


























ARTISTS' STATEMENTS 
DIANA BURGOYNE 

NEWWORK 
Making myself, technology, and the viewer interact so that 

the viewer becomes the performer and, as a result, changes 
the environment is an important aspect of my work. By placing 
the viewer in a position of control , 1 take him or her out of the 
passive role into a very active one ... setting up relationships 
which raise broader questions about human co-existence with 
each ether and technology. 

CHRIS HAWKES & GERHARD GEHRMANN 
IT'LL ALL COME OUT IN THE WASH 

This video installation will form yet another attempt on our 
part to play in the gap between popular culture and the elitism 
of artistic interpretation. Our inspiration this time cames from 
the shared ritual of people laundering at a laundromat. We 
hope to contrast the mundaneness of this activity with a rich 
folk art of invented reality, drawing on melodrama, the popular 
romance novel, comic books and commercials for narrative 
style and imagery. 

lt goes like this: 
First we create a semblance of an actuallaundromat, we 

people it with a viewing audience ensconced in laundromat 
foyer chairs and present them with a series of television sets 
mounted into front-loading washers and d{yers. Behind the 
seated audience and outside the "laundromat", there is 
viewing space for another audience for who rn the first 
audience will form part of the installation. By transposing the 
verisimilitude of a familiar concrete reality into an art context 
which fails to conform to that reality, we hope to set the stage 
for drama unfolding on the monitors. 

So wh at will this captive audience passively view? Melo­
dramas! Melodramas from the minds of the denizens of the 
laundromat! A series of fantasias unfolds as the characters 
invent each ether wh ile the reality of their existence plays on 
through the laundry process. Based on loose visual eues 
gleaned from his or her laundry and mannerisms, each 
character authors a romanticized existence set against the 
present tense of the laundromat. The multiplicity of views 
provided by the six monitors will allow us to overlap and layer 
the narrative to its ultimate conclusion- a clean, folded 
wash. 

JUAN L. GOMEZ-PERALES 
CONSENSUS 

Technology has become an increasingly comfortable corn­
panent to our culture's daily life. ln accepting new levels of 
technology, however, it is necessary in many situations togo 
through a "process of familiarization". This practice is not 
unlike the social act of getting to know one another in an 
interpersonal relationship. The more "exotic" the level of 
technology, the more formai and complex the process 
becomes. With a lot of "small talk" patience and understand­
ing, the seduction becomes addiction and we look for more. 

DAVID ROKEBY 
VERY NERVOUS SYSTEM 

PREDICTING THE WEATHER 
(''Very Nervous System"three cameras observe the move­

ments of people /n a room, relaying their images to a com­
puter. The computer analyzes these images and translates 
the results into sound using a digital synthesizer.) 

Whenever the weatherman makes a mistake, we feel be-

trayed. lt is his job to predict the weather and he fails over and 
over again. lt seems as though any experienced farmer can 
tell you as much about the next day's weather as the meteor­
ologists can, armed with their satellite photos and Cray super­
computers. 

1 am a/ways being asked if the response of my sound in­
stallations is predictable. "Will a specifie movement a/ways 
create the same sound?" 

(1 remember huddling in a tent in the pouring rain during 
the tail end of a hurricane on Prince Edward Island wh ile 
being informed by the local radio station that the skies were 
clear and the sun shining.) 

The source of our anger and sense of betrayal runs deeper 
th an damage to our shoes due to unexpected rain. We seem 
to feel the same resentment toward accidentai death. We 
have learned to expect a lite devoid of surprises. Such things 
shouldn't happen in a properly organized, rational society. We 
write letters to our government representatives. 

(/ used to get a bit defensive, quickly exp/aining that it is 
next to impossible to repeat a movement exact/y .. .) 

tt is as though a sacred trust is broken or an inviolable right 
infringed avery time events elude our understanding and 
control. 

... Imagine and unchartered planet... the atmosphere is more 
intimate than earth's and we personally affect the weather. 
(Some people run through my installation as though they were 
afraid of getting wet.) 

We seem to be victims of a kind of intellectual materialism. 
Just as we as a society have come to accept the financial 
yardstick as the measure of value, we have accepted logical 
proof (ergo predictability) as the only yardstick for measuring 
truth. 

The computer program, which interprets motion and 
translates it into sound, makes perfect "sense" at the founda­
tion leve/. That leve/ of sense is, however, not complete/y 
accessible through the experience of the piece. ft is obscured 
by ifs own complexity. Any attempt to understand the work 
on/y rational/y is automatically doomed to failure. 

Money and logic are removed from subjective reality and 
therefore can serve as incorruptible media of translation and 
communication. We reduce our lives to functions of the lowest 
common denomimators and in the process, lose contact with 
bath the subjective reality of the individual, and the integrated 
reality of the whole. The active ingredients of life slip through 
our fingers. Ali we have left are facts, and a basic mistrust of 
anything we can't pin dawn. 
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(ft seems that the more intent one is on controlling my 
installation, the less predictab/e the response becomes ... ) 

This "noise" of information becomes nonsense; the 
surprises and accidents multiply. Dazzled and dispirited by the 
impossibility of absolute understanding, we begin to behave ir­
responsibly, paying little attention to the results of our actions. 
Still the mind is tantalized by apparitions of arder. One gets 
not sleep .. . 

(How can 1 be expected to act responsibly if 1 don't know 
what is going to happen?) 

With my computers, cameras and synthesizers, 1 present a 
synthetic reality which can be physically explored. The 
phenomena through which the underlying princip/es of this 
"reality" are articu/ated are the sound events. The phenomena 
are instigated by and related to various aspects of the 
dynamics of the movements of the "explorer". 

Or else we condemn, then ignore reality as a sloppy mani­
festation of eternal and unchanging laws, doubting the 



.. 
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weather instead of the weatherman. (''The Soviets are 
control ling our weather.") 

Though the behaviour of this installation is complex enough 
to resist absolute analytical comprehension, it is integrated 
enough to create a strong though veiled and overa/1 impres­
sion of orderedness and relatedness. 

Absolute prediction and control of very complex situations 
is not possible, and partial control often disastrous. (The 
universe chooses its own ways of returning to equilibrium.) We 
must learn to accept this fact without abdicating from the 
responsibility for the results of our actions. Refining aware­
ness of the ways in which we affect our physical and meta­
physical environments is the only way to avoid increasing the 
apparently chaotic and cataclysmic behavior of the universe. 
(Weather is becoming interactive like acid rain.) 

(Imagine exploring the body of a new lover ... ) 
A certain flexibility is required, an ability to move with grace 

back and forth between informed intell igence and naïve 
perception. 

The question of unpredictability, and the sense of chaotic 
confusion seem to disappear simultaneous/y at the point at 
which one suspends one's disbelief and begins "exp/oring to 
disco ver" rather fhan "exploring to confirm ". 

How does one best function within a situation one cannat 
hope to understand entirely? 

ALAN BOUCH 
TRIODE TANGO 

Triode Tango is an attempt at observing technology as a 
dynamic factor of non-utility. Recognizing that often the end 
result of technology is not a tool of physical function, Triode 
Tango explores the less obvious factors of technological 
impact. This exploration leads from the rudimentary aspect of 
information storage in the form of units resembling cells, to 
conglomerats structures forming a whole organism. 

Technology is a function of human function. With human 
function dispersed through technology, there exists a corre­
sponding shift in perception. Matter in its minute forms 
become synonymous with bits and bytes. Conglomerats units 
function as a whole organism. Information storage has 
become the dominant adaptation strategy in Triode Tango. 
Conglomerate forms lend themselves to functional complexity. 
The result, conglomerate forms conjugate with cells leading to 
increased complexity. Borders between technology and 
biology are blurred, machine is a unit of animal. Biology is 
modified by technology. Technology is generated by biology. 
Triode Tango depicts the single unit and the conglomerate 
unit as a mutual function of biology and technology. This 
recognizes the blurred borders of technology and biology and 
suggests any separation of the two would have to be an 
arbitrary decision, that technology functions beyond append­
age and works on the heart of the organism. 

LAURA KIKAUKA 1 NORMAN WHITE 
TFR 

TFRor Them Fuckin ' Robots, is the result of an artistic 
collaboration between two friends, Laura Kikauka and Norman 
White. lt commemorates five years of intensely shared ravels 
and revelations. 

The work consists of two robots which simply make love. 
The action is both simple and complicated because love­
making is really a complex activity. Cycles within and between 
two beings lock and unlock: heart, gut, lungs, muscles, and 
genitals. 

lt wou Id have been easier for the artists to have made two 

machines which crank away blindly like oil derricks or sewing 
machines, but this would hardly have done justice to hum an 
sex. lnstead, they have tried to endow their machines with the 
ability to sense each other's moods, respond ing more or less 
in kind- sometimes leading, sometimes following, sorn e­
times both lost in frenzy or daydream. 

To ensure that the two partners come together as individu­
ais, born of different backgrounds and inclinations, Laura and 
Norman built their respective machines separately and without 
consulting each ether. They agreed upon only a few funda­
mental guidelines: 

(1) that both sculptures were to approximate full hum an 
scale; 

(2) that Laura would build the female, and Norman the 
male; and 

(3) that they wou Id use a certain two-part electro­
mechancal deviee to represent the sex organs. 

Created in separation, the two robots also have separate 
"lives": they plug into the wall separately and have no wires 
crossing between them. At best, each machine can only 
guess the other's current state of arousal. And yet, of course, 
TFR aspires to be a single sculpture. The underlying dual ity 
only heightens the importance of th at oneness. 

NELL TENHAAF 
GRAMATICA 

Gramatica is an installation composed of two slide projec­
tions with a voice-over. ln one corner of the room is sus­
pended a 6' x 8' fabric screen, on which appears a si ide­
dissolve sequence. On an opposite wall, a single slide 
illuminates a tableau depicting the allegorical figure 
Gramatica. or "Grammar as a memory image". 

The slides in the dissolve sequence show several rooms in 
a house reconstructed by means of a three-dimensional 
computer animation program, simulating movement into and 
through the space of the house. lt appears transparent, a 
green wire-frame against black background. This computer 
drawing was constructed from the plans for a house designed 
by the philosopher Ludwig Wittgenstein for his sister in the 
1920s. 
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The projection sequence also includes a slide of a f igure 
captioned "Human image on a memory locus". This illustration 
suggests that the architectural modal can be viewed as a 
memory space. lt .is taken from the same source as 
Gramatica, that is, a sixteenth century treatise on the "Art of 
Memory" called the Congestorium Artificiose Memorie of 
Johannes Romberch. 

The third and final element is a photograph of Wittgenste in 
with sorne of the schoolchildren he taught in a sm ali Austrian 
village in the early 1920s. The cycle of the projection is 12 
minutes. 

ln the installation, symbolic systems shift and coll ide in 
several different ways. The house that is explored as an 
intangible three-dimensional madel is as cool and precise as 
Wittgenstein's philosophy. ln contrast, the photograph of 
Wittgenstein with his schoolchildren is a very human point of 
entry for the viewer. The voice-over narration tells of 
Wittgenstein's unsuccessful plan to adopt one of his brighter 
male students to provide him with the improved social status 
offered by education. The viewer's disembodied movement 
through the house thus becomes a metaphor for the attempt 
to come to terms with tightly structured and hegemonie 
systems of knowledge, which are both seductive and exclu­
sive. Wittgenstein's own struggle with fixed ideas is evident in 



his proposit ions about language games, in which the empha­
sis sh ifts from essence or truth to the everyday flux of gram­
mar. 

The Gramatica tableau proposes an analogous shift in 
point of view. lt proposes a concept of language that appears 
to us as bath arcane and magical. Gramatica is surrounded by 
abjects and animais that compose her ''visual alphabet", 
decipherable only to the initiated, suggesting an alternative 
kind of knowledge. As an ensemble, the elements in the 
installation extend the language metaphor to address the 
question -who contrais the important shifts in knowledge 
within a patriarchal context? Gramatica embodies the myster­
ies of language th at were, in her ti me, threatened by the de­
ritualized coding of print technology. This pre-print image can 
also be taken as a post-print allegory for a new way of 
conceptualizing memory and language. The model of the 
house represents a mode of conceptualizing that can be 
called a virtual memory space. lt offers a simulated perceptual 
experience with its own internally ordered logic, implying 
mathematical rigor even as it den ies the possibility for any real 
or absolute reference point. lt describes a shifting, multiple 
language that is guided by the absence of any dominant point 
of view. What emerges is that post-print technologies contain 
their own interpretive ru les, to be integrated with those we 
already know. 

MARSHALORE 
EXPRESSIONISM 

After a production hiatus of severa! years, Marshalore is 
presenting the second in a series of video installations. The 
first, Album, was presented as part of Video 84, the interna­
tional video conference held in Montreal. Working with three 
people- Rene Blou in, Kate Craig and John Plant- three 
distinct videos of video personages, were created as the 
participants talked about their lives and their identities. A 
random computer programme served to orchestrate the 
monologue, dialogue, or conversation ; synchronicity unfolding 
as one tape started the instant another stopped, frozen; a 
shifting, flowing human montage. 

ln this second piace, Expressionism, a single video 
chronicles the movement of the same participants. lt is 
juxtaposed with a video of a random graphie programme: 
small coloured dots slowly fi li the screen forming rauschach, 
pointillist abstractions. Like in Album, the installation itsetf is 
informai and reminiscent of home. The ensemble creates 
layers of shifting passage through which we, the viewers, 
weave the intentional and the random. 

Expressionism 

"an artistic and literary movement originating in Germany at 
the beginning of the 20th century, which sought to express 
emotions rather than to represent external reality .. ." 
- Collins Dictionary 

"a theory or practice in art of seeking to depict not objective 
reality but the subjective emotions and responses that 
abjects and events arouse." - Webster's 

expressionnisme 

''tendance .. . qui s'attache à l'intensité de l'expression. 
//Caractère d'intensité et de singularité expressives .. ." 
-Larousse 

"sur le plan technique, l'expressionnisme évdua sans 
perdre son principe: une vision subjcative du monde .. ." 
Sadoul , - Petit Robert 

TOM SHERMAN 
EQUIDISTANT RELATIONSHIPS 

The title of my piece is Equidistant Relationships. ln my 
ongoing investigation of persan-machine relationsh ips 1 have 
been struck by the way these relationships have consistently 
distanced the individual from society in a number of ways. 
Whenever there is a formai representation of a persan­
machine relationship, the representation renders the pert inent 
information to be equally distant from the observer (the 
audience). With format technology, the video playback 
equipment (or computer, film or slide screen), being standard­
ized, puts the audience in a comfortably distant position . While 
video technology has an immediate, relatively fresh presence 
as a generic information source, there is still too great a 
distance for an adequate involvement by participating observ­
ers. As an artist, 1 have been disappointed by this distancing 
effect. 

As computer technology has offered the potential for inter­
activity, a number of artists have moved towards the produc­
tion of artworks which offer limited, direct involvement by the 
audience. ln essence, this is an attempt to eliminate the 
distance at the moment of representation. Artists, as they 
represent their own involvement with media technology, try to 
shorten the response-time for the audience to the ir technol­
ogy-mediated work. 

1 have tried recently to close this gap through experimenta­
tion with first persan narratives- 1 have begun to focus on 
my relationships with technology by speaking and provid ing 
images to the machine itsetf. For the moment 1 have stopped 
trying to contact an audience through the machine. The 
audience seems much better equipped to look into the 
relationship from the position of the machine itsetf. 

ln "Exclusive Memory (1987)", 1 spaak and provide images 
to a machine -a computer-based, video-sensing robotic 
entity of my own creation. The audience viewing this relation­
ship observes me providing an experience-transfer to my 
machine in a conversational monologue. My machine can 
apparently understand naturallanguage in real time, although 
so far it has remained passive. Passivity is of course a 
characteristic of the video viewing experience. Viewers of 
"Exclusive Memory (1987)", originally a six-hour monologue 
with my machine, find themselves in a rather direct, intimate 
relationship with me, because 1 do not try to reach an intelli­
gent audience through a machine, but in this case, a video/ 
audio recorder. 
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The work Equidistant Relationships in this exhibition builds 
on my initial narrative deviee in two ways. First, 1 have 
recorded a second session of conversational monologues, this 
time involving other individuals in the input process. Second, 
there is a response from the machine. The machine entity 
does not return speech in my naturallanguage, but it makes 
choices and performs within the parameters of its own 
particular "behaviorial" limitations. 1 have constructed this 
response by recording machine vision at the Robotics 
Laboratory of the National Research Cou neil in Ottawa. This 
machine response is a simulated machine-determined visu al 
'monologue'. ln other words, 1 have constructed a second 
video track which represents the machine's response to 
hu man input. The combination of these parallel monologues 
will offerthe audience of this installation a dual channel 
message or confrontation which 1 hope willlead to a new 
understanding of persan-machine relationships. 

'. 
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ARTIST BIOGRAPHIES 
ALAN BOUCH 

Alan Bouch was born in Winn ipeg in 1959. He received his 
B.F.A. from the Univers ity of Manitoba and studied Techno­
log ical Stud ies at the Ontario College of Art in 1985. He lives 
and exhibits in Winn ipeg, where he has set up his own 
holography stud io. 

DIANA BURGOYNE 
Diana Burgoyne was originally from Calgary. She received 

her B.F.A. at the University of Victoria and obtained an M.F.A. 
from UCLA. She has exhibited and performed across Canada 
and in the USA. Most recently she exhibited in Machinations, 
a show travell ing throughout Quebec. ln the fall she will be an 
"Arti st in Residence" at the "Exploritorium" in San Francisco. 

GERHARD GEHRMANN 
Gerhard Gehrmann attended Steinbach Regional Secon­

dary School in Manitoba and graduated from the University of 
Manitoba with a B.F.A. (Honours). He has extensive experi­
ence in ali aspects of video production and has produced 
nu merous independant videos, including What's This Ali 
About, produced in collaboration with Chris Hawkes, which 
was selected for screening at lmagesBB, showcase of recent 
independant Canadian film and video, at Factory Theatre, 
Toronto in 1988. 

JUAN GOMEZ-PERALES 
Juan Gomez-Perales was born in Madrid, Spain in 1957. 

He currently lives in Montreal, Quebec, where he is an 
Ass istant Professer in the Sculpture Department at Concordia 
University . He has a B.E.S.(Arch.) and a B.F.A. (Hans.) from 
the University of Manitoba and a M.F.A. from the University of 
Victoria. He has exhibited widely throughout Canada and 
elsewhere, including the National Museum of Art in Lima, 
Peru. 

CHRIS HAWKES 
Chris Hawkes is a graduate of Pierre Radisson Collegiate 

in Winn ipeg. She has a B.A. in Art History from the University 
of Winn ipeg and a B.F.A. (Honours) with First Class Honours 
from the University of Manitoba. She has also studied 
Advertising Art and has worked as a free-lance Graphie 
Designer and for the Canadian Government. Her extensive 
experience in video production includes What's This Al/ About, 
produced in collaboration with Gerhard Gehrmann, which was 
selected for screening at lmagesBB, showcase of recent 
independant Canadian film and video, at Factory Theatre, 
Toronto in 1988. She is also a co-ordinator, technical advisor 
and instructor for W.A.I.V. (Women Artists in Video). 

LAURA KIKAUKA 
Laura Kikauka was born 1963 in Hamilton, Ontario. Rrrrg ... 

she dislikes traditional biographies, but knows they serve a 
practical purpose. From 1966-1980 she lived in Burlington, 
Ontario, her father (an artist) and mother (philosopher-cook) 
were a strong influence on her. They claim that they did NOT 
steer her into the arts. lnstead, they gave her the advice "Do 
it, only if yeu can not help it!". She had her first solo exhibit of 
drawings and paintings at the age of 12. She undertook 
studies at the Art Gallery of Ontario as part of the Scholarship 
Program from 1979-80. ln 1981 she was accepted into the 
Ontario College of Art (Photo-Eiectric Department) as an 
"advanced standing" student. On graduation, in 19&4, she 
received the Lieutenant Governor's Medal, Joan Chalmer's 

Scholarship, and the Toronto Star Award. Kikauka has shawn 
her work internationally and travelled throughout North 
America, Europe and Africa. She currently divides her ti me 
between workshops in the city of Toronto and in the country, 
near Markdale. 

MARSHALORE 
Marshalore is a cross-disciplinary artist living in Montreal. 

She studied at the Art Students' League in New York and is 
currently at the Universite de Montreal. ln the 1970s she was 
active in the artist-run milieu in Quebec and the rest of 
Canada: member-director of Vehicule Art, co-founder of 
Vehicule Press and PRIM video. Her writings have appeared 
in such diverse publications as Parachute, Musics and lnsight, 
the poetry anthology. Her video and audio tapes, installations 
and performances have been presented throughout Europe, 
North America and Japan. 

DAVID ROKEBY 
David Rokeby was born in Tillsonburg, Ontario in 1960. He 

graduated from Ridley College as Head Boy in 1978 and 
completed one year at Trinity Collage, University of Toronto, in 
philosophy and visual art. He graduated from the Ontario 
Collage of Art in 1964. He has since exhibited and participated 
in performances throughout Canada and in Europe and the 
United States, most recently at the Festival des Arts Elec­
tronique in Rennes, France and at the Centre George 
Pompidou in Paris. 
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TOM SHERMAN 
Tom Sherman was born in 1947. He currently lives and 

works in Ottawa, Ontario. He received a B.F.A. from Eastern 
Michigan University, Ypsilanti , Michigan in 1969. He has been 
active as a video artist, writer, lecturer, arts consultant and 
curator since 1971 . His work is represented in collections 
throughout Canada, including the National Gallery of Canada. 
He has exhibited throughout North America and Europe and 
has written for such diverse publications as Parachute, LAMP 
Media Journal and Journal for the Communication of Ad­
vanced Television Studies (London, England). 

NELL TENHAAF 
Born in 1951 in Oshawa, Ontario, she currently lives and 

works in Montreal, Quebec. She received a B.F.A. in 1974 
and will receive an M.F.A. in 1989 from Concordia University, 
Montreal. Tenhaaf has exhibited in solo and group exhibitions 
in many cities across Canada since 1979. She worked as an 
arts administrator at Powerhouse Gallery, Montreal, 1977-
1983, represented Quebec in ANNPAC/RACA, 1981-83 and is 
on the Board of Directors of Artexte Information Centre, 
Montreal. She is a part-time teacher at Concordia Univers ity 
and has written articles and reviews for severa! Canadian art 
publications. 

NORMAN T. WHITE 
Born in Texas, U.S.A. in 1938, Norman White spent most 

of his early childhood in and around Boston, Massachusetts. 
His early interests included drawing~ fishing and experiment­
ing with his chemistry set. He also liked devising and breaking 
codes. 

From 1955 to 1959, he attended Harvard Collage, majoring 
in Biology, with the initial intention of becoming a fisheries 
biologist. By graduation, however, he had decided he was 
better suited to the challenges of art than those of applied 
science. He moved to New York City, travelled extensively in 
the Middle East and settled later in London, England. ln 1967 



White moved ta Toronto. ln 1969, he exhibited his first major 
electronic work, First Tighten Up on the Drums, at an Experi­
ments in Art and Technology (EAT) exhibition in New York 
entitled Some More Beginnings. 

ln 1975, he designed and installed a large light mural 
( Splish Splash Two) for the Canadian Broadcasting 
Corporation's new offices in Vancouver, British Columbia. His 
work has been exhibited throughout Canada, the United 
States, Great Britain, Germany, Switzerland and France. 
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FINAL EXHIBITION CATALOGUE INFORMATION 

Due to the nature of the work in this exh ibition, it was not 
possible to produce the formai exhibit ion catalogue prier to the 
installation of the works , as it was deemed essential to 
photograph the actual installations. The final pub licat ion will 
be 48 pages with 9 pages of colour photographs of the work 
exhibited, along with curatorial, background and historical 
material developed out of this preliminary publi.c.at ion . 

Orders may be placed in advance for the catalogue at a pre­
publication discount by complet ing the form on this page and 
mailing it, along with a cheque or money order for the appro­
priate amount to : 

Gallery One One One 
School of Art 
University of Manitoba 
Winnipeg, Manitoba 
R3T 2N2 

Orders received prier to the April 15 closing date for part three 
of the exhibition will be eligible for a 25% discount on the 
purchase priee. The catalogue will be mailed to you immedi­
ately upon printing. 

The final catalogue will include a computer floppy disk with 
additional bibliographical, biographical and historical informa­
tion , along with writings and ether material by the artists in the 
BEYOND ELECTRON/CS exhibition in standard text for m. 

The following disk formats are available: 

-IBM 1 MS DOS- 5 1/4" double sided, double density (360k) 
- CPIM 80 - 8" single sided standard format 
-AMIGA500 
-APPLE][ c 
-APPLE][ e 

Other formats can be made available by special request. 

-MACINTOSH- 3 1/2" format is available at an additional 
charge of $2.50 to caver the higher cast of the disk. 

PLEASE PRINT OR TYPE 

OROER FORM 
YES, 1 WOULD LIKE TO TAKE ADVANTAGE OF THE PRE-PRODUCTION DISCOUNT FOR 

THE BEYOND ELECTRON/CS EXHIBITION CATALOGUE. 

Disk format: (lndicate quantity of each desired. Sarry, only one choice for each catalogue ordered) 

0 CP/M 80 - 8" single sided standard format 0 AMIGA 500 0 APPLE][ c 0 APPLE]( e 

0 IBM 1 MS DOS - 5 1/4" double sided, double density (360k) 0 MACINTOSH- 3 1/2" format ($2.50 additional) 

Other formats can be made avallable by special request. 

Other format desired : --------------

Name 

Address 

City Province 

Country Postal Code 

0 BEYOND ELECTRONICS catalogues @ $8 ea.IL_ __ __, 
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Additional charge for 3 1/2" disks $2.50 ea. 

SUBTOTAL 

LESS 25% for pre-publication arder 

TOTAL after discount 

(Piease enclose a cheque or money order payable to Gallery One One One, 
School of Art, University of Manitoba, Winnipeg Canada R3T 2N2) 
No mailing or handling clnarges will be applied. 
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