness, its image, its smell, 
its texture, ve ry close and open to any number of possi­
bilities, a constant newness, like a gasp and a reachin g out 
(the famous open mouthed 'oh ' of all vacationers) 
with out words. A space as far fro m the sy ntactic conges­
tion of Interrupted A ttempt as it would be possible to get, 
but one which also cann ot commun icate itse lf. Because, 
although there might have been a system, a way of seeing 
or perce iving, in that primordi al pl ace, there was no way 
of say ing or of telling. 

Which is wh at pl aces us again within our essentia l 
loneliness, the one out of which we present our travel 
pies when we ge t home (from whatever trip it was, to 
B.C. or to th e hospita l or to the moon) and say wow, 
you shoulda been there, or not, as the case may be, and 
we squeeze a hand and hope somehow it is enough for our 
fr iends to understand . So th at this short tape on our small 
vacations takes up and examines that terrible paradox 
that has been with us through out history and will be with 
us throughout our lives, that goes beyond the fact th at we 
may always feel, whether in as small a thing as a vacati on 
or as momentous a one as a birth or a war, that in the 
telling we lose the texture; to encompass our knowledge 
that there is a reality that ex ists prior to and wil l exist 
after what can be said out of our perception of it : a 
private knowledge of being, perhaps, beyond our abi li ty 
to tell. Wh il e we will always know at the same time , often 
at the exact moment, as our mouths hang open, that if we 
do not attempt speech, attempt a tel ling, we do not enter 
the stream of hu man consciousness, our world, as acting 
subjects . Wh ich is what situates this tape, beyond the 
rea lm of our sma ll travels , at that edge of that larger trip 
between birth and death: au bard de la mart et de la vie. 

VIDEO G UIDE 1988 ] 
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WOMEN & VIDEO EXPLORATION: 

The Women and Video Exploration co ll ective, Halifax's 
most recent experiment in the use of video as a tool of 
social change, has succeeded in developing basic technical 
com petency among a group of women conce rned with 
issues of gender, class, and race. Wh ile there is a discern­
able di ffere nce in qu ality between the three individual 
WA VE videos, this is less instructive than the differences 
between the strategies they employ. 

A Word In Edgewise, produced and directed by 
Heather Mac l eod, displays the highest production values 
of the three. This "documentary about sexism in language" 
presents a large amount of quite interesting, even startli ng 
information about the chequered history of gender­
based language, including a cogent argument for the 
acceptance of the third person plural pronoun "they" 
as a gender-free alternative to "he" and " she". 

In a cul tura l environment where critical material is 
easi ly dismissed. as "biased" whil e work that supports 
the status quo masquerades as "objective", Mac l eod 
estab li shes credibili ty by replicating the conventions of 
docum entary te levision, succeedin g qu ite we ll in those 
terms. The anonymous voice-of-God narrato r offers 
background information in th e reasoned, "objective" 
tones of auth ority, while talking heads with university 
degrees in the fields of litera ture, history , and law prov ide 
detailed arguments . The program is enlivened by well­
chosen visual inserts to illustrate points . At times, 
however, th e contrast between the matter-of-fact presen­
tation and the provocative su bject matttr borders on 
hil arity: such as when th e narrator en un ciates the terms 
"slut" and "tart" with all th e cheery precision of laundry 
detergent brand names . 

Through careful attentio n to audio quality, tone of 
voice, an d the visual backgrounds agai nst which her 
subjects are shown, Mac l eod has produced a video of 
broadcast qu ality . She bends the conventions of main­
stream te levision to her own ends, in effect do nning the 
enemy's uni form to infiltrate h is citade l. T he mode of 
presentation persu ades the audi ence to invest these fe mal e 
speakers with the same auth ority normally accorded to 
mal e "experts". In so doing, Mac l eod avoids the most 
common tactical error of oppositional voices in the main­
stream media : that of presenting o neself as marginal. T he 
shortcomin g of this approach is th at it does not all ow one 
to qu estion the means by which credibility invests in 
"experts", leaving intact the mechanisms of class privilege. 

Who Says?, produced by Janet Thomson, was co ll ec­
tively directed by seven people (Thomson, Lyn MacKin lay , 
Angela Mombourquette, Jocelyn Mombourquette, Erica 
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A Word In Edgewise, by Heather Macleod 

Munn, Anne Penney, and Wendy Pruves), and it shows . 
The video seems to have a split personality. A large 
propo rtio n is devoted to talking head inte rviews, although 
the range of women represented is broader, including, 

besides academics, a social worker, a fi lmmaker, a fashio n 
model , a corrections officer, and a coach. Th ose who are 
critical of the mainstream are still not used to seeing 
themselves presented as credi ble witnesses, and at screen-
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Three Hal if ax Videos 

Our Two Cents Worth, by Pam Murphy and Sara Newman 

ings in Halifax , the audience response was perceptibly one 
of pleasant surprise - "Oh look, there's Brenda! There's 
Toni!" - when members of the women's community 
(many of them physically present in the auditorium) 

appeared on screen. 

Besides the parade of talking heads, the video included 
a number of dramatic, interpretative scenes, many 
involving mime artists who acted out a variety of responses 

0 . 
. 

CERTAIN ATTITUDES AND 
CHARACTERISTICS -- THINGS LIKE 
CARING, SHARING AND COOPERATION 
-- HAVE COME TO BE CALLED 
FEMININE BECAUSE THEY .VE BEEN 
ASSIGNED TO WOMEN SINCE WOMEN 
ARE NOT VALUED , THESE CHARACTER ­
ISTICS HAVE BEEN DE - VALUED WITH 
RESPECT TO THEIR -MASCULINE" 
OPPOSITES . COMPETITION AND 
AGGRESSION . THROUGH INTERVIEWS 
AND MIME ~ U\'U'~'i/ EIPLORES 
THE NEGATIVE IMPACT OF OUR OWN 
ASSUMPTIONS ABOUT FEMININITY 
IT URGES WOMEN TO REJECT THESE 
ASSUMPTIONS AND TO CREATE NEW 
PROGRAMS OF THEIR OWN 

W.A.V.E. 

CREATORS 
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© WA.VE . 19&6 

WOMEN AND VIDEO EXPLORATION 
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by Robin Metcalfe 

to feminine stereotypes. Most of these scenes were both 
poorly performed, often reduced to mere mugging 
without any dramatic or emotional depth, and poorly 
edited, with the shot lingering long past the point at 
which the scene itself had died. The more effective 
material, such as a conversation between two women 
wearing TV screens as masks, would have been stronger 
had some tougher editin g decisions been made to give 
the video a clearer overall for m . The final c lumsy portrait 
of the directorial collective leapfrogging over one another 
captured the flavour of many such productions : more 
enthusiasm than good judgement. Jn this case, many 
hands make uneven work . 

The approach taken in Pam Murphy and Sara Newman's 
Our Two Cents Worth could hardly be more different 
than that of A Word In Edgewise. The speakers are 
working class women, with a focus on bl ack women in 
particular, through the central figure of activist Toni 
Goree . Goree is interviewed in her kitchen, where her 
interviewers are visible on camera, and where the camera 
equi pment itself is shown in one scene. Goree also appears 
in a recurring dramatic tableau, which o pens the video, 
showing Goree cli mbing up a downward escalator, in a 
somewhat laboured metaphor for the struggle for 
economic justice. The first kitchen scene has Goree dis­
cussing that scene, and the video itself, with the vi deo­
makers . This self-examining, refl exive quality is the 
video's most remarkable achievement, and more than 
compensates for its occasional unevenness. The wo men 
interviewed are lively and articulate, and one feels the sort 
of engagement that a productive community meeting 
might generate. 

To contrast the method of A Word In Edgewise with 
that of Our Two Cents Worth is not necessar ily to favour 
one over the other. Each is a valid approach for the pur­
pose in mind. The former would function effective ly in 
the broadcast medium to inform and challenge the 
audience's assumptions about language. The latter does 
not even attempt to emulate the tone and texture of 
mainstream television , although it might work on 
community cable, but its real value is as a direct organizing 
tool, to be shown on a home video set-up in a living room 
or community hall, and accompanied by discussion . The 
work of WAVE has produced some valuable resources for 
the Hal ifax women's community, but its lasting contri ­
bution will hopefully be in the skills it has developed an d 
in the articulation of alternative models for community 
video production. 

• 
VIDEO GUIDE 1988 9 



National 

JOYAN SAUNDERS INTERVIEW 

Joyan Saunders is a video artist who, at the time of 
this interview, was teaching at the Nova Scotia College of 
Art and Design. Born in Newfoundland, Saunders left at 
seventeen to join her brothers in the mining towns of 
Northern Ontario. She studied photography and video at 
the University of Western Ontario and Concordia in 
Montreal. From there she moved to the University of 
California at San Diego. 

Unlike the heroine of Cathy Jones' Wedding in Texas, 
Saunders is no "outport lesbian". A slender, elegant, pale 
woman with a reserved manner, Saunders runs warm and 
cool in conversation. Precise and rigorous in her reason­
ing, she can nevertheless surprise you with a wild ear­
to-ear grin. 

Last Spring, Halifax's Centre of Art Tapes showed a 
program of videos from UCSD. "Choices: The California 
Connection" includes Paul Best's three-minute "lifestyle" 
ads making fun of gay consumerism. Winnipeg native 
Wendy Geller's Six and Learning About Feminine Sex­
uality parody classic Hollywood films and Freudian 
psychiatry respectively. The two longest works in the 
exhibition result from Saunders' collaboration with 
Suzie Silver. In Silver's eight-minute tape You Know 
Something, scenes from the dissolution of a lesbian 
relationship are punctuated with scenes from the bar 
cruising that initiated the relationship. The two narra­
tives merge when the ex-lovers meet again in the bar. 

Joyan Saunders describes her 29-minute video Prospect 
Place as a "Disjunctive story". A young lesbian searches 
for meaningful life options among a profusion of mere 
commodities, considering everything from kitchen gadgets 
to tattoos. Finding a set of keys, she tells her friends 
stories about a mysterious apartment. In a separate 
but parallel narrative, she pursues a woman to whom she 
is attracted, initially with little success. The prevailing 
tone, of indecision and ambivalence in the face of trivial 
options, is reflected in the non-linear, non-climatic 
development of the video . In Saunders' words, "the 
conclusion remains open-ended. The point is to give the 
audience some critical distance and let them become 
active participants in the interpretive process." 

Robin Metcalfe interviewed Joyan Saunders in her 
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Here In The Southwest, by Joyan Saunders 

NSCAD office. 

Robin Metcalfe: There is a strong representation of 
lesbian and gay themes in the work that you selected to 
show in Halifax . Is there a viable community of lesbian 
and gay video artists in San Diego? 

Joyan Saunders: I don't think I would describe it as a 
com munity . There are very few communities of any 
kind in Southe rn California . Th e artists in the "Californi a 
Connection" show knew one another because we were all 
affil iated with UCSD at th e same time. I know of no 
other producers who are currently mak ing gay video in 
San Diego. 

RM: Some artists resist such terms as "gay video" or 
"gay art" as a form of ghettoization . 

JS : That label, "gay art", unfortunately leads to margin­
ali zation, as does the term "women's art". A curator 
might think, "Oh, I had a show of women's art and gay 
art last year, so I don't need to do that again this year . " If 
you 're a lesbian feminist, you can get ghettoized right 
off the map. So I can understand the reluctance to have 
one's work classified as such. 

· Prospect Place is about "contemporary existential 
angst", and it is partiC1Jlar to a character who is a gay 
Southern California woman, but that's a pretty broad 
base. There is more to I ife than sexual preference. There is 
gender and social class, for instance . I am most interested 
in work that takes on those additional concerns : for 
instance, a film like My Beautiful Launderette. 

RM: Consumerism is a central theme in Prospect Place : 
the idea of shopping for products or services that will 
change one or make one's life more meaningful. 

JS : That is true. It's a journey of self-discovery . She 
tri es a number of things to make her life more interesting, 
and ends up rejecting most of th em, and moves toward 
this more focused existence with the female love interest. 
There are a number of risqu e, somewhat taboo things 
that she considers . 

RM : Like the tattoos. 

JS: Like something as trivial but as symbolic as getting 
a tattoo. 

RM: At the end of the video, she stops the series of 
stories she has told about the "key place". She has 
considered a number of options and rejected them, 
because they 're peripheral, superficial. She 's pursuing 

the lo ve interest, and there's an indication that for the 
first time it's being reciprocated - but I 'm not sure why. 
What has she chosen that has made it easier for her to 
reject those superficial things? 

JS: She rea li zes th at this woman leads a more meanin g­
ful ex istence than th e other people she has encountered 
on this journey, a less superficial ex istence. That is not 
specifically defin ed , because it means different things to 
different people. 

RM : Several times in Prospect Pl ace you place the main 
character in "masculine space", such as a pool hall and a 
peep show. She watches a gay male porn film containing 
a story about a Peeping Tom - an inversion of "the male 
gaze" which strongly recalls Bette Gordon's film Variety. 
Unlike in Gordon's film, however, there is nothing to 
signal that this is unusual. Are we to read this as a trans­
gression? What is your motive in putting her there? 

JS: She is, after all, trying to make her life more inter­
esting, more exciting, and masculine space is interesting 
space, exciting space, dangerous space. It goes with out 
saying that a woman in that terrain is transgressing. But 
this particular character feels perfectly at ease, she 's 
unconstrained by th e boundari es, and in the end we have 
the sense that she's resolved that for herse lf. She's no 
longer intrigued by it. She didn't find wh at she was 
looking for . 

RM : Do you consider San Diego home? 

JS: The work I have been producing is very much a 
product of the place. I couldn't make this work else­
wh ere, so in a sense it's necessa ry for me to go back there. 

RM : What aspects of the place give it that quality? 

JS : The never-ending sense of presentness . (l aughs) 

There's very little sense of history, of a past, and very 
little concern for a future . I would think this is why 
certain things are possible in California that are less 
possible elsewhere . 



RM : Does that attract you? 

JS : I like it. It 's socially very progress ive. There's a 
politi ca l animal in Cali fo rnia th at is socially progressive 
and econom ica ll y conservative . On the one hand , these 
peo pl e could vote for Reagan's economic policies and 
nevertheless endorse gay rights . 

RM : Would you vote for Reagan's economic policies? 

JS: (l aughs) No, certainly not . 

RM: You were born in Newfound/and. 

JS : I grew up on the northeast coast, in a town ca ll ed 
La Scie. It had about a thousand peopl e. My fa mil y now 
li ves in Baie Verte. San Diego is certain ly as far away as 
I cou ld get without leaving the continent. 

RM : Is that part of its attraction ? 

JS: I do believe so . Newfo undl and is very austere, and 
Cali fo rnia is anything but. There are certa in aspects of my 
being that are a prod uct of Newfoundl and. A need to 
si mpl ify my life. I find urban li fe a bit too complicated. 

RM: Do you plan to stay in San Diego? 

JS : I don't think I will stay there . I think I've about 
used it up . While being here recently I have conceived a 
tape about living in Halifax, and 1 've begun working on 
a script. So San Diego is not the on ly place that could be 
inspirational in that way . 

RM: What attracted you to San Dieqo? 
JS: The aesthetic. I knew about the people that were 
teaching there. Their concerns, their subject matter 
coincided with what was of in terest to me . 

RM: Who were those people? 
JS : Eleanor Antin - she's a performance artist who, 
among other things, makes video tapes . Allan Kaprow . 
[Ed. note: Kaprow is a seminal performance artist, known 
as the originator of the "happening", presently working 
in "non-theatrical performance". J Primarily Eleanor and 
All an. Of course, critic David Antin also teaches there . 
Moira Roth, the art histori an and critic was at UCSD at 
the time. 

California has a strong history of performance activity. 
It began with Judy Chicago's feminist art program at 

by Robin Metcalfe 

Video Tableaux, by Joyan Sau nders 

Fresno in 1970. The work coming out of there had a 
com municative intent that made narrative an appropriate 
form. It was often autobiographica l or indirectly derived 
from one's own experience, and those elements carried 
over into video producti on . There's a de-emphasis on 
slick producti on. The medium is treated more in 
fu nctional terms, as a ve hicle for content, so there 's not 
much image processing or special effects. There's a 
te ndency toward non-literal narrat ive usi ng metaph or and 
symboli sm, and that too stems from the performance 
traditi on. 
RM : You explore the structure of narrative in your work 
with Suzie Silver. What is the significance of challenging 
conventional narrative? 

JS : Convention al narrative structure unfo lds seamlessly 
through exposition , conflict, climax, and resolution . 
Li fe just isn't like that . Narrative refl ects and perpetuates 
a des ire for maste ry and control over people, places, and 
events . This is, of course, a male preoccupation. 

The predictable patterns of conventional narrative 
also lull the viewer into a pass ive state, engagi ng onl y the 
emotions, in a kind of non-thinking , knee-jerk response. 
In terms of content, conventional narratives misrepresent 
and marginali ze women . For instance, in Blue Velvet, 
there are two female archety pes : the girl-next-door and 
th e fe mme fatale. They aren't subjects: they are mere ly 
catalysts in the young man's journey of self-discovery. 
Even when men make films with women as principal 
characters, the women are used as a tabula rasa onto 
which the male filmmaker projects his own fears and 
fantasies: for instance, Bergman and Woody Allen. I 
think women are in a better position to make films 
about the opposite sex than are men, because women live 
in a world that turns on a ph allic axis . 

RM : Conventional narrative is very deeply embedded in 
our culture. It's a language that people know how to read, 
because it's what they know from fairy tales and movies. 
If you don't use conventional narrative, how do you 
communicate with people? 
JS : I think people are capable of understanding some­
thing more complex than conventional narrative structure. 
It can get to a point where the alternative form ceases to 

commun icate , but there 's a middl e ground . 

RM : Whom do you see as y our audience? 
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JS : My audience is an ar t world audience . It 's a self­
fl attering deception to see that audience as one th at 's 
al ready converted . There's a great dea l to be lea rned by 
this particul ar audience. They can go on to make those 
concerns part of their own production and expand th e 
circle outwards . · 

1 'm addressing my peers. I think it 's presumptu ous to 
address anyone other than one's peers , to talk down to 
peo ple. 

RM : Surely one has more than one set of peers with 
whom one might wish to communicate. For example, 
there are the other people who grew up in La Scie, or the 
people with whom you worked in Sudbury . 

JS: They aren 't my peers anymore, though . I am not 
their peer anymore. 

RM : Is that by virtue of having entered the art world, or 
by virtue of having gone to California? 

JS: By virtue of having gone to university. (laughs) 

RM: I see an essential problem, that if one wants to gain 
fluency, to become articulate through those tools, one 
goes to university, one acquires them, and then one can't 
use them any more to speak with the people who were 
your peers because they no longer are. Where does that 
get broken? How do we constitute a discourse that does 
involve the people in La Scie or Sudbury? 

JS: Maybe it's illusory to think th at we can, except 
in the terrib ly indirect way, with this rarefied discourse 
seeping into the public domai n. 

It's out of respect for such peopl e that I don't presume 
to come back with my expertise and try to "get down". I 
find that a little obscene, because I do remember having 
lived in th ose places and having people come in from the 
outside, so-ca ll ed experts, and try to clarify the meaning 
of our I ives for us , and we didn't appreciate it in the least. 

I'm seen as an outsider now . You 're suspect for having 
left - you deserted . You can come back, but you're never 
embraced fully. 
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Video Ol1t-Halifax 

One of the most interesting video installations to have 
occurred in Hali fax lately took pl ace o n a movie se t th is 
past Fa ll. Four naked 'performers ' encased in large, 
flexibl e pl ast ic tubes engaged in a free associatio n 
encounte r in partnership with an equ al number of 
(clothed) ·musicians. Their combined act ivi ties were 
played back live and in slow-mo ti on across a bank of 
about 30 large colour moni tors stacked to resemble a 
video wall. It was the las t ni ght of a 30 day sh ooting 
schedule, and when 'wrap' was ann ounced arou nd 6 a .m. 
the crew broke out in a spontaneo us cheer. 

The story be ing filmed was about 'Mary', a small 
town girl from Cape Bre ton who comes to Hali fax to 
raise her illegitimate child . Whil e working at a department 
sto re part time , she befriends a fe ll ow emp loyee who i_s 
a student at the 'art co ll ege'. Through this connection, 
Mary starts mode lling for life classes to make some extra 
mo ney . This leads to the episode where Mary is hired 
to be a perfo rm er fo r the event described above, staged 
by a 'New Yo rk video artist' . The story ends with Mary 's 
first one person show, an indication that she is well on 
the way to her own ar tistic self discovery. The film, 
entitled Life Classes, should be seen at the Vancouver 
Film Festival in Octo ber . 

I mention this scene because it seems to describe some­
thing about th e current state of production in Halifax . 
Not only because the story takes a poke at the Nova 
Scotia College of Art and Design and its history of experi­
mental video, but also because the majority of the crew 
on the film were people who had gone to the art college 
themselves . Many continue to be prominent in organiza­
tions such as the Atlantic Filmmakers Co-operative 
(AFCOOP) and the Centre for Art Tapes (CFAT). The 
director and executive producer of the film was a founding 
member of AFCOOP, for example. I must mention as 
well that I was employed on this film as a member of the 
production staff. It was my own first experience working 
in production after many years of working for artist run 
centres in the region. 

The fact that so many artists work in the film business 
is in itself nothing new, although it is rather new in these 
parts . The history of 'professional' scale media production 
in the region is a short one . The infrastructure as we now 
know it goes back may be twenty years, and things haven't 
rea lly gotten off the ground except in the last ten. There 
has been little independent or industrial media production 
up to then, a nd there still is no intensive post-secondary 
education in the med ia arts offered anywhere east of 
Quebec. Encouragement and training for artists working 
in media production has come primarily through the 
artist co-ops which have worked mostly in a void except 
for the Atlantic Studio of the National Film Board 
(NFB). If artists are currently being engaged in the motion 
picture 'business', it is because they have been instru­
mental in its development on the local level. 

The film I worked on was a low budget ($600,000) 
feature, and it was one of the largest projects to be pro­
duced entirely within the province. It was part of a 
'mini-boom' which took place here over the Fall and early 
Winter. The other features produced included a Dutch 
production and a Swiss/French/Canadian production 
directed by Robert Frank, the legendary photographer 
and filmmaker . The presence of Frank on the scene is 
slightly ironic . He has been a part time resident of Nova 
Scotia since 1969 and he has had significant impact on 
the local filmmaking community. His film course offered 
at NSCAD in 1973 was important because members of 
the class became the founders of AFCOOP, and Frank's 
own expressionistic and anarchistic film aesthetic has been 
influencial to filmmakers here. He himself has been 
quoted as saying that he doubted he would ever make a 
film in Nova Scotia because it would be "too difficult". 
This year he returned to direct a $3 million feature in 
Cape Breton . By all accounts it was indeed difficult but it 
still serves as another example of an artist-initiated project 
getting off the ground. Another big event of the past 
year was the theatrical debut of The Adventures of 
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Faustus Bidgood. This film is a result of the combined 
forces of NIFCO (th e ~~ ewfoundland Independent Film­
makers Co-operative) and CODCO , the infamous perfor­
mance/theatre/comedy co-operative, both based in St. 
John's. The fact that this film took ten years to produce 
in itself says something about the conditions of produc­
ti on in th e region . Although flawed , this fi lm is possibly 
one of th e best Canadian comedies yet to be produced . 
Both NI FCO and CODCO have been essential elements of 
contemporary culture in Eastern Canada, and CODCO 
has bee n enormously popular across the country. The 
release of Faustus has been significant as it has become a 
touchstone of the new 'autonomous' film industry in the 
regi on. It has also provided important credibility for other 
projects. Following on the heels of the release of 'Faustus' 
CODCO came to Halifax to do a series of television half 
hours, part of a series produced by yet another indepen­
dent production house based in Halifax . This project, 
co-produced with the CBC, had an estimated budget of 
$1 million . (My observation of the o ne program I saw 
of this series was th a t CODCO comes close to being an 
unintentional parody of itself, but then TV is on ly one of 
their activities . After taping this production several 
CODCO members were off to Labrador to work with 
native people doi ng community theatre projects dealing 
with presence of low flying NATO jets which have been 
disrupting the ecology anid the traditional lifestyle.) 

It seems clear from a.II this activity that the aspirations 
of the serious resident filmmakers are currently geared 
towards larger and more mainstream productions . Like­
wise the goal of the co-operatives is to facilitate such 
ambitions. But how does this bear upon more 'artistic' 
experimental or political media work? And what about 
local production in video? After all, the Halifax art 
community has contributed an unique and important 
chapter to the history of video art in Canada. Program­
ming at NSCAD 's Mezzanine Gallery followed by that of 
the Centre for Art Tapes was at the critical edge of new 
developments in video and audio art during the early to 
mid-Seventies. What has happened to this once strong 
tradition of radical and unorthodox approaches to the 
formal and conceptual problems of media? 

It is fairly obvious that the conditions that surrounded 
the early experiments in video have changed. Hal-ifax is a 
transient community, and gradually the number of artists 
doing such work has dwindled to a handful. The new 
generation of artists emerging is only vaguely aware of the 
work that has preceded! them. At NSCAD , video art like 
conceptual art mutated back into more conventional 
forms as artists turned to nar rative concerns. Although 
the College has maintained a strong video program, it has 
never invested in media arts education as an end in 
itself. The A/V department has always been an adjunct to 
the studio and design faculties. Only more recently have 
students demanded courses that provide more compre­
hensive (and marketable) skills in production . In the artist 
run organizations such as the Centre for Art Tapes and 
AFCOOP, there is evid1ent a diminished sense of artistic 
direction both in programming and production. It is also 
increasingly difficult to be aware of what is going on in 
other communities as iexchanges and screenings of new 
work seem few and far between . Bureaucratic demands 
and endemic exhaustion has also seemingly led to a dissi­
pation of the urgency t hat initially fostered the creation 
of these organizations. This has led to a brain-drain as 
former producer/members realized that perhaps the better 
way to keep on producing was to go into business for 
themselves. On the other hand, the artists working in 
media during the Sevent ies who have stayed in Halifax are 
now producing, directing and working as craftspeople on 
films that they, often enough, have initiated. 

A major carrot that has drawn many artists into the 
media mainstream has been the 'funding windows' that 
have recently opened up to encourage independent pro­
duction . Ever since Applebaum/Hebert, both the cultural 
bureaucrats and the politicians have tended to view the 
motion picture business as an engine of both cultural 

and economic act1v1ty. The enormous demands of the 
inte rnational image mar kets and the open ing up of th e 
new video cassette market gives some temporary credi bility 
to the ir perception . The policies affect ing the Canada 
Council, the NFB, and Telefilm Canada are inten ded to 
give impetus to a viable 'independent ' industry . Provinc ia l 
cultural bureaucracies have contributed to th e trend. On 
the local leve l there has been some very determined and 
shrewd lobbying to get a more sensible and equitably 
disbursed outlay of federa l cultural funding. Funding for 
indigenous production · from Telefilm Canada has gone up 
dramatically since a regional office was opened in Halifax 
a few years ago at the insistence of a new generation of 
artist/producers. While there is a great deal of well 
deserved cynicism surrounding state con tro ll ed cultu ra l 
engineering, the motives of a grea t many of th e writers , 
producers, and directors working here remain su rprisingly 
idealistic. Many artists want to take advantage of the 
current state of affairs in order to produce at a level 
of atta inment previously unimaginable . They see their 
film work as contributing more to culture than to the 
profit margin . Many are criticized by age ncies such as 
Tel efilm or the CBC for wanting to produce projects th at 
have a regional point of view. Many times directors have 
had to fight persistently to retain control over their out­
put. Whatever the price of control, it has been worth it. Jn 
just over a decade the media community has evolved from 
a few inexperienced artists working together co-operatively 
into a professional milieu that demands to be taken 
seriously . 

Is the move into the mainstream a good thing? I doubt 
there is an unequivocal answer. My own 'crossover ' 
obviously will effect my judgement eve n while it may 
grant me a legitimate claim to be knowledgable enough to 
comment. My own opinion is that the situation th at I 
have tried to describe can have some positive results . The 
relative scale of what is happening here is tiny in rel ation 
to the media industry overall and it cannot just be simply 
lumped together under the same critique. Motion picture 
production in the Atlantic has probably more in common 
with that of Argentina than with that of 'Hollywood 
North '. The community is too small for there not to be 
an impact on artists when the projects and money of 
independent films offer even just a few more opportuni­
ties . The training and experience provided by working 
on larger productions has allowed growth in the depth and 
familiarity with which artists can approach media . 
AFCOOP and the Centre are showing signs of resusi ­
tation as their artist clients make stronger demands of 
them. Hopefully a renewed enthusiasm for rigorous 
aesthetic experiment will be an additional offshoot from 
a community of engaged producers. In August a seminar 
that I have organized along with colleagues from the 
Halifax community was held to draw together film 
and video makers, writers, visual artists and other 
interested parties specifically to discuss the aesthetic 
nature of recently made films from the region. Called 
the 7th Wave Seminar, it is intended to provide a critical 
forum for all types of people involved in media on the 
East Coast to discuss local production both on its own 
terms and in relation to work being done elsewhere. The 
time seems right for such a meeting. 

Post-script: I have referred to two cities in this report: 
Halifax, N.S., and St. John's Nfld . These cities more 
than any other in the region, in my ex perience, emit 
discernable identities as art communities . It would be 
irresponsible, however, if the efforts and production of 
Francophone artists working in the region were not ack­
nowledged here, meaning specifically the Acadian Franc­
ophones. Although I am not well informed about their 
activities, I am at least aware of their efforts to produce 
culturally rich and meaningful material. A director such 
as Phil Comeau, originally from Nova Scotia , the group 
Femmes en Focus from Petit Rivier, New Brunswick, and 
the strong community of artists working in Moncton, 
N .B. are part of a network of Acadian producers that 
hopefully will become more conspicuous to the Anglo 
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VIDEO AS DIARY 
by John Morgan 

PLAYBACK CABARET 
My initial rationale to look at the video we'd be pre­

viewing for this selection in the context of diary was 
entirely idiosyncratic - no apologies - however, having a 
specific theme to work from when we arrived at Video 
Pool's screening room and were confronted by a sizeable 
archive was , to say the least, reassuring. This is not meant 
to imply a single reading of the work (far from it), but 
rather a means to assessing quality in a medium which , 
because of its relative newness, diverse purpose, and 
very technical requirements can otherwise be un assai lable. 

So, if quality equals diaristic reference, what is the 
quality in diary? The quality is personal, that of relevance, 
of giving meaning to, and a way to solve problems and 
make decisions. (In short, a sort of epistemological distil ­
ling). The diaristic act is also one of individuality and 
freedom; it becomes an artistic expression when the 
emotive force diverges into language/sou nd, image and 
pacing/rhythm. Drawing and sketchbooks, poetry and 
video, because of th e ir inti macy and the ease of the 
relationship between text and pictori al metaphor, seem 
to readily lend themselves to the diaristic referent.1 

Technical quality is perhaps best approached through 
a quantitative comparison: after a video immersion of, 
say, fifty tapes, any clumsiness can usually be guaged as a 
worthwhile risk, a de liberate misuse of eq uipment or 
norms, or indeed , technical incompetence. For example, 
Wendy Geller's The Miss Teen Canada Pageant 7983, 
a compellingly funny look at the not too distant past, is 
almost entirely lifted from TV . Its editing, while awkward 
in places, is secondary in importance to the parody of the 
bizarre media spectacular staged for the continued rich­
ness of mankind. The image resolution is, of course, fuzzy, 
but this reinforces the tape's spontaneity an d inverted 
humour (just switch on the VCR!). Although the para­
meters of our themes excluded that work, Six and Seven 
are still spontaneous and very compulsive; however, their 
starting point is film rather than TV. These as well as Rob 
Milthorp's Time To Time show ways in which the present 
and past media environment can influence work. 

So what e lse about diary? Diary entries are often brief, 
condensed, something that maybe takes a daily half hour . 
Not surprisingly, all the tapes here are under fifteen 
minutes . There are no long aggravating linear narratives 
- the narrative is broken or in vignette like Dream Voices, 
Day Voices by John Galloway. 

Colleen Kerr's A Pack of Lies is the closest tape to 
being a literal child -like chronicle of the daily diary entry. 
And, like all good diaries her entreis are totally subjective 
and therefore true. Whil e perhaps simple enough con­
ceptually, A Pack of Lies does employ suitable special 
effects, beginning with the colour bars, to create one 
mood of the diarist. 

The problem with Kerr's tape is a certain reliance on 
narcissism. It is evident in all the tapes in varying degrees 
except for Time To Time . This is a condition which seems 
to plague much video art in general, not to mention per­
for mance work. But, given the relat ionship that has 
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always existed between video and performance - witness 
Nelson Henrick's White Studio Tapes - it does seem 
explainable enough .2 As wel I as being amusing, works 
of unfettered narcissism show or reveal things (likely 
something neurotic) about our culture - so relax and 
enjoy . .. 

The oldest tapes, Doherty 's father/the tension between 
us and 33/ Release , and Poier's Rejuvination are o bsessive 
enough to be more than narcissisti c. They are memorable 
for a well presented aloof aesthetic, although some migh t 
argue "ingenue". Given the limited history of video 
production on the prairies , these works already appear to 
be of note historically . 

The over-riding difficulty with all things diaristic is 
the egocentricity or how to keep the work accessib le and 
from becoming too marginalized. The videotapes chosen 
here are those from within the prairie region which best 
meet or exceed these inherent limitations. The positive 
aspects of diaristic work, on the other hand, provide a 
means to access the beauty of the efflorescent dialogue 
between language and pictorial metaphor . 

Footnotes 

1 For a readable diary of poems see Kroetsch, Robert. 
(1986) Excerpts from the Real World. Lantzv ill e, B.C.: 
Oolichan Books. 

2 Henricks' other tape, Stupid Video, is interesting 
because (as sardonically entitl ed) it has little text and 
is really of a different genre, that whose language is 
the human experience of "tripping". 

RECENT WORKS 
by Clark Henderson 

Look Edna 
video art! 

it'.s video it '.s art. . . it's. . . 

Looking at all the numerous tapes to select for this 
year's Playback Cabaret was fairly difficult. Nevertheless 
we did manage to select some for your viewing pleasure 
and interest. So I 'II go through a few of them for you. 

Six and Seven are both by Wendy Geller. They are 
related to each other in that in both tapes the artist is 
acting out scenes from old movies. Both these works have 
the feel about them that they were done in the middle of 
the night with the camera on a tripod all alone in her 
apartment. This creates a type of energy that is quite 
interesting to watch . I quite admire her as a performer and 
a clown. I wish I had her nerve! 

Dream Voices, Day Voices is by John Galloway . This 
tape is probably my favourite in the program. It works on 
many levels, so I recommend that you watch it a few 
times . As a videomaker, what I admire is that it manages 
to be abstract and at the same time communicate its 
essage very well. It's also quite entertaining and funny. 
To do a ll these things at once is very difficult and this 
video does it quite well. 

PLAYBACK 
CABARET 
selected by : 

John Morgan(Video os diary), 

& Clark Henderson(Recent works) 

EXHIBITION OF VIDE OTAPES 

Si ngle screening at the 

U.of S. Art Dept. Rm.299 

Murray Memorial Building 

Wednesday, Feb.3rd, 7pm. 

Supported by the 
U. S . S.U and A. K. A. 
A~~ist - rur. Cen:re 

AKA 1s supporied b~· THE CANADA COUNCIL. 
THE SASKATCHflVAS ARTS BOARD THE DEPART,\JE,\ T 
OF PARKS CULTURE AND RECREAT/0 ,\ and 
TH[. CITY OF SASKATOQ,\' AKA graie iu/ii· ocimou:1e a9t-s 
1'o:un1eer conmbuuon as u:el/ 

There are two tapes in this program by Nelson 
Hendricks : The White Studio Tapes and Stupid Video. 
Both represent different aspects of th is artist. I found that 
Stupid Video was a ni ce balance to the other more 
conceptual pieces because it was mai nly (or only) visual. 
The title starts you off right, so th at you aren't looking 
for a meaning behing it and you can appreciate it for what 
it is . 

The White Studio Tapes is a collection of vignettes 
based however loose ly on New Year's Eve on which 
somethin g major happened in the emotional life of the 
artist. I real'ly like this video. It reminds me a bit of the 
perform ance pieces that Laurie Anderson does. Maybe I 
shouldn't be mak ing compar isons but that similarity is 
someth ing I noticed. By th emselves, these vignettes 
show an interesting way of using the video medium to 
create entertaining musical performances and of sh owing 
what can be done in an interi or locati on when one doesn't 
have access to portabl e equipment. (I don't really have 
mottos, but I always say, u~e whatever you got; don 't 
wait for the perfect tools to show up because they won't 
eve r unless you use wh at's already here.) 

One of th e nifty things about Pl ayback Cabaret is that 
the tapes are avai lalbe for two wee ks and a perso n can 
come back many times and see them over aga in if they 
want. This is good for certain tapes which require a fe w 
screenings to entire ly understand and appreciate. Some 
tapes are in an unconventi onal style so that the first 
viewing is often spent figuring out the style if it 's one 
the viewer is not fa mili ar with . (Even th e most traditional 
Ho ll ywood filmstyl e has to be learned , although most 
people in this part of the world learn it very young.) 
The second viewing usu all y brings out more of what is 
being communicated to th e audi ence and is usually better 
appreciated. So, having said that, I recommend viewing 
the tapes, thinking about them and then viewing them 
again later . 

My theme of "Recent Works" allows one to see what is 
happening in video art in Western Canada. If one is at all 
familiar with the past, then obviously there has been quite 
an evolution going on in this field . The high technical 
quality is one of the most obvious changes due to the 
increased availability and quality of equipment. Also the 
formation of video production centres in Winnipeg, 
Calgary, Edmonton, and Vancouver has increased the 
availability of equipment and provided individuals with 
colleagues to help further their development through 
collaboration and feedback as well as through workshops 
to hone their skills. These things are very important to 
an artist (indeed anyone) for her/his feeling of accomp­
lishment and development. 

This brings me to another point about the recent work 
from this part of the world : the high leve l of artistic skill. 
By this I mean the way a person tells a story or presents 
it, quite separate from the technical side of it. This is 
obviously quite a subjective thing, has para ll els in other 
medi a, and is very important to the craft. I'm finding 
many video artists are developi ng to a more advanced 
stage than earli er . New artists starting to get invo lved in 
video are inheriting this art istic commitment from them. 
This is good because it shows that video art is growing up 
from be ing the t rendy new thing of several years back to 
one of the many choices th at a person has when wanting 
to ex press her/himself, say something, or even just make 
something that's interesting to look at. 

I 'd like to menti on a bit about th e situa ti o n here in 
Saskatchewan as far as video goes. So fa r there are no 
video groups but there are several people prod ucin g video 
art tapes, mai nl y with much difficulty. There are people 
at universities and community cable channels producing 
as well as those who normally make films . Now too, there 
are also people with consu mer video production equip­
ment who are experimenting. 

There is a research committee of the Saskatchewan 
Filmpool (a filmmakers ' service co-op) which is studyi ng 
the interest of its members and othe rs regarding vi deo 
production. There is also th e ad hoc committee which 
organized this years' Pl ayback Cabaret, consisting of 
peop le interested in th e possibilities of for min g a video 
group or of obtainin g some access to production equip­
ment. There are most probably others with similar 
interests around the province . We're still " homesteading", 
which can be exciting and can also be a drag, but I and 
many others feel the need for something. 

I hope you enjoy these tapes. 1 've fo und it interesting 
to be involved in this "Cabaret" and I hope things will 
continue in the medium - it certain ly isn 't going to go 
away. 
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CANNES, CAPITALISM & COMMERCIALS 
~ $ / by Mark Harris I $ $ 
"Money is human happiness in abstracto; con­
sequently he who is no longer capable of happiness 
in concreto sets his whole heart on money. "1 

Of the 122 prize-winning commercials cu lled from the 
34th International Advertising Film Festival at Cannes 
and distributed throughout North America as an "enter­
tainment" package, 23 were listed as American, 22 as 
British, 20 as French, 11 as Japanese, 8 as Brazilian, 7 as 
German, 6 as Italian, 6 as Spanish, 4 as Danish, 4 as 
Norwegian, 3 as Swed ish , and 3 as Australian, while 
individual "winners" came from Belgium,' Holl and , 
Argentina, Israel, and New Zealand . These Gold, Silver, 
and Bronze Lion winners ostensibl y won their manes on 
the grounds of arti stic merit; their ability to se ll the 
commod iti es they promoted was treated as a secondary -
not the primary - justifi cation for their ex istence. 

"In the name of the consumer, the manipulators 
suppress everything in culture which enables it to 
go beyond the total immanence in the existing 
society and allo w only that to remain which 
serves society's unequivocal purpose. Hence, 
'consumer culture' can boast of being not a luxury 
but rather the simple extension of production. "2 

A commercial's country of origin, naturally, does not 
always refl ect the nationality of the product it serves. One 
of the Span ish commercials, for instance, barkers fo r 
Johnson 's Wax while even the traditionally protection­
ist Japanese mount the stump for Smith , Klein & French . 

The se lection of winners was clear ly a compromise 
between a number of mutually exclusive factors, including 
economic strength, tal ent, national temperament, cultural 
chauvinism and tech nical expertise. The artisan-like 
nature of most American commercia ls argued aga inst 
them despite th eir incomparable production values. 
The hometown French benefited enormousl y from the 
styl istic licence granted " les pubs", advertisements aimed 
primaril y at motion picture screens . Great Britain 's 
success was triple-tiered, stemming equally from an 
unusual preponderance of public interest spots , the 
traditionally high standards of public and private TV 
craftsmen, and the munificent after-effects of a somewhat 
bullish economy . If the powerhouse Japanese did only 
half so well in terms of winning numbers, part of the 
reason for this must be attributed to economic hostility 
(conscious or unconsci ous) as well as cultural incompre­
hension. On the other hand, the Japanese did cop the 
Grand Pri ze as well as four Gold Lions, so th e qualitative 
compensation was fairly handsome. Some readers will 
doubtless be surprised to find Brazil fifth in line , but this 
can be explained both by the religious viewing hab its of 
South America's most populous nation and by the fact 
that the country constitutes at least 70% of the potential 
Portugese language market (a fact that does not pass 
unnoticed among the multi-nationals). Italian TV's 
relatively poor showing reflects the fact that the film 
industry still enjoys an almost total monopoly on quality 
in th at country. West Germany's contribution is about 
wh at you'd ex pect . 

It 's interesti ng to note that while 3% of the commercials 
are of Anzac origin , not one comes from Canada. The· 
colonization of network programming, it seems, is nothing 
com pared to American advertising control of Canadian 
television. 

None of the commercials shown came from the Eastern 
Bloc . There are two reasons for this : 

1) The members of the Warsaw Pact don't broadcast 
commercials; 

2) The members of the Warsaw Pact broadcast nothing 
but commercials. 
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"This explains the inadequacy of most socialist 
contributions to cultural criticism: they lack the 
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experience of that with which they deal . .. The 
blanket rejection of culture provides a pretext 
for promoting what is crudest, 'healthiest', even 
repressive . . .. From there it is only a short step to 
the official reinstatement of culture. ,,3 

The standard reaction to this as to most previous 
batches of prize-wi nning Cannes commercia ls is, "Wow! 
This stuff is a lot better than the programs they show on 
TV." Indeed it is, but why should this be surprising? 
Commercials are the heart and soul of Western television 
while programs are just the padding. 

Most of the commercia ls were dubbed into either 
French or English , the remainder relying primarily on 
visual and auditory special effects for propagandist 
impact . This built-in bias results in the commercials of 
certai n nations - most notably those of Italy and Spain 
- playing country cousins to those of their culturally 
favoured rivals . To speak in Finnish or Greek is to be 
effectively mute, to re!ly on sign language when everyone 
else is communicating through more complicated skei ns 
of symbols. 

"The population is so accustomed to the drivel 
it gets that it cannot renounce it, even when it 
sees through it halfway. "4 

When viewers remark on the "d ifference" and "daring" 
of non -American commercials, they are usually mesmerized 
by slight variations in social customs. The Japanese, 
for instance, have no qualms about placing a groaning 
middle -aged man on top of a toi let when it comes to 
advertising pile medicine. "Ekstrabladet", a Danish 
newspaper, thinks noth ing of photographing full frontal 
nudes in a sauna to up the periodical 's circulation. Far 
from being liberal , progressive or avant garde, this visual 
content reflects nothing more significant than slightly 
different attitudes towards plumbing and hygiene. So 
fa r as econom ic outl ook on the world is concerned, they 
are indistinguishable from , say , the Michael J. Fox Pepsi 
Col a commercial. 

See ing so many acts of calculated manipulation back to 
back (even at 32 f .p.s., a much less tiring format than 
TV , with its dancing pixels and wavering lines of reso lu­
tion), one is more likely to be struck by the chilling 
homogenization of capitalist culture than by its obverse. 
Tap Dancer, an implicitly racist advertisement for Sam­
sonite luggage , looked as if it had been shot in Brazi l. 
First Brassiere, a Brazili'an flirtation with David Hamilton 
style kiddie porn financed by the Val isere clothing 
company, had French prurience written all over it. Broken 
Bottle, an extremely well-made black and white Canadian 
Club commercial rivetting audience attention with Pro­
hibition Era gunplay, seems very American. The aesthetic 
wildness of so many of the Japanese advertising spots 
(A Shuzu sake ad mi xes the style of late Kurosawa with 
the sounds of Itali an Grand Opera) is rooted in japan's 
un ique belnd of opposition and openness to foreign 
influ ences. 

"Among the symptoms of the disintegration of 
culture and education, not the least is the fact that 
the distinction between autonomous 'high' and 
commercial 'light' art, however questionable it 
may be, is neither critically reflected not even 
noticed any more. "5 

Commercials aren't art, neither high nor low. Only 
people exposed to the aesthetic battering of network 
television on a regular basis can see them as such. If the 
commercials in toto seem different from what you 're 
used to on the tube, it is because, without exception, 
they are exerc ises in the soft sell. The overwhel ming 
majority were produced by large corporations with money 
to burn. The most obvious , most stupid commercials are 

most often produced by relatively impoverished adver­
tisers with very narrow markets in mind . The majority 
of Canadian commercials fa ll into this category; cities or 
at most provinces are their target areas, not worlds. 

"A man who tries to live on the generosity of the 
Muses, I mean on his poetic gifts, seems to me 
somewhat to resemble a girl who lives on her 
charms. Both profane for base profit what ought 
to be the free gift of their inmost being. Both 
are liable to become exhausted and both usually 
come to a shameful end. So do not degrade your 
Muse to a whore. •'6 

The whoredom in commercialmaking is so ubiqui ­
tous, one scarcely knows where to begin when discussing 
it. Is it more reprehensible to be an American ar tisan who 
clearl y regards himse lf as a sort of animated drau ghtsman, 
the talented if not quite respected underling of marketi ng 
directors everywhere? Or is it worse to be a frustrated 
artist in the French manner, a filmmaker manque who 
dreams of being the next Jean-Jacques Bei neix while 
cranking out arty fluff for lingerie companies? The 
"seri ous profess ional" app roach of the British seems to be 
the happiest comp romise (Points of View, a promo­
tion for the Guardian newspaper, is the only commer­
cial in the series that respects its audience enough to 
show it the mech anics of its own manipul ation), but even 
it does not escape the taint. 

If commercial makers are prostitutes, commercial 
watchers are johns. While the most obvious ex ploitation in 
TV - indeed, of all advertisements - is that of women's 
bodies, the stringpulling neither begins nor ends there. 
The melange of new cars, exotic locations, new drinks, 
new smokes, new clothes, creamy colours, and soft focus 
turns the viewer's mind into a mush of pass ive desire, a 
polymorphous acceptance of every titillation th at rolls 
down the pike. What do you do with a new Fiat anyway? 
Do you drive it, smoke it, drink it, wear it, or fuck it? Wh o 
knows? Wh o cares? Th e main thing is th at you buy it and 
spend every working hour earning money to pay for it. 
The impression that most commercials are ai med at men is 
false; they're aimed at wallets with cocks. 

"The materialistic transparency of culture has 
not made it more honest, only more vulgar. 
By relinquishing its own particularity, culture 
has also relinquished the salt of truth . . . "7 

The commercial is, in a sense, the perfect paradigm 
of Western unfreedom . The most cherished of all bour­
geois liberties is the right to make as much money as 
possible with the least amount of interference from the 
host society. Indeed, we are often told that all other 
freedoms depend on this particular liberty which is the 
capstone of liberal democracy. It is the only thing that 
keeps us safe from Soviet style tyranny . 

There are indeed many things about the Soviet Union 
that the thinking citizen - even in an age of glasnost -
has cause to abhor. The invasion of Afghanistan, the abuse 
of psych iatric hospitals, the oppression of national min­
orities, the continued existence of labour camps : these are 
the inevitable results of monolithic power coupled to 
centrali zed authority. 

On the other hand , the defenders of unrestricted 
mercanti le freedom seldom bother to ask wh y ten million 
Russians have a chess rating or why poe try is still one of 
the vital arts in the Soviet Union long after its ec lipse in 
the West. Although they might have to wait years for cars, 
live in sub-standard housing and even - horror of horrors 
- occasionally have to survive without the solace of TV 
sets, these deprived people do seem to feel deeply, thin k 
clearly, and have something to say. 

By trying to break their spirit, the c:;.;,viet regi me 
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ind irectl y reminds its opponen ts that they have inner 
selves worth defending. In the West , the situation is 
exactly the opposite . With the exception of the slum-bred 
underclass and the most isolated pockets of the rural 
poor, the people of North America are physically coddled 
while their spiritual lives are systematically deprived of 
food, water, light and air . The economies founded on the 
pr!nciples of Social Darwinism and laisser faire capitalism 
(high tech descendents of the Industrial Revolution) are 
aided and abetted by governments predicated on utilitar­
ianism and logical positivism (the pragmatic heirs of 
Jeremy Bentham and Auguste Comte) . Between them, 
they finance scientific disciplines that demonstrate a 
deterministic bias {sociobiology; behaviourism) at the 
expense of humanistic schools of thought. 

Societal choices are seldom random. The larger the 
institution, the greater the need to nullify the x factor in 
individual response. 

When it comes to the manipulation of large numbers of 
people, Western media are incomparably more successful 
than their Eastern counterparts . A Soviet citizen doubts 
what he reads in the press because he knows who controls 
it. Although such skepticism is equally appropriate to the 
West, it is much harder to come by . Most people don't 
realize how small a coterie actually controls the media, 
and even if they do, they are dazzled by the seeming 
diversity of "liberal" and "conservative" thought. Our 
so-called "freedom of the press", alas, is more apparent 
than real , the result of fewer specific taboos adhering to 
the class interests of the newspaper owners . Within the 
limits of "good taste" (i .e., within the parameters of 
debate which are decided by media controllers and not by 
media consumers), an editor may say what he pleases so 
long as he is "responsible" enough to not suggest that 
society might be economically restructured for the social 

Continued from page 5 

Each setting and group of characters is given equal 
importance in the tape and therefore Kisil lets personal 
experience and popular media information exist on 
parallel levels. On first viewing the tape, it was this quality 
which was most intriguing. Although the segments 
depicting the TV family employ humour and satire, their 
role in the tape demonstrates clearly that Kisil recog­
nizes the potency of the TV medium to communicate 
models for behaviour. 

Also important to the tape's success is Kisil 's choice of 
characters and cast selection . The central characters are 

and moral betterment of most of its members . One 
can talk (tastefull y) about cunnilingus, but not about 
that . 

The manipulative potential of the press, of course , 
pales in comparison with the vast propagandist power 
of the "idiot box". If the history of art and entertainment 
has gradually shifted from the active (tribal dance; oral 
poetry) to the passive {reading; theatregoing) principle, 
television is unquestionably the most successful mani­
festation of this devolution yet. In most people's lives, 
only working and sleeping are serious competitors for its 
time . From cinema to conversation, all the arts have 
waned as it continues to wax . All the other media put 
together have not been as successful as TV in convincing 
us that we're nothing but consumer machines . Even the 

televangelists - who in every other respect insist upon the 
literal truth of the Old and New Testaments - somehow 
manage to ignore, subvert, or sneakily sidestep every one 
of the numerous Biblical admonitions against greed . 
When push comes to shove, their saviour is subservient to 
Mammon . Even the prospect of heaven isn 't worth the 
price of supercharged automobiles . 

In the East they try to break your spirit; in the West 
they act as if you never had one and never will. 

"Against all fetishism of the productive forces, 
against the continued enslavement of individuals 
by the objective conditions (which remain those of 
domination), art represents the ultimate goal of 
all revolutions: the freedom and happiness of the 
individual. "8 

In Canada, the ubiquity of commercials has recently 
spread from television to cinema screens. Just because 
this is already commonplace in many European countries 
doesn't make it any less objectionable . To see a movie is 

not-quite-stereotypes; they are at once very easily identi­
fiable , however they are not caricatures in their roles . 
The TV family is played by non-professional actors who 
nonetheless satisfy our expectations of TV players . While 
the characters are not completely believable, they are very 
ordinary , and this ultimately provokes the viewers' 
empathy more than trained performances could . The 
result is the tape's sub-text of presumed and failed gender 
roles. Gilles Hebert's workman-like husband character is 
a flawed provider and father figure. Likewise, Carolyn 
Bradshaw in the role of the wife presents the imperfect 
image of nurturer turned shrew. 

Home Street, by Gerry Kisil 

National 

to exercise choice and pay fo r th e ri ght to do so . The 
impositio n of a commercial under th ose circumstances, 
therefore, is not a free ly contrac ted li aison bu t an act of 
rape; one neither wants nor deserves it; one is obliged to 
submit to a superior force. 

While a letter writing campaign conducted by enough 
people who are willing to back their protests with 
boycotts might help to stop the cinematic proliferation of 
this cancer, there's not much to be done about television . 
Unless society changes more radically in the next few 
years than seems credible, TV commercials are here to 
stay for the foreseeabl e future . 

Under such circumstances, the cultivation of inner life 
becomes an act of I iberation and defi ance . Our inability 
to eliminate commercials on a global scale in no way 
removes our responsibility to switch them off in our 
own house . To do otherwise is to collaborate in the trivi­
alization of the human race. 

Footnotes 

1Arthur Schopenhauer, "On Psychology", Essays and 
Aphorisms (Middlesex: Penguin, 1970), p . 170. 

2Theodore W. Adorno, "Cultural Criticism and 
Society", Prisms (Letchworth : Neville Spearman, 1967), 
p . 26 . 

3Adorno, Prisms , p. 32. 

4Adorno, Prisms, p . 126. 

5Adorno, Prisms, p. 127 . 

6schopenhauer, Essays and Aphorisms, p . 162. 

7 Adorno , Prisms, p . 34 . 

8Herbert Marcuse, The Aesthetic Dimension (Boston : 
Beacon Press, 1978), p . 69 . 

Home Street has followed Kisil 's earlier tapes which 
dealt with male cultural rituals, male-female relationships, 
and the quest for partners . It precedes his current work­
in-progress entitled Men's Love . The progress in Kisil 's 
work has been towards closer examination of human 
behaviour in the context of relationships , and seen this 
way, Home Street is a serial installment in a larger body of 
work . Kisil is comfortable in the non-judgemental position 
of observer . As viewers we are invited to adopt this role 
and, without the intrusion of the artist's dogma, to like­
wise observe behaviour as it appears to us on and beyond 
the television screen . 
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GLOBAi 
AWARDS 

WORLD WIDE VIDEO FESTIVAL 1988 

Th e members of the jury represented a diverse 
spectrum of opinion about video . Hopefull y, the 
rewards presented suggest the many different sides of 
the medium. 

The three jury prizes for tapes selected for the 
competition by the World Wide Video Festival are 
awa rded to : 

George Kuchar : Video Album 5: the Thursday People 
fo r sensitive and sensuous ce lebration of life and 
death of-a frie nd . A video diary where experience and 
prod uction fuse through the use of portable video 
technologies. 

Gary Hill : Incidence of catastrophe for inge nious and 
dynamic use of video language for personal expres­
sion. This is a work of bravado and imagination. 

Licini o Azevdeo & Brigitte Bagnol : La Pluie for 
dramatic for m in issues of soc ial conflict, as the 
people involved represent the conditions of thei r own 
lives. This is an elegant revelation of the effects of 
fea r and warfare on mankind . 

The jury prize for the install ation is awarded to : 
Alexander Hahn : Arthur 
The jury could not come to a unanimous decision 
regarding the install ati on. But we agreed to give the 
pri ze to Alexander Hahn who is less well known in 
Europe, to encourage him with new video installation 
work . 

The members of the jury were: Christine van 
Assche, Rick Feist, and Nan Hoover. 
World Wide Video Festival 
Kijkhuis 
noordeinde 140 
2514 GP den haag 
Netheerland 070 .644805 

EVENTS 

in Focus 

Office 
national du film 
du Canada 

WOMEN OF COLOUR 
Film & Video Festival and Symposium 

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

Th;s event wil l celebrate works by women of 
coloL , both nationally and internationally, and also 
explc ·e critical issues such as production, distribution , 
aesth ~tics and funding. 

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

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

For information please write or call : 

Zainub Verjee 
Distribution Manager 
Women In Focus 
204 - 456 West Broadway 
Vancouver, B.C. V5Y 1 R3 
Phone : 604-872-2250 

Lorainne Chan 
Distribution, Women's Programs 
National Film Board 
300 - 1045 Howe Street 
Vancouver, B.C. V6Z 2B1 
Phone : 604-666-7761 
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WOMEN 
ARrfISTS 

Westcoast Women Artists 

-

Westcoast Women Artists is a multicultural women 
artists society based in New Westminster, B.C. Some 
of our objectives are to: 
* promote original artwork 
* organize shows and workshops 
* provi de studio and gallery space 
* develop a resource library & slide registry 
* encourage involvement of ar ts and cu lture in 

community development . 

We want your participati on! For more informa­
tion, ca ll us at (604) 520-3078, or write to us at 
Suite 2, 30 Begbie Street, New Westminster, B.C. 
V3L 5B2. 
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~ :::<::3 
~~OC~ 
~~ 
a~~ 3 

· ~~~ 
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-0 
303 East 8th Avenue ~ 

ancouver VST 181 ~ 
anada 

el: 604 876-9343 

NABET 800 

Local 800 NABET-AFC is a labour union of special­
ists embracing all categories of film and video tape 
work and meeting the highest standards of profes­
sional experience and ability . To the independent 
producer, agency, and client, NABET-AFC brings 
more than a source of high-skill labour. It brings an 
arresting new attitude towards the problems of 
production - one that offers the producer distinct 
advantages : 

- Tailoring to Requirement. NABET-800 provides 
motion picture crews on the basis of need alone . No 
payroll padding. No "automatically required" person­
nel, no featherbedding. You control the size of your 
crew. 

- One-call Hiring. The NABET-800 office satisfies 
the complete labour need in one co-ordinating 
operation. The entire crew, all categories competently 
filled, is alerted and dispatched from ONE head­
quarters . One phone call does it. 

- Vertical Structun~. NABET-800 can offer certain 
multiple-craft categories and avoids rigid over-special­
isation. It thus gives the producer a labour apparatus 
of greatly increased range and flexibility. 

- Money Savings. NABET-800 provides technicians 
of experience and proven skill whose attitude of 
co-operation with job requirements results in a high 
quality product and substantial production savings. 

- Your NABET a.greement is tailored to your 
specific production requirements . 

NAB ET-AFC 
923 West 8th Avenue 
Vancouver, B.C. 
V5Z 1 E4 
Tel: (604) 736-0300 

- - - -- --
The Canada Council Conseil des Arts du Canada 
99 Metcalfe Street 99. rue Metcalfe 

Case posta lc 1047 Post Office Box 1047 
Ottawa. Ontario Kl P 5V8 
(6 13) 237-3400 

Ottawa (Ontario) KIP 5V8 
(613) 237 -3400 

Telex: 053-4573 Telex: 053-4573 

NOTICE 
Suspension of the National Museum of Science 
and Technology Artists-in -Res idence program 

The Canada Council Media Arts Section has 
announced the suspension of the Artists-in-Residence 
program due to major renovations at the National 
Museum of Science and Technology . The Media 
Arts Section is planning to replace it with a more 
broadly based program for artists-in -residence at 

. high technology centres. Details will be an nounced 
after negotiati ons have been completed . 

NOTICE 
Temporary Suspension of the Videotape Fund 
Program in Canada Council Media Arts Sec tion 

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

For furth er information contact Jean Gagnon, 
Media Arts Officer, at (613) 5984356. The Canada _ 
Council accepts station-to-station coll ec t cal Is. 

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

CALL FOR PROPOSALS 
Video Pool Workshop Programme 

Video Pool is accepting proposals from video 
makers, artists, and producers working in video, 
audio, and other related technologies. Persons 
interested in instructing a workshop designed around 
their area of expertise are invited to submit the fol­
lowing information : 

resume 
outline of proposed workshop 
equipment requirements 

Video Pool will pay for travel and provide an 
honorarium for all accepted proposals. Please direct 
your proposals or inquiries to : 
Michael Drabot, Production co-ordinator 
Video Pool 
P.O. Box 2702 
Winnipeg, Manitoba R3C 483 
(204) 949-9134 

JUMP CUT 
no.33 

all new look 
magazine format 

MIAMI VICE 
L.A. LAW 

Photographic 
image of 

underdevelopment 
THE COLOR PURPLE 

Teaching third 
wor1dfilm 

AIDS and safer sex 

4 issues, $14. Canada and abroad, $16. 
Institutions, $20. Canada and abroad, $22. 

PO BOX 865, BERKELEY, CA 94701 
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CALL FOR PROPOSALS 
SAW Video Worksh op Programme 

SA W Video is accept ing proposals from art ists/ 
produ cers working in video, audi o, film , and related 
techn ologies. Persons interested in instructing a work­
shop designed around their area of expertise are 
invited t o submit the fol lowing information : 

descripti on of proposed wor kshop 
detailed budget of expenses 
C.V. 

Proposals for workshops are being sought under 
the fo llowing general areas : 

practical ski ll s (camera, editing, directing, grant 
writing, etc .) 
production (i.e., where the participants create a 
work or works) 
critical/aesthetic (i.e ., where an artist presents 
works within some kind of critical / aesthetic 
framework) 
cross-media involving video o r film (which could 
be practical skil ls, product ion, or crit ical /aestheti c 
ori ented) . 

SAW Video wi ll pay travel and accommodation, 
screening fees as per distributo r, and standard work­
shop fees for accepted proposals. Please direct your 
proposa ls or inqui ries to: 
Victo r Dyke, Co-ordin ato r 
SAW Video Co-op 
130 Sparks Street 
O ttaw a, Ontari o Kl P SB6 
(613) 238-7648 

Y YZ A r tis ts' Ou t let 

Y YZ is comm itted to show ing contemporary wor k 
in all med ia by loca l , nat ional , and in tern at ional 
arti sts. 

YYZ T ime Based Arts wi ll review subm issions by 
art ists and proposals by independent curators in 
Video, Performance, and Fi lm. Pl ease send video­
tapes or documentat ion on videotape, as we ll as a 
wri tten proposa l and resume to T ime Based A rts, 
YY Z, 1987 Queen St . West, T oronto, Ontario, 
Canada M6J 1 H3 . 

Dead I ine fo r submissions is March 31 , 1989. 

FILM AND VIDEO ARTS SOCIETY 

FA VA is a registered non-profi t soc iety based in 
Edm onton, A lberta. I ts mandate is to encourage and 
facilitate th e ex hibiti on and producti on of indepen­
dent fi lm and video and to promo te the understand­
ing and app rec iati on of these media as both craft and 
art forms. 

FAVA 
9722 - 102 Street 
Edmonton, Alberta TSK OX4 
(TEL : (403) 429-1671 

AIDS AND THE MEDIA 
SPECIAL ISSUE 

CALL FORT APES 

In Fall 1989, Video In and th e Altern ate Shelter · 
Society will be hosting a screening of video tapes 
made about Al DS. The focus will be on tapes that 
educate the viewer about AIDS, rather than tapes 
that focus on Al DS victims. 

Deadl ine for submissions for the screening will be 
August 30, 1989. 

In collaboration with the screening, VIDEO 
GUIDE will do a special issue on The Media and 
AIDS. We will be looking for tapes to review, articles, 
profiles, etc. Deadline for this issue of VIDEO 
GUIDE will be August lS, 1989 . 

Send in form ation and tapes to: 

Shawn Preus 
Video In 
1102 Homer Street 
Vancouver, B.C. V6B 2X6 
(604) 688-4336 

--
CA LL FOR SU BMISSI ONS 
New V ideotapes by Women 

Groupe In tervent ion Video (G.1.V.) is a non-profi t 
women-run cent re for the p roduction and d istribu­
t ion of video by women. Sin ce 197S G .l .V . has been 
dedicated to dist ri buting and produci ng videos that 
touch and refl ect women 's li ves: art/experimental , 
heal th , empl oyment, sexuality, body, racism, violence, 
social issues, cul tural po litics, etc . 

Distributi on faciliti es at G.l.V . have been 
expanding and we are looki ng for new tapes fo r 
promoti on and distr ibution in th e Winter 1988-89 
season . Our selection committee will vi ew work 
throughout this period. 

Groupe In tervention Vi deo 
3S7S boul. St-Laurent, 
bureau 421, 
Montreal, Quebec, Canada H2X 2T7 
(S14) 499-9840 

IFVA/ AVCI 
Independent Film and Video Alli ance 
1-397 , boul. St-Joseph ouest 
C.P. Box S4S , Succursale Desjardins 
Montreal , Quebec HSB 1 B6 
(Sl4) 277-0328 

THE ALLIANCE 1s a national organ tzat1on ot more than 30 
groups engaged 1n the production, d1str1but1on. arid ex· 
h1b1t1on of independent film and video Incorporated 1n 
1980, and representing over 3,000 1nd1v1duals. the Al­
liance 1s the only national film and video organiza11on with 
membership 1n every province 1n Canada. The All iance 
has many ob1ectives. One is to provide a national network 
l1nk1ng independent film and '!_tdeo producers. d1str1butors 
and exh1b1tors from all parts of Canada. This network is 
coordinated through our office 1n Montreal and has as its 
focus an Annual General Meeting This meeting 1s held in a 
different province each year and provides an opportunity 
for members to exchange 1nformat1on and discuss issues 
of mutual concern Membership cr1ter1a Membership is 
open to any organization 11 1 Canada whose mandate is to 
encourage. promote and fac1l1tate the product1011. d1str1bu· 
t1on, and exh1b1t1on of independent films and videos over 
which the film or video maker retains complete creative 
and editorial control 

CENTRE FOR ART TAPES 
A lexandra Centre, 3rd Floo r 
21 S6 Brunswick Street 
Hal ifax , Nova Sco t ia B3 K 4 N1 
(902) 4 29-7299 

THE CENTRE FOR ART TAPES is a registered non-profit 
community access organization committed to the produc­
tion and exhibition of independently produced audio and 
video tapes and performances. The Centre provides 
equipment. information and services to individuals and 
organizations whose needs are not met by existing re· 
gional resources. The Centre for Art Tapes accepts sohc· 
1ted and unsolicited ideas for exhibitions based on an 
audio and/or video component. The fee is $1000 per 
exhibition in any media. For more information. please 
write. call or drop by. 

TRINITY SQUARE VIDEO 
172 John Street, 4th Fl oor 
Toronto, Ontari o MST 1 XS 
(416) S93-6443 

TRINITY SQUARE VIDEO is a non-profit char itable or­
ganization dedicated to providing public access to the 
tools of video and audio production. As well as regular 
services. the organization offers and extensive workshop 
program. technical services and a video collection avail· 
able for in-house viewing. Membership is open to individ· 
uals and organizations. 

VTAPE 
183 Bathurst Street 
T oronto, On tari o MST 2R7 
(416) 863-9897 

V TAPE is Canada's only information and Distr ibution 
Service for videotapes by Artists and Independents. Our 
range of services include an in-house library ol 600 titles. 
extensive fifes on each video producer. print library includ· 
ing magazines. catalogues. posters, newspaper reviews 
etc, promotional mailing lists, and consultation services for 
curators and programmers. 

CANADIAN FILMMAKERS DISTRIB UTION 
CENTRE 
67 A Por t land Street 
T oronto, Ontar io MSV 2M 9 
(416) S93-1808 

THE CFMDC is a non-profit, artist-run organization which 
promotes and distributes the work of Canadian lndepen· 
dent Filmmakers. Formed in 1967. CFMDC now handles 
the work of some 400 filmmaker/members representing 
approximately 1,000 titles. Members' films are listed in our 
catalogue. CFMDC has a small screening room for pre· 
viewing purposes (by appointment). 

ART METROPOLE 
788 King St. West 
Toronto, On ta ri o MSV 1 N6 
(416) 367-2304 

ART METROPOLE'S collection. bookstore and publica­
tions programme specialize in media-related and multiple 
format work since 1960. including video and audio. artists' 
bookworks, audio works, performance and installation: 
primary documents. cr itical works and anthologies. 

SAW VIDEO CO-OP 
130 Sparks Street, 2nd Floor 
Ottawa, Ontario Kl P SB6 
(613) 238-7648 

GALERIE SAW VIDEO not only exh1b1ts. but stimulates 
and develops cl1alleng1ng programmes 1n diverse & mull1· 
d1sc1pl1nary media. As a complement to these pro· 
grammes. the gallery also provides 1nformauon, educaflon 
and production facilities SAW sponsors a variety of art· 
related act1v1ties 1n an attempt to facilitate communication 
between artists and the public. The SAW Video Production 
Co-operative otters its services in both French and English. 
Individual introductory workshops on shooting and ed1t1ng 
are ottered to all those who 101n tile co-op as a member, 
more specialized workshops are given by guest artists. 

ED VIDEO 
Medi a Arts Centre 
16A Wy ndh am St. N . 
Guelph , On tar io Nl H 4E S 
(Sl 9) 836-9 81 1 

ED VIDEO 1s an artist-run media access centre. We pro­
vide video production and post· production faC1 l1t1es lor our 
members. We program a V1s111ng Artists Series. Canadian 
Music Ser ies and an evening workshop ser 1es twice yearly. 
Other programming includes an Ed Video Producer's 
Night series, and Members' Tape Forums Members' 
works are available for d1str1but1on 

VIDEO POOL 
100 Arth ur Stree t , 3rd Floor 
Winn ipeg, Mani toba R3B 1 H3 
(204) 949-9134 

VIDEO POOL INC. is a non-profit. artist-run. video pro­
duct1on/d1str 1but1on lac i11ty, for its membership and 
lhrough its members to a broad sector ol the community 
Video Pool was established to encourage and promote t11e 
exploratory use of video and related technologies as an 
alternative line art medium Video Pool provides field 
produc11011 dnd ed 11 1ng equipment. computer access. 
computer /video in terface. tdpe d1s1r1but1on. screening fa · 
c1l 111es as v,ell as a tape library. educational workshops and 
tech111cal personnel 

EM MEDIA 
1014 Macleod Trail S.E. 
Calgary, Alberta T2G 2M7 
( 403) 263-283 3 

EM /MEDIA is a no11 proltl 111ed1a c:e 11lre. which cncour· 
ages and lac1l 1tates alternative uses ol media ~he centre 
provides video and audio product1011 fac1l1 t1es. at a reason· 
ablP. cost. to the cultural community EM/Media maintains 
an exl11b1t1on program of screenings. performances and 
1nterrned1a works. EM/Media is committed to the pr inciple 
of sexual equality 111 its programming and operations. 
Society activities are directed by an elected board of 
working artists and the centre is managed by a full -time 
coordinator. 

WOMEN IN FOCUS 
4S6 West Broadway, Suite 204 
Vancouver, B.C. VSY 1 R3 
(604) 872-2250 

Established in 1974 WOMEN IN FOCUS continues to be a 
responsive forum for Canadian women; a centre for art 
and media; a place for a feminist aesthetic and er 11tque. We 
distribute and exhibit film, video and audio works. A cata· 
logue of the films and videos that we distribute nationally 
and internationally is available on request. Production 
tacilities are available to our members. Our exhiblfion 
space. The Floating Curatorial Gallery, features exhib1t1ons 
O!garnzed by guest curators. WIF invites women artists 
and curators lo submit proposals, accompanied by a 
curatorial statement or thesis. Submission guideline avail· 
able upon request. 
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audio & video patch bay 

As you can see in the photos, I've slowly built up an 
"off-line" VHS editing room at home . Tiny as Japanese 
homes are, it's concentrated in a room so small, I sit in the 
middle and can reach just about everything. Known for its 
hardware (less for its software), Japan is the ideal place 
to "collect " equipment, especially older stuff. When new 
VCRs , tape types, TVs, etc. come out on the market, the 
previous mode ls are discounted . Equipment which is 
two or three generations old can sometimes be picked up 
in the garbage, in working condition. 

Most of my collection comes from second-hand shops, 
usually for less th an 50% of list price . Some priceless 
things were given to me (e.g., vectorscope and waveform 
monitor) . I've been on the lookout for old TBCs ever 
since the Vasul kas told me they were starting to appear 
in the US for around $1 ,000. I'd been frustrated in this 
search, until I was promised one from NEC's demo 
showroom, now closed, for $800US; it's not full-frame, 
though. I've gotten a PAL. VHS recorder for $225; the 
TV (not a monitor) was given to me. Both work fine. 

My wife complained at first that I was piling up equip­
ment and not using it. Not only did it seem like a waste 
of money, but of precious space . Once I got together a 
working "A/B Roll" VHS editing system, work suddenly 
came my way. Sure, I could do preliminary edits at the 
production companies that have hired me, on W' or 
Betacam ... but not with crossfades, wipes and freezes, 
outline titling, etc . Skeptical at first about having VHS 
time-code burn dubs done for me, they've all been 
impressed with my home-made results . Having a fax at 
home was a similar, worthwhile investment. 

I've been able to work with a variety of specialized 
video tools which many video centres can't afford to 
buy on spec . So the focus of this article is those pieces 
which have proven most useful thus far. I still have a 
lot to learn, and things I collected which now lie fallow 
may prove to be invaluable in future, for different work 
patterns from my current ones . I've written in the form 
of a checklist, so you can skip over any you know about. 

D PATCH BAY: I was fortunate to be given two 
professional video patch panels, but before that I used an 
RCA patch panel for video as well as audio. Sure, a 
place with only four or five VCRs for dubbing will find an 
A/V selector adequate . Just about every video brand has 
one for instant switching from any one VTR (video and 
sound) into all the others. But for editing, cleaning up 
sound or picture, adding effects, etc., a patch bay is 
indispensable. There's even an all-RCA patch panel now, 
yellow for video, white'n'red for audio. You still should 
place equipment at least half a meter away from the wall, 
so you can get in behind to change or add wiring. Add a 
light back there, for minimal frustration. 

D EXPANDER: While investigating ways to cut 
. down hiss noise already present in a recording (equal ­
izer, riding levels, etc.), I ran across an expander. Less 
expensive than a "noise gate" (which completely 
eliminates sound below any volume level or "threshold" 

you set), expansion is also advisable when dubbing from a 
system with less "dynamic range" {quietest-to-loudest 
sounds) to a better one, such as from regular to "hi-fi '" 
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NOTES 

by Michael Goldberg I 

(ATTENUATION) INPUT (d6) 

EXPANDER 

video. As shown in the illustration, it allows you to lower 
the quiet sounds , then raise the louder ones, in a pre­
determined ratio or slope. It's excellent for "copying 
up" or dubbing a good quality recording with some back­
ground noise, such as tape hiss, air-conditioner, etc . 
However, if there is a sudden, loud percussive sound, it 
will greatly amplify it . .. clicks, claps, coughs, etc. 1 've 
gotten a lot of good use out of my dBX (brand) 3BX. 
It separately expands bass, mid-range, and treble . So it 
lowers hiss even when someone is talking. You cannot 
totally eliminate hiss when there are other sounds, as it is 
random noise across the entire frequency spectrum 
{most noticeable in the predominance of higher frequen­
cies in the audible spectrum). I highly recommend use of 
an expander, coupled with a good equaliser {preferably 
parametric, or graph ic with a lot of pots) . Though I 
rarely use the comp•ressor 1 've got, it's advisable for 
"dubbing down" {e.g., from a Nagra to video). Bill Viola, 
who's a master of video sound, uses "compansion", a 
compressor for his original recording, and an expander for 
playback in many of his installations. 

D TELOP: I've been in Japan so long, I've forgotten 
what this is called in English. Basically, it's a gen. lock 
with B&W camera input, for overlaying titles on top of 
pre-recorded imagery. I now have three. Right after one 
was given to me that doesn't do outline, a home-video 
enthusiast listed one I wanted in the recycle column of a 
video mag. It outlines in any colour, image {usually 
lettering) in any colour, plus any background colour 
instead of image - am chroma and luminance variable. It 
has three sizes of outline or dropshadow. Then I bought 
an SEG {see below) 1that also has a built-in telop, more 
simple, but outline or shadow from B&W camera or tape. 
To top it all off, I then bought {new, for $500) Sony's 
"Kanji Video Titler" that generates and stores up to 10 
titles in roman lettering or Japanese, using a "mouse" 
instead of a keyboard . It's what I use most often these 
days. In theary, if I link them all together and get my 
third camera fired up, I can overlay four levels of colour 
titl'es on top of an image. At most 1 've used two, and it 
looks great. 

VHS Editing Room: digital video mixer to the left (black) 
with telop below it (white). 

/ 
/ 

L..IMIT / 

/ 
/ 

/ 

~INPUT (dB) 
COMPLIMITER. 

0 A/B ROLL CONTROLLER: VHS A/Broll? Don't 
laugh; it's almost true. JVC puts out a unit that makes the 
left dial of the edit control operate deck A or B or both 
together. You can't separate ly in point the two, but they 
will preroll together . There's some slippage of one player 
{I 've had up to Yi sec .), which I hope to reduce with a 
sync. generator and al I three VT Rs on "external sync." I 
got it because I was tired of popping tapes in and out for 
cut editing, not for doing dissolves. I never dreamed of 
that until. . . 

D SEG WITHOUT TBCs : Two companies are now 
selling digital Special Effects Generators that can cross­
fade, wipe {circle and square positioning), freeze, "strobe", 
mosaic, etc ., without Time Base Correctors! I opted for 
the Panasonic WJ-MXl 0 Digital Mixer; for about $500 
(Cdn) in Japan, it can't be beat. It's the first piece of 
equipment I've ever purchased brand new. It's selling for 

Edit controller and A/B Roll controller 



use with home-video or %''. I think it's the ideal unit to 
combine with JVC's A/B Roll Controller. I'm not a 
sales rep, so I won't push further. It has a "mickey mouse" 
audio mixer, which I use to run the "mon itor out" audio 
to my preview monitors. 

0 MONITOR AMP and 3-WAY SPEAKERS: With a 
variety of "bells and whistles" to improve and modify 
my sound (including digital and spring reverbs, treble 
"exciter", a good mixer, Nakamichi audiocassette deck, 
CD , etc.), I finally latched onto a pair or JBL loud­
speakers, a steal at $800 (worth $1600 each!), and 
borrowed a 300w per channel power amp. Without a 
strong, good power amplifier, the speakers wouldn't 
deliver clear transients (short sound waves), even at the 
low volume I have to use at home. What a difference from 
the TV and hi-fi speakers I'd been using (and still use, to 
check what it'll sound like under usual playback con­
ditions). Now if I change the equaliser position slightly, I 
can feel the difference distinctly . I highly recommend it 
for every editing room . Otherwise it's like having a TBC 
without scopes - you can fine-tune the signal, but don't 
know what you 're getti ng . 

0 On the way ... A BVU -110, cheap, for which I 
will eventually buy a time-code generator. Then I want 
a time-code reader that'll burn onto VHS dubs. 

0 Dreams . . . a second TBC. Actually, a frame­
synchroniser, that'll do freeze-frames , to bounce back 
and forth with the good freeze on my SEG. My very own 
squeeze-zoom (why not?!) A %"deck to lock into my 
editing setup. An old Plumbicon-tube camera, no matter 
how heavy it is . And eventually a PAL Betacam (or Mii?) 
unit. But I flitter from second-hand shop to hand-me­
downs, so my priorities are like sifting sand. And how are 
you doing in the hard wear world of video? 

Mini-rack with victorscope, WFM, digital reverb, proc 
amp, patch panel, parametric equaliser, compressor, 
expander, graphic equaliser, spring reverb, aural exciter. 

A survey of Canadian feminist video 
art - will be on view in the Video 
Gallery from 14 February to 21 May 
1989 

The National Gallery 
of Canada presents 

The Video 
and Film 
by Artist Series 
An ongoing program of screenings, 
installations, lectures and special 
events in the media arts. The series 
combines one-artist , group and sur­
vey shows with talks by vi{>iting 
artists , curators and critics . 

ORDINARY SHADOWS, CHINESE SHADE 
100 MINUTE VIDEOTAPE 
PAUL WONG, 1988 

Distributed by Video Out 

Elizabeth Vander Zaag , Still from video, Hot Chicks on TV, 1986 

National Gallery 
of Canada 

I 
Musee des beaux-arts 
du Canada 

Canada 
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