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A Friendly Rewinder
Curator’s Statement 

If we rewind the tape of art history back to the year 1965, we could 
witness what is commonly considered to be the birth of video art: 
Nam June Paik’s now legendary screening of Pope Paul VI’s visit to 
New York. Fast-forward the tape to 1976: the still-youthful medium 
of video art was spreading fast among a new generation of artists. In 
Guelph, Ontario, a small group of local video enthusiasts decided to 
create a place where practitioners of this new medium could share 
resources and exchange ideas. The Educational Video Creative 
Community Television Project, commonly and affectionately known 
as Ed Video, was born.  

When Ed Video was founded, there wasn’t much precedent for what 
a community media centre was or could be. Artist Kit Fitzgerald, 
speaking about the early days of video art, said that “we were mak-
ing it up as we went along.”1  By working in a new medium, artists 
were able to shed the weight of the canons of art history, and felt 
free to experiment, try things out, and establish new parameters 
within which to operate. Ed Video, too, has had this freedom from 
the beginning: to make itself up as it went along, to define, and re-
define, its role within the community and its function as an art institu-
tion.

This 35th anniversary provides an occasion to look back at what Ed 
Video has been, and to consider what it might become. A Friendly 
Rewinder, the exhibition I have curated to mark Ed’s birthday, is by 
no means a definitive portrait of the last three and a half decades at 
the centre, but it does gather together some of the finest, funniest, 
and most remarkable works created by Ed Video’s membership. Al-
though Ed Video’s mandate has expanded to include a wider range 
of media, this show highlights the form that has always been dearest 
to Ed’s heart: the single channel video.

The works I have chosen are all video art more than they are any-
thing else: there are some fine films, and documentaries, and ani-
mated shorts in the centre’s archives, but for this show I have decid-
ed to focus on video art per se, as a way of highlighting Ed Video’s 
long-standing support for a medium that has, at times, had trouble 
finding a suitable home. I wanted this show to reflect Ed Video’s 
history and present, so there are pieces from each decade of the 
centre’s existence. The vastness of Ed Video’s archive means that 
there are infinite ways to tell the history of Ed Video in an exhibition. 
In the end, the pieces I have chosen reflect my personal taste: they 
are works that I really like, and that I’m pleased to have the opportu-
nity to exhibit.  

Charlie Fox was one of the founders of Ed Video. Three of his early 
works are included in the exhibition: Birth of T.V., Two Timer, and 
Reunion, all from his T.V. Drama Series (1975). These pieces reflect 
what I imagine to be the playful, experimental atmosphere of Ed 
Video’s early days. The image quality is degraded, the premise is 
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Jenn E Norton, Very Good Advice
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Melissa Hamonic, Something Like Euphoric Pain
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goofy (Fox casts various pieces of TV equipment as characters in 
mini-melodramas), but there is no mistaking the fun and energy with 
which Fox has embraced what was then a still-young medium. The 
Birth of T.V. shows the artist kneeling at the foot of a large TV Studio 
camera, looking at something underneath it. After a few seconds, 
he pulls out what turns out to be a baby camera, dangling from a 
cable-cum-umbilical cord. Watching this video on the occasion of Ed 
Video’s 35th anniversary is a little like looking at old baby photos at 
a friend’s birthday party—nostalgic, funny, and delightful. In his T.V. 
Drama Series, Fox invites us to witness the enjoyably silly spectacle 
of the artist as midwife, friend and lover of the new age of media art.

In Numb Bares (1976) by Eric Cameron, we see the sideways im-
age of a nude woman who is bent over and holding her pants down. 
Text appears across the screen: “want to,” “thief or,” “fife sick,” 
“sever nate,” “my intent.” The woman’s voice reads out these Numb 
Bares from cue cards that are lifted by a hand, and hurled against 
a trash can, producing a gong-like sound. Through a combination 
of similarity of words and rhythm, it sounds very much like counting 
from one to ten. Cameron’s language game evokes both childhood 
counting lessons and S&M play with Dadaist flair.

Peter Taussig is something of a polymath, having worked as a com-
poser, a musician, a comedian and a software developer (among 
other pursuits); despite his myriad abilities, he is, according to his 
own website, “neither award-winning nor internationally renowned.”2  

In his remarkable video works, Taussig draws on his numerous 
talents to explore shifting possibilities for self-definition, while revel-

ling in the self-parody that threatens to overwhelm any attempt at 
self-promotion. Music and sound play a major role, and the act of 
rehearsal serves as both topic and structural device. In Liebestraum 
(1987), we see Taussig playing the titular Liszt piece on the piano 
over and over again, while a narrator (also played by Taussig) 
comments on the difficulty of hearing music without the intrusion 
of past listening experiences. However, we never hear the music 
itself, only the critic talking about it. The monologue is at times out 
of sync, repeated, or without sound. The piece is played only in our 
imagination, leading us to think about how much our own thoughts 
complete—or interfere with—the authentic experience of art. Music 
is the leitmotif of Untitled (1983) as well, which considers problems 
of repetition and originality from the point of view of the musician 
rather than the critic. It’s a portrait of artistic compulsion, which play-
fully parodies the condition of being an artist. In Second Dialogue, 
Taussig again adopts multiple on-screen personas and positions 
them in indirect conversation. The subtext of the dialogue is class: 
the host of a sumptuous dinner party subjects his “guests” (one is 
seen through a mirror, the other is seen on a TV screen, slumped 
on a couch) to his opinions on art, the poor, Jesus, and the military. 
It can be read both as an allegory for the domination of public dis-
course by the rich, and as a meditation on narcissism.

Kevin Hogg’s 10 Problems with Canada (1994) features a young 
Swiss man—perhaps a teenager? An exchange student, maybe?—
in front of a blue-screen background going through ten particular 
complaints he has against Canada. The deadpan enumeration of 
Canada’s ten greatest problems (which range from bad roads to the 
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irritating fact that you can’t listen to CD’s in the store before you buy 
them) echoes the counting in Cameron’s piece, and drives home 
with hilarious persistence the message that the things that really 
bug us, the things that really put a strain on interpersonal and even 
international relations, are usually small, inescapable, and incred-
ibly banal. We laugh both at the politely-but-passionately expressed 
frustrations of our Swiss narrator, and at ourselves as Canadians: 
members of a goofy nation that just can’t seem to manage to put the 
actual price on the price tag.

Very Good Advice (2009) by Jenn E Norton starts out with an im-
age of Norton sitting in the middle of a four-lane highway, doing, as 
she put it, “what not to do.” Norton is a contemporary Alice, Toronto 
is her Wonderland, and the video creates a parallel fairy world with 
an intense amount of digital sweetener that turns everything other-
wise banal and everyday into visual delight. Soft focus images of 
a makeshift garbage dump are fused with the flora surrounding it; 
the skyline of the city is transformed by candy-coloured, sparkling 
animation. The artist Francis Bacon once said: “Even within the 
most beautiful landscape, in the trees, under the leaves the insects 
are eating each other; violence is a part of life.”3  There is no overt 
violence in Norton’s piece, but darkness lurks beneath the glittery 
surface, and her character’s girlish obliviousness to danger imbues 
the viewing experience with an anxious edge.

In Something Like Euphoric Pain (2010), a split-screen, single-
channel loop, Melissa Hamonic collages together two fragments of 
video from different times in her life. Both of them show the world as 

Stills on both pages from Peter Taussig, Untitled
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seen through a window: on the right, we see footage of Hamonic as 
a child, playing in the snow with family members, with muffled audio 
commentary. On the left is more recent footage, in which the camera 
pans across a grey, wintery sky. “I have this idea,” we hear Hamonic 
say, “but I need to see a bird in order to do it.” No bird appears. With 
both bird and idea failing to materialize, the video evokes a kind of 
limbo in which memories collide but resist interpretation. The loop 
repeats, and we remain with Hamonic on the other side of the glass, 
unable to break through to redemptive meaning.

In the 35 years since 1976, many artists have produced fantastic 
works of media art through Ed Video, and many have moved on to 
become leading lights of the Canadian art scene. This show is only 
a little taster, one way of telling Ed’s story. If I could fast-forward the 
tape 35 years into the future to 2046, I wonder what I would see: 
how will Ed Video have adapted to the cultural and technological 
changes of which we are only witnessing the beginnings? What 
effect will the evolution of the Internet, YouTube, and recording 
technology have on the nature of video art? What will those changes 
mean for Ed Video and other artist-run centres with a media-art 
focus? Over the last 35 years, Ed Video has managed to grow and 
change with its environment and membership while staying true to 
its mandate; as long as it manages to do so—and I have no doubt it 
can and will—it will continue to offer unique and valuable contribu-
tions to the artistic richness and cultural diversity of Guelph. 

Ufuk Gueray

  1 Processing the Signal. Dir. Marcello Dantas, 1989. Film.
  2 Taussig, Peter. Peter Taussig. Web. 25 Aug. 2011.
  3 Giacobetti, Francis. “Exclusive Francis Bacon: I Painted to Be Loved.” 
The Art Newspaper 1 June 2003. Web. 25 Aug. 2011.
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absolutely. We’re left with that windmill to chase, obviously, but even 
rejecting the world reflects the world. Artists are always reflecting the 
world and its contents. That’s all art can do, without question; the 
rest—that art “matters” or “transforms”—is conjecture. And that is 
fine. Because art has reflection, artists have no need of the prescrip-
tive explanation foisted on us by countless theorists throughout time 
immemorial. And video, as a medium, is a near-perfect reflection: a 
more-or-less fake world, inside a box, that we can stop and rewind 
and watch slower or anything, really. Video might be the third most 
shared thing between people, after food and sex. Somewhere, in 
some of that sharing, is the video artist.

Anyone could easily fool themselves into believing, only looking 
at artworks themselves, that an artist is a “type” of person, as op-
posed to a career that a person chooses. And that’s because it’s a 
weird career path: a lot of the time, everybody around you thinks 
you’re “following a dream” or just have a really involved hobby. And 
that “great artists,” ones who manage (through some kind of divine 
talent, generally) to make money from their art (thereby ascending 
“hobbyist” status) are the only ones who have careers as artists. 

There is no doubt in my mind that Ed Video has never believed 
this. In fact, Ed Video looks at that idea about artists and says, “Oh 
yeah?” and then turns around and makes art. Not that art making 
isn’t a job: it is! But art can also come from a burning desire to not 
kill time, to fill time with as much as possible. Also, and this is rarely 
talked about, killing time’s twin: the desire to kill space, or to fill 
space with as much as possible (I’ve been tempted on many oc-

ONCE IN A LIFETIME
by Matt Collins

I am not yet 35, but colloquially, 35 is where middle age begins. Ed 
Video is entering middle age. I submit that at 35, the big question 
changes from “How will I live?” to “How am I living?”—or as David 
Byrne once put it: “How do I work this?” 

A very good question!

Wondering how you “work it” might start with assessing your strong 
points. Ed Video’s strength is that it reflects its environment. An envi-
ronment is a complex network: everything responding and reacting 
to everything else, as bees, bears, flowers and honey all fit into one 
network (the Bee Bear Flower Honey network, say), and, in turn, 
that network fits into another network, and so on. Not that it always 
fits in: art and artists aren’t even supposed to worry about that. Fit-
ting in or not fitting in should only ever happen by accident. Reflec-
tion is key: where am I? What’s around me? Why is it there? Can I 
make this unique experience universal? Should I make it universal? 

Here’s the trick about reflection, though: nobody isn’t doing it. It is 
literally impossible not to reflect the world; we’re all in it. High Mod-
ernism is a history of failures to not reflect the world, to transcend 
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Eric Cameron, Numb Bares
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And we are anything but too small to deal with that space and time. 
From Guelph to the ocean, or from Garafraxa Street in Fergus to 
Guelph Lake to the Arctic Ocean in a triangle, however you draw 
it—what are we going to do with that space? What are we going to 
do with that time?

“Remove the water, carry the water,” said David Byrne. You can nev-
er answer “How do I work this?” precisely because “this” is always 
changing: a new way of working it, a new this. Can you imagine how 
boring it would be if it all just stopped, but your life continued? If you 
had it all figured out at 35? Luckily, time and space won’t give us 
that. 

Here’s what they do give us: the longer we’re here, the bigger time 
gets behind us. Time on either side, which is a kind of space. And 
the time and space behind us make the time and space ahead of 
us make a kind of sense, but also make the unfamiliar more excit-
ing. What does that mean for Ed Video? While Ed is 35, many of its 
members are not—in fact, the odds that many of its members are 35 
at the same time that Ed is 35 are staggeringly low. But this is also a 
good thing. If we follow the adage that “age ain’t nothin’ but a num-
ber,” we can see that where Ed Video is going is in the hands of the 
members. 

Now that video production is more accessible than ever, a time 
in which we wait, patiently, for the first feature-length movie shot 
entirely on still camera, the video art centre must be more acces-
sible than ever. Where we used to say we were driving the cost of 

casions—as I’m sure we all have, out of humour as often as out of 
frustration—to describe all art as “filling up as much space as pos-
sible”). Ultimately, finite and infinite describe themselves the same 
way, through space and time: there is a lot of both, but at the same 
time, there really isn’t. You can waste time or space, you can take 
up too much time or space, you can need more time or space. 

Or, you can make space and time, which is one of the things film 
and video affords us. To go back to the chorus of this song: we’re 
going to have a lot more luck making time and space out of the time 
and space around us. Or, if you like: the people and the buildings 
around us, but also what the people are doing in the buildings, as 
well as what they are doing between the buildings. Between the 
buildings is a chief concern to communities; there are countless 
debates: for example, the people who believe people shouldn’t do 
anything between the buildings but make their way home quickly 
and quietly, versus the people who believe that the people in the 
buildings are spending too much time in the buildings and should 
spend more time talking to anybody and everybody between the 
buildings. 

I’m being reductive, though: there’s more space and time than just 
Guelph, or any city, for that matter. The same as above is true of 
the woods, of open fields, of the tundra, or the ocean (the ocean, it 
should be mentioned, is a lot bigger and a lot scarier than the rest). 
The above is true in New York, Melbourne, Lapland, Danshan, La-
gos, Jakarta, Tehran, you name it. And so it means that the above is 
true of the time and space between Guelph and any of those places. 
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production down, now we have to say we’re making video produc-
tion simpler and better. The community can help. Your environment 
will help you if you ask. It’s offering, even. Maybe you need lights, 
or someone who knows how they work. Maybe there are edits you 
hadn’t thought of. Maybe you need somewhere to show what you 
made. Maybe you just need out of the damn vacuum.

No matter what changes, time and space are always there, wait-
ing to be killed, filled, made, stopped, slowed, paused, captured, 
reversed, sped up, imagined, etcetera. People will try and buy it off 
you, steal it from you, sell it back to you—everything but time and 
space is chump change. You pay for time and space in the dol-
lar you spend on a can of pop. But Ed Video has 35 years of good 
news: just because there isn’t anything you can do anything to 
change that doesn’t mean you can’t do anything about it, right? 

Working it is a matter of confidence, not a matter of instruction. Ed 
Video will work “this”, its life and its world, the way it always has—it 
has a natural rhythm, its own pace. The best advice for Ed Video 
would be to keep going. To stay healthy. To be told that people care 
about Ed Video, that a community depends on Ed Video. Ed Video 
has worked its way into the environment. Ed Video has time behind 
it and ahead of it. 

The song, again: “Same as it ever was, same as it ever was, same 
as it ever was, same as it ever was.”
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or Greg’s. I remember we drank coffee (or sometimes beer) and we 
all smoked a bunch of cigarettes.

When Michael Goldberg came to visit from the Canada Council 
and sat with us in the living room of Greg’s or Charlie’s, I was over-
whelmed and nervous. Goldberg was the big cheese from the CC 
and Ed Video was a thought or philosophy, but not (yet) a real cen-
tre. We had no equipment and no particular space to call our own.

Gradually, this changed. We got our first Portapak and some editing 
equipment. Although we were delighted, the name Portapak was a 
joke because it weighed a ton. I remember watching a movie at that 
time with Jane Fonda running with a Portapak across sandy dunes 
and in high heels! I can’t remember the name of the movie but do 
remember laughing (and scoffing) at that particular scene!

We were very limited in terms of equipment in the early days. First 
there was a single tube, black and white camera. Later we acquired 
a three tube, colour camera with a small dial for colour balance. 
Editing consisted of enormous 3/4 inch tapes decks. Despite—or 
maybe because of—our equipment limitations, the videos being 
made at that time were really interesting. The old adage ‘less is 
more’ seemed to initiate early tapes that were imaginative, varied 
and creative.

Early members were Charlie Fox and Greg Hill (founders), Noel 

As Memory Serves 
by Nora Hutchinson

I remember Noel Harding’s first video art class at The University of 
Guelph. I was finishing my B.A. at the time and needed one more 
credit. I was hoping for a course in flower arrangements or bee 
keeping—something simple and easy and different from my aca-
demic studies in music and psychology.

Instead, I signed up for the video art course. I found Noel Harding to 
be a bit scary because he told the truth. However, he was authentic 
in his passion for media art practices and therefore refreshing in his 
teaching approach compared to other professors.

At that time, single camera, one take conceptual/experimental works 
in video were the norm. So were video installations. If one wanted to 
edit, it was a matter of pressing ‘forward’ with a stopwatch in hand, 
and then holding your breath to press ‘record’ to create the edit. 
Needless to say, the edit points always had breakup. Later, Bill Milne 
who ran a TV studio in the science building helped Noel’s class with 
video editing.

Parallel to this era, Ed Video was born through two students, Greg 
Hill and Charlie Fox. Our first meetings were in Charlie’s apartment 



17

Harding, Ian Easterbrook, Marlene Hoff, and myself. Shortly thereafter, 
students from Noel’s class joined Ed Video. Kate Wiwcharuk, Terry 
Chmilar, Peter Cullen, Richard Wardell, Peter Svilans, Nick Hall and 
Myrna Hanna are a few of the names I remember from that time. There 
was a huge influx of gifted artists who became members. Eventually 
we found a home in a warehouse on Commercial Street in Guelph.

These are some of my memories of the early days of Ed Video. It was 
a very vibrant time and I miss it to this day. 

Charlie Fox, T.V. Drama Series - Reunion
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predominate activity in the gallery anymore.  Programming is now more 
centred on innovative forms of video like installations. 
I believe that in the past the audience was mainly comprised of members.  
A few people have been involved with the centre since the beginning.  It 
is now possible to emulate mainstream video so this has expanded the 
membership of Ed Video.  Almost everyone has a video camera - on their 
phone, laptop, digital still camera, but it takes vision and hard work to do 
something meaningful with it.  
Each activity at Ed Video attracts a unique audience, without much over-
lap.  This could be seen as failure, or it could be seen as an example of 
diversity.  

How important do you think the idea of accessibility is?  Is it a problem if 
certain segments of culture cater to niche audiences?

Ed Video does not have to appeal to everyone.  Recently, arts organiza-
tions have been compelled to become more populist.  Pressure exists to 
participate in ever more cultural initiatives, festivals, art fairs, and partner-
ships with businesses.  The purpose of media art is not to replicate what 
is shown on television or at movie cinemas, but rather to serve as a ves-
sel for a concept.  The genre resonates with few people but the medium 
has wide appeal.  People practice reading it their whole lives, often each 
night after dinner.  It is a basic language that combines several forms of 
communication to create meaning, and has likely become more influential 
than the written word.    
Most people prefer video content that is pleasurable to watch and easy to 
comprehend.  People often have disdain for contemporary art if they can’t 
fully understand it, yet don’t feel anger towards other things beyond their 
comprehension, such as scientific advancements.  In most disciplines, 

A Conversation About Art, Video, and Time
Questions - Ufuk Gueray
Answers - Scott McGovern

Tell me about your involvement with Ed Video?

I saw an ad for Ed Video in the Images Festival catalogue in 1998 when 
I was a student at OCAD.  Having grown up in Elmira, I was surprised a 
media arts centre existed in Guelph.  When I moved to Guelph in 2005 
with my partner as she pursued her MFA, I wanted to get involved with 
the centre.  A position became available and I was fortunate enough to 
be hired.  Suddenly I was more involved than I had ever imagined, first as 
the Technical Director, and later as the Program Director.  
Ed Video had just experienced significant infighting so it was a challeng-
ing but liberating time to become involved.  This circumstance permitted 
me to take chances and try new things to rebuild the profile of the centre.  
Luckily, the staff and board supported and encouraged my initiatives.  

From your own experience, looking at the history of Ed Video and at other 
Media Arts Centres in Canada, how has the audience changed over the 
years? 

The audience has become more savvy.  Viewing programs of videos is 
not as precious as it was even a decade ago, so screenings are not the 
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knowledge advances when small, dedicated groups of people are com-
pelled to push the boundaries.  Some succeed and gain recognition for 
their efforts.  Ed Video assists people who wish to speak the language of 
video as eloquently and originally as possible.

With moving image technology becoming ever more accessible and 
cheaper, how do you think Ed Video will adapt and change, while still 
staying true to its mandate? 

Video evolves rapidly, but the educational focus of the centre always 
remains.  Technology has changed faster than the content.  Video has 
quickly become an important and established element of contemporary 
art, and this will continue in the future.  Video is a complex and intuitive 
language, to both speak and read.  The mechanism of this language is 
difficult to describe when it is understood unconsciously, much like learn-
ing the grammatical rules of one’s first language.  Critique of movies and 
television generally address the believability and entertainment value of 
the fictional narrative.  Ed Video is a place where meaningful critiques are 
encouraged.  
There is a misconception that making a video is now easy because the 
equipment is ‘accessible’.  To deftly control video is far more complex 
than ever and the process involves many steps laden with potential 
pitfalls.  Tools to do almost anything imaginable have become accessible, 
but using those tools requires dedication, or obsession.  Understanding 
things like file conversion, resolution, aspect ratios, and compression are 
boring but necessary parts of the process.  

Let’s talk about location: Guelph is both close to and far from Toronto, 

which can be both a blessing and a curse.  Do you see Ed Video’s role 
to be primarily one of serving the local community?  What are the advan-
tages or disadvantages of its location? 

Guelph is like an autonomous cultural suburb of Toronto.  Per capita, a 
Guelph audience of 100 is comparable to a Toronto audience of 2500, or 
5000 if from the GTA.  Toronto City Hall values the arts, with resources 
and funding, much more than the City of Guelph.  The Toronto Arts Coun-
cil invests substantially in hundreds of organizations and individual artists 
each year.  
The City of Guelph provides little support to smaller organizations.  
Grants for individuals, or arts awards, don’t really exist.  The Art Gallery of 
Guelph has not yet been established.  
My experiences with the City of Guelph have been frustrating - Ed Video’s 
previous gallery was condemned (fire inspectors), we’ve been summoned 
to court twice for poster violations (bylaw officers), an art exhibition was 
disassembled (building inspectors), events have been covertly infiltrated 
(police officers), and there are other routine hassles (City staffers).  
Nearby cities like Kitchener, Cambridge and Hamilton cherish their artists 
and organizations.  
Despite these challenges, curious Guelphites have many cultural choices, 
and many found can be found at Ed Video.  
Music has the strongest cultural presence in Guelph, and the gallery is an 
alternative venue for live music.  Some of Canada’s top musicians have 
played at Ed Video such as k-os, Arcade Fire, and more recently Dia-
mond Rings, Braids, and Grimes.  
Much of what we do is now is promoted and documented online so the 
audience is no longer limited to our region.  People from all over the world 
interact with the centre in various ways, from submitting exhibition pro-
posals, to researching the artists in our online video archive, or watching 
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an event that we stream online.  

What is one of the highlights of your tenure as Programming Director at 
Ed Video?

Certain exhibits that I’ve curated such as Edifying Edifice, Let’s Paint TV, 
This View of Life, and Unknown Unknowns were really rewarding.  I’ve 
met thousands of people through Ed Video and have had the pleasure to 
work with some incredibly talented people.  A highlight was the opening 
reception of our inaugural exhibit, Fire & Theft by Tasman Richardson, 
at Ed Video’s new gallery on Baker Street.  Eight months earlier we 
had moved and spent months renovating the new gallery.  The exhibit 
featured live feeds from nine internet webcams, projected on a circle of 
screens.  The webcams were from locations equally spaced around the 
earth, so the sun never sets in the gallery.  The show was wildly ambi-
tious and required resources beyond Ed Video’s means.  Almost all of 
the equipment was purchased and returned for a refund at the end of 
the show.  The chain had many potential weak links - a computer could 
crash, the wi-fi signal could drop, a projector could overheat, or one of 
the webcams could shut off.  The gallery was packed at the reception - 
politicians, arts council officers, artists, and Ed Video members past and 
present - and everything worked perfectly.  People loved the installation 
as it was accessible yet challenging.  It was an exciting night, creating a 
new optimism for Ed Video’s future as a media arts centre. 

How would you like to see Ed Video change in the coming years?

It has to change to stay the same and fulfill the purpose it was estab-

lished for - to help create, exhibit and celebrate media art.  The focus will 
always be on video, but this could be expanded to be more inclusive of 
other aspects of media arts.   

It’s always a challenge for cultural centres to gather enough funds.  If 
your budget suddenly tripled, what would you like to do with the centre?  

There is always a lot of talk about what arts organizations need to be 
successful, but money is the the most helpful tool.  Purchasing a large, 
visible location would create longterm financial stability.  Budgets for 
exhibitions and the fees paid to artists would increase.  Ed Video would 
not have to continually fundraise, and could concentrate on arts activities 
instead. 

You are the same age as Ed Video.  Can you draw any parallels between 
your life as a media artist and Ed Video’s as a media art centre?

I have my memories to understand my past, but I must play forensics with 
Ed Video evidence to recreate the history. There are thousands of videos 
on obsolete tape formats, boxes of literature, posters, and photographs 
stored.  They have not aged well, yet are not very old.  Video reveals its 
age just through its formal qualities, and often, does not get prettier over 
time. 
I’m 35 years old and began making videos when I was 20, so I am of 
the last generation to have worked with analogue equipment.  Things 
changed when digital video became available in the late 1990’s.  I was 
fortunate to be a student at the Ontario College of Art and Design at 
that time, alongside some talented and visionary people such as Shawn 
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McPherson, Nick and Sheila Pye, Jubal Brown, Daniel Borins, Jennifer 
Marman, Nick Denboer, Alissa Firth-Eagland, Erin Zimerman, Xenia 
Benivolski, Luke Painter, and Tasman Richardson to name just a few.  We 
had a mutual sense of disinterest with the Artist Run Centres in Toronto 
at the time, so we created a gallery called Art System to show our work.  
It quickly became well known as the most avant guard, bohemian, and 
exciting gallery in Toronto.  I’ve tried to recreate some of this energy at Ed 
Video, using aspects of Art System as a model.  
I get the sense that there was optimism, and a sense that anything was 
possible during the infancy of Ed Video.  Trudeau had been prime min-
ister for a long time, young people were opening artist run centres from 
coast to coast, and Canadian culture was being celebrated, in many 
ways, for the first time ever.  This idea is very romantic to me, and as the 
centre becomes older and more established, I hope some of this excite-
ment remains at the core.  

What have you learned from working at Ed Video?

Working at an artist run centre provides an immense range of experienc-
es. You must be effective at allocating resources as there is rarely enough 
time or money.  I’ve learned how to avoid bureaucracy when it threatens 
the mandate of the centre.  Working at an artist run centre is more of a 
lifestyle than a paycheque, and boredom is an elusive aspiration.

Any anecdotes, funny stories, etc.?

Here is a funny incident that made me examine the extent of my passion 
for Ed Video.

When Ed Video was located on Wyndham Street, right in the core of 
the infamous bar scene of downtown Guelph, our entrance proved to be 
convenient place to deposit urine and occasionally vomit.  Many Monday 
mornings started with a bucket of water and some bleach.  One Saturday 
night, having arrived at Ed Video to do some late-night editing, I saw a 
young man walk away from the entrance after relieving himself.  I decided 
to not say anything to him and to just focus on my work.  I couldn’t con-
centrate though, as I kept thinking about the fact that I should clean the 
door.  I became very angry about this and eventually went outside to look 
for him.  I had no plan for what to say or do should I find him.  Suddenly I 
saw him in the passenger seat of a minivan eating take out Chinese food.  
I walked up to the door and knocked on the window.  He rolled down the 
window, but not before seeking advice from the driver.  I calmly asked 
him if he pissed on Ed Video’s door earlier in the evening, and when he 
replied ‘maybe’, I stubbed out my cigarette in his food and called him 
some vulgarities.  He was shocked and silent, but as I walked away the 
driver threatened me.  We had a loud conversation that quickly gathered 
an audience.  After they declined to exit their minivan to duel, I declared 
victory, and walked away.  Quickly, I realized all of this was wildly inappro-
priate behaviour for an Ed Video employee, or any person, and I would 
still have to clean the door.  I was worried for a few months they would 
avenge the incident but luckily I never saw them again.
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Eric Cameron
Numb Bares, 1976
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Charlie Fox
T.V. Drama Series, 1975 - Birth of T.V.
                                       - Reunion
                                       - Two Timer                                      
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Melissa Hamonic
Something Like Euphoric Pain, 2010
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Kevin Hogg
10 Problems with Canada, 1994
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Jenn E Norton
Very Good Advice, 2009
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Peter Taussig
Liebestraum, 1987
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Peter Taussig
Second Dialogue, 1984
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Peter Taussig
Untitled, 1983



41



42

Eric Cameron

Eric Cameron was born in 1935 in Leicester, England. He has been 
associated with Ed Video from the very beginning of centre. He holds a 
BA in painting from King’s College, Durham University in Newcastle and 
a Diploma in Art History from the Courtauld Institute at the University of 
London. Cameron was an Associate Professor in the Department of Fine 
Art at the University of Guelph from 1969 to 1976, and taught at Nova 
Scotia College of Art and Design, Halifax, from 1976 to 1987. He has 
worked as a Professor of Art at the University of Calgary since 1987. 
Cameron is the recipient of numerous awards including the 2004 Gover-
nor General’s Award and the 1994 Gershon Iskowitz Prize.

Charlie Fox

Charlie Fox is one of the founding members of Ed Video Media Arts 
Centre, and was active there from 1976 to 1993. He was born in 1951 in 
New York City and graduated with a BA in Fine Arts from the University 
of Guelph (1975), and an MFA in Interdisciplinary Arts from the University 
of Regina (2000). He has taught courses in video, sound, experimental 
film and image theory as a sessional instructor at Ryerson Polytechnic 
University and in the Fine Arts Department of the University of Guelph. 
Fox currently resides in Regina where he is an Assistant Professor of 
Film and Video at the University of Regina.

Melissa Hamonic

Hamonic was born in 1983 in Southern Manitoba. She earned a BFA in 
Integrated Media from the Ontario College of Art and Design in 2008, and 
is currently a second-year MFA candidate in the University of Guelph’s 
MFA Studio Arts program. She has been an active member of Ed video 
since 2010.

Kevin Hogg

Kevin Hogg was born in Guelph in 1956. A video artist, music composer, 
and painter, he graduated with a BA Honours in Fine Art from the Uni-
versity of Guelph in 1981. In 1986, Hogg became the technical director 
of Ed Video Media Arts Centre, and was active there from 1986 to 1996. 
He now performs original music and Joy Division covers in the band The 
Dead Souls. Hogg is currently a full-time video producer at The Ontario 
Veterinary College and The University of Guelph.

Jenn E Norton

Jenn E Norton was born in 1980. She studied at the Ontario College of 
Art and Design and the Tampere Polytechnic School of Art and Media 
in Tampere, Finland.  She was awarded an MFA from the University of 
Guelph in 2007.  She currently lives in Guelph, and she has been in-
volved with Ed Video since 2005.

Peter Taussig

Peter Taussig was born in Czechoslovakia in 1944 and was raised in 
Israel. Taussig holds a BA in Islamic Studies  (1965) and a Master’s de-
gree in music from the University of Toronto (1970). He was involved with 
Ed Video from 1982  to 1986. Taussig now lives in Lenox, Massachusetts, 
where he works as a composer and also runs PianoKids, a research 
program that teaches young children the rudiments of music literacy and 
piano playing with computers.
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About the Curator

Ufuk Gueray was born in 1979 in Herrenberg, Germany.  He moved 
to Canada to study, first at the University of Victoria, and then at 
Concordia University, where he graduated with a BFA in Studio Art 
and French Studies in 2005.  He obtained an MFA from the Glasgow 
School of Art in 2009.  He currently lives and works as an artist in 
Guelph, Ontario.

About the Contributors

Matt Collins

Matt Collins was born in 1978 in Toronto, Ontario.  He studied at the 
Ontario College of Art and Design from 1997 to 2001, then dropped 
out to form the music group Ninja High School. He graduated from 
OCADU with a BFA in Integrated Media in 2009. He currently writes 
the column No Good News for the website Provocative Penguin and 
occasionally tells people things on stages in public.  

Nora Hutchinson

Nora Hutchinson is a video and performance artist, curator, writer 
and composer who as exhibited nationally and internationally. She 
holds a BA in Music and an MFA from the University of Guelph.  She 
has been involved with Ed Video since its founding in 1976.

Scott McGovern

Scott McGovern is an artist, curator, and educator involved primarily 
with video and installation.  Since attending the Ontario College of 
Art and Design, Scott has facilitated over 100 exhibits, screenings, 
events, and concerts.  Since 2005, he has been the Program Direc-
tor at Ed Video in Guelph, Ontario.



Since 1976, we have helped members create video-based projects that represent the diversity, spirit and viewpoints of 
the people in our region. We achieve this by offering skill-enriching workshops at a variety of experience levels and rent-
ing video production equipment at rates that are affordable for users at all levels.

Ed Video creates lasting links between artists, audiences, and organizations in our role as an established cultural centre 
in a city renowned for being vibrant with creativity. Ed Video promotes the EDucational potential video has for both cre-
ators and viewers, and the appreciation and comprehension of contemporary media art.

Our 1,150 square foot gallery boasts an ongoing schedule of screenings, exhibitions, and events to showcase the best 
thought-provoking media art and cultural activities from Guelph and around the world.  
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