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Henri Robideau’s work was rarely exhibited in the seventies. Despite
this, he has continued to make large bodies of photographs: of giant
things, family, friends, landscapes, buildings. His work is witty and ec-
centric — not what one expects to find in contemporary photography.
Robideau’s photographs read like homespun narratives. He often
writes on his photographs and amplifies in amusing ways the eccen-
tricities he pictures. But his work is about more than this. In face of
humanitas, it approaches profundities and absurdities with a cutting
and perceptive wit,

saut, both work in colour and on a larger scale. Their work is more con-
structivist and abstract than any | have mentioned. In their individual
ways they participate in the expanding discussions that began to occur
between conternporary photography and art at the end of the seven-
ties. A detailed discussion of their work will have to be left for another
time. But without consideration of this and the work of many other
younger artists/photographers which became more evident in the
eighties, the continuing strengths and range of Vancouver photogra-
phy will remain open-ended and incomplete.

The photography department at ECCAD seemed to be isclated from
discussions and had little public profile until the late seventies. Jim
Breukelman, a graduate in photography from the Rhede Island Scheol
of Design, single-handedly and courageously began a very small de-
partrment. He augmented this by bringing in guest lecturers. Eventual-
ly, he proved there was a need for an expanded photography program
in the context of the art college. A number of local photographers be-
gan to teach regularly on a part-time basis: Nina Raginsky, Bradley, Ro-
bideau, Penner Bancroft, Chris Czartoryski, Corsaut. All the photogra-
phers/teachers have tried to connect the students with both the history
and contemporary issues of photography. It is in the eighties that one
has also seen an acknowledgement of the relation of photography to
the other visual arts. Student work has graduated from the context of
the department and is moving toward maturity. Perhaps now that the
department has grown and diversified and more students have gradu-
ated, it has reached the necessary critical mass. Now it provides an
important context for artists/photographers in Vancouver.

By the mid-seventies, | have identified two loose groupings around the
issues of photographs. | want to keep these loose for two reasons.
More work acknowledged both traditions: photographic and concep-
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tual. The emphasis appeared to rest with individual artists and their
work — not on collaborative projects,

Atthis time, a number of endeavours were begun which spoke to these
different existences: Criteria, Pender Street Gallery, Pumps, YVA, and
NOWVA Gallery. Part of the purpose of these bulletins and galleries was
to acknowledge contemporary work, often photographic, which was
being made in Vancouver. They situated this work in the context of a
larger network of issues about art. They were attempts to create audi-
ences, and in that way a critical forum for an artist's work. They were
maverick, | think, by choice, whether marginally funded or not. They
chose to show/discuss work that ran in the face of institutional consid-
erations of contemporary artin Vancouver.

Both Criteria and YVR spoke about the most current visual arts, Al-
though the majority of articles were on the visual arts, including photo-
graphic work, the editors were open to other cultural concerns. It was
their commitment to a contextualization of Vancouver art that seems
valiant.

The Pender Street Gallery was a parallel gallery and Pumps eventually
became one. Both showed a variety of visual arts; the photographic
shows they did were important ones. The Pender Street Gallery ac-
knowledged the work of lan'Wallace, Rob Kleyn, Rodney Graham, Fred
Douglas, Bill Jones. Pumps did a number of photographic shows of
which 20 Photo Artists: A Show in Tiwo Parts was the most provocative,
It showed artists/photographers who had been working in the seven-
ties but had not recently exhibited, people who had begun to work but
notyetshown, and young workers who were just beginning.

As its co-founder (with Andrew Gruft), | cannot speak cbjectively
about NOVA Gallery and therefore will describe its purposes in one
brief paragraph. NOVA Gallery showed only photographic work: pho-
tographs from the history of photography; contemporary photo-
graphs which were from traditional and conceptual stances. Photo-
graphs by Vancouver artists; photographs by artists from elsewhere.
The gallery not only showed photographs, it sold photographs. For five
years it was the place where people could come to see photographs
and find out what other things were happening around photography.

None of these endeavours exists today. Based on my experience with
NOWVA Gallery, | would like to offer a tentative answer to this state of af-
fairs. Al of these were collaborative efforts in the general sense. By
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Since 1953, a number of people have been theorizing further, some
with photographs.

It is in this context that | suggest one might begin to reconsider Van-
couver photographic works. | would use work from both traditions to
see which idea they connect with, and make a grouping around that
idea. Each group would be a cultural possibility around which there
could be varying interpretations from the different works. If this could
be done, it would not read like our contemporary histories of art or
phetography. The photographs would insist on their contents.

“The point is this: the encounter with history and its specific de-
terminations is made by the artist himself. (I add herself). .. The
making of a work of art is one historical process among other
acts, events, and structures — it 15 a series of actions in but also
on history. It may become intelligible only within the context of
given and imposed structures of meaning; butin its turn it can
alter and at times disrupt these structures,”

Let me finally draw your attention to the quote by F. R. Scott which ap
pears at the beginning of Thomas Berger's book Fragile Freedoms:

"'If human rights and harmonious relations between cultures are
forms of the beautiful, then the state is a work of art that is never
finished. 22

Given this, | consider Canadian art, and all these photographs, ““fragile
freedoms” worth preserving.#
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| have written this article as a series of hypotheses, thus, | consider it a working

paper.

More artists/photographers than | have mentioned were and are working

There has been too litthe work done about alf Vancouver artists/photographers. |

offer this work as a beginning acknowledgement

1 T. J. Clark, "Clement Greenberg's Theory of Art."” Critical Inguing @ {Sept

1982}, pp. 155-156. This essay was first presented as a paper in the symposi
um, Modernsm & Modérnity at UBC Mar. 12-14, 1981 organized by Serge
Guilbault and David Solkin, art historians in the Fine Arts Department, (The
entire proceedings will be published this summer by NSCAD Press.)

2 See Victor Burgin, “Seeing Sense,” Artforum (Feb. 1980), pp: 64-67. A
concise analysis of how photographic information is given and received, in
arder to show the pitfalls in modernist discussions about photography vis-a
vis Greenberg and Szarkowski (head of MOMA Department of Photogra
phy). Burgin maintains photography as a modemnist practice through the
“seeing subject” who addresses the content in photographs — the essence
of the medium

3 See Christopher James, ''The Judgement Seat of Photography,” October
#22(Fall1982), pp: 27-63

4 Gegrge Eastman House, The International Museurn of Photography, is a dif-
ferent seat of power in discussions about photography since 1949, Mo one
has yet analyzed the directions of its programs in the way James has with
MORAA,

5 See Philip Leider, “Vancouver-5cene with No Scene,” Arts Canada {Jure/July
1967); David Thompson, ""A Canadian Scene,” Studio international (Oct. &
Moy, 1968); Peter Selz with Alvin Balkind, " "Vancouwver-5cene and Unscene, ™
ArtinAmericailan 1970).
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ALRAZUTIS

Aaeon
1968-70 16 mm colour sound 24 min

Amerika

1972-82 16 mm colour sound 180 min

Th_e Cities of Eden 1976-79

Software 1972-80

Vovtex 1972-73

Atormic Gardening 1981

Motel Row (1) 1981

‘88 3 KHz. (Bridge at Electrical Storm (1) 1973
Motel Row (2) 1976-81

The Wasteland and Other Stores 1976-79
Motel Row (3) 1981

ag 3 KHz: (Bridge at Electrical Storm (2) 1973
The Wildwest Show (1) 1980

A Message from our Sponsor 1979-80

The Wildwest Show {2) 1983

Refrain 1983

Terminal Cifyscapes 1980-83

Phato Spot 1983

Exiles 1983

The Lonesome Death of Leroy Brown 1983
{Fir)* 1983

(O Kanadla 1976/80/83

The Moon at Evernight . . .

1973 16 mm colour sound 9 min

Courtesy of Canadian Filmmakers’ Distribution
West

Le Voyage. ..

1972 16 mm colour sound 8 min

Courtesy of Canadian Filmmakers” Distribution
Wiast

Sequels in Transfigured Time from Visual
Essays: Ongins of Film

1976 16 mm colour sound 12 min

Courtesy of Canadian Filmmakers' Distribution
West

Portrait

1978 16 mm colour silent 8 min

Lumiere’s Train Arriving at the Station from
Visual Essays: Origins of Film

1972 16 min biw sound 2 min

Courtesy of Canadian Filmmakers® Distribution
West

| PATRICK READY

FATRICK READY IN COLLABORATION WiTH
CANADIAN SHADOWS: MARTIN BARTLETT,
HANK BULL, KATE CRAIG, GLENN LEWIS

Shadows
1983 4 b/w photographs, shadow puppets

CHRIS REED

| PATRICK READY IN COLLABORATION WITH
HAMNK BULL

HP Video Show

1978 34" videotape colour sound 45 min
Courtesy of The Western Front Video
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Young Angel Of Fall’s Road
1980 blueprint enlargement 152 x 213 cm
Private collection

EILL REID

Haida Thunderbird
1981 silkscreen 70.5 x 76.2 cm

Dogfish Lady — Boxwood Pendant
1952 bowwood pendant. 8.4 om diam, ; chain:
53.3 cm long

Private collection

Seashare

1971 16 mm bfw silent 11 min

Courtesy of Canadian Filmmakers® Distribution
Wiest

Fracture

1973 16 mm colour silent 10 min

Courtesy of Canadian Filmmakers' Distribution
Wiest

Canadian Pacific |

1974 16 mm colour silent 11 min

Courtesy of Canadian Filmmakers' Distribution
West

Al NeillA Portrait

1279 16 mm colour sound 40 min

Courtesy of Canadian Filmmakers' Distnbution
Wiest

Narrows Inlet

1980 16 mm colour sitent 10 min

Courtesy of Canadian Filmmakers' Distribution
Wiest

Dogfish Lady
1983 pencil on paper 29.2 % 33.cm
Private collection

Dogfish Lady — Gold Pendant

1983 22 ct. gold pendant: 8.4 cm diam.; chain:
53.3cm lang

Courtesy of Equinox Gallery

IRENE HOFFAR REID

indian Village
1932 oil on canvas 66.3 = 76.5 cm

The Washerwomen Of Gibraltar
1932 oil on canvas 71 =91 cm

Margaret
n.d. oil on canvas 61 = 457 cm

Collection of The Vancouver Art Gallery, gift of -m“—m=

H. Mortimer Lamb;, 1935

DAVID RIMMER

Migration

1969 16 mm colour sound 11 min music by Phil
Werren

Courtesy of Canadian Filmmakers’ Distribution
West

Surfacing on the Thames

1970 16 mm colour silent 9 min at 16 fps, 6 min at
24 fps

Courtesy of Canadian Filmmakers” Distribution
West

Variations on a Cellophane Wrapper
1970 16 mm cotour sound 8% min music by
Don Druick

Courtesy of Canadian Filmmakers” Distribution
Wiest

Real Italian Pizza

1971 16 mm colour sound 12 min
Courtesy of Canadian Filmmakers” Distribution

Wiest
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HENRI ROBIDEAU

The Giant Igloo Church
1981 biw silver gelatin prints
61 % 152.4 cm

The Giant Crowd
1982 biw silver gelatin prints
61 = 208.3 cm

The Giant Jesus and the Dinosaurs
1982 biw sitver gelatin prints
61 = 175.3am

The Giant Nickle
1982 b'w sitver gelatin prints
B13= 1321 cm

Cinetude 2
1968 16 mm biw sound 30 min
Pacific Cinemathéque Archives

57
1970 16 mm colour sound 10 min
Pacific Cinemathiéque Archives

EVELYN ROTH

Evalina’s Journey into Aboriginal Land
1981-83 installation including: nylon snake,
laminated photographs, audiotapes, traditional
and conternporary abonginal crafts 10 m.
{adjustable)

CHARLES H. 5COTT

Black Tusk
1930 0il on panel 30.5 = 36.8 cm
Collection of 1.C. Melvin Scott

Resting In Howe Sound, B.C.
1930 oil on board 26.4 = 36.8 cm (sight)
Collection of The National Gallery of Canada




Islands where he met his grandfather, Charles
Gladstone, a Haida carver, and became
interested in Haida artistic heritage. Inducted
into the Canadian army in 1944, Employed asa
CBC broadcasterin Eastern Canada 1945-48;
alsa enrolled in jewelry courses at Ryerson. In
1951, returned to Vancouver and continued to
work for CBC Assisted Mungo Martinin canving
atotern pole, 1957, Left CBC in 1958 towork at
carving full time and began Haida village project
at the University of British Columbia. Participated
in many groupexhibitions including the VAG,
1966, Canadian Pavilion, Expo 67, Montreal
Soloexhibitionsinclude VAG, 1374 Children of
the Raven Gallery, Vancouver, 1980; Equinox
Gallery, Vancouver, 1983. He created a totem
pole for the Shell il Centre, London, Eng,,
1968, a totem pole raised at Skidegate, Queen
Charlotte Islands, 1978 a monumental carving,
Ravenand the First Men, completed at the LIBC
Museum of Anthropology, Vancouver, 1980,
Represented in many public and private
collections.
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IRENE HOFFAR REID 1908

Livesin Sidney, B.C. Studied at the Vancouver
School of Art. Exhibited at the B.C. Artists
Annual, VAG, 1933, 1934, 1937, 1938, 1940,
1941, 1950, 1951, 1954, 1955, 1856, 1957,
1968, Exhibited with the B.C. Society of Artists at
the VAG, 1929, 1940, 19417, 1942 1943, 1945,
1948-64, 1966, 1967. President of B.C. Society
of Artists 1958-60, 1966, 1967, Collections
include the Vancouver Art Gallery and private
collections.
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CAVID RIMMER 1942 -
Bormand lives in Vancouver. Studied at
University of British Columbia and Simon Fraser
Liniversity. Sculptor, video artist, and filmmaker
since 1967. Screenings and exhibitions across
Europe and Morth America include the Museum
of Modern Art, New York, 1971, VAG, 1969,
1970, 1976, 1981, Award winning films include
Square Inch Fieid, 1968 (Yale Film Festival and 5t
Lawrence Film Festival, New York), Migration,
1969 (Vancouver international Film Festival),
Variations on a Cellophane Wrapper, 1970
{onterey Fifm Festivaland T4thAnnual
American Fifm Festival, New York) Al Neiila
Portrait. 19791{San Francisco Art Institute)
Caollections include the National Gallery of
Canada, National Film Board of Canada,
Museumn of Modern Art, Carnegie Institute,

ritich Filrn Insti nd Art Galk fOntario.
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HENRIROBIDEALI 1946 -
Born in Connecticut; livesin Vancouver
Photographer. Group exhibitions include Artists
Gallery, Vancouver, 1979; University of British
Columbia Fine Arts Gallery, Vancouver, 1976,
Helen Pitt Gallery, Vancouver, 1978, Viewspace,
Vancouver, 1980; Sunshine Coast Art Centre,
Sechelt, B.C., 1981; Optica, Montreal, 1381,
Indnadual exhibitions include VAG, 1980;
Photographers Gallery, Saskatoon, 1980;
Coburg Gallery, Vancouver, 1983,

KEITHRODAN 1946 -

Bornin5an Francisco. Short-term but productive
residency in Vancouver. Involved with
Intermedia. Divided his films into four
categories: Animation, 5 Films, Garbage Films,
and Documentaries, These included Cinetude
#1-4,1968-71, Age of Steel 1971, Blue-Zip
Bebop, 1971; Space Mowvie, 1971 Warfilm,
1971, Intermedia Dance, 1971. Screenings at
the VAG in theintermedia exhibition, 1969;
Noon Hour Film Series, 1970, and a 1968-71
retrospective. 1971,

G

VELYN ROTH 1936 -
Rorn in Mundare, Alta.; livesin Vancouver,
During 1966-69 participated as dancerand
Hesigner in numerous eventsstaged by
ntermedia. Organized many performances
sculptural wearables) and recycling eventsin
anada, USA, Europe, Japan, S.E. Asia, and
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Australia, Selected exhibitions and events since
1970include VAG, 1970, 1971, 1973, 1874;
American Museumn of Contemporary Crafts,
Mew York, 1971; Simon Fraser Art Gallery,
Burnaby, B.C., 1971, Norman Mackenzie Art
Gallery, Regina, 1971, Burnaby Art Gallery, B.C.,
1972, 1979, Canada recycle event, Vancouverto




