CCCCCCCCCCCCCC




content. ..

"#$%H%I&&&&' ()*+()',- & &&EEEEEEEEEZEEEEZEEEEZEEEEZEZEEEREE R EEEE&&Y0/0
11#12#%!1&&&&34()5+(*6(76)849:)9;)<*+64 & & E&EEEEEEEEEEEEEEEEEEE&&" /=

I>H%1#%!&&&&?*+67)9@)*)A9-(&&EEEEEEEEEEEEEEEEEEEEEEEEEEEEEERE>S
%!1#%$#%!&&&&34()3BC9-9DB)*;.)39CID+*C4B&&E K& EZEEEEZEEEEZEEEE&E&EE&& Y02/ %!
— %%#%$#%! &&&E&F*G*-H* (& & &&&EEEEEEEEEEEEEEEEEEEEREREEEEEEEEEEE

106#1=#%%&&&&3(;7,9;1)1,76% H(&) ?+(7(H(LEEEEEEEEEEEEEEEEEEEES VOISO
1$#%%#%%&&&&K.)L; @, ;,6MNEZEEEEEEEEEEEEEEEEEEEEEEEEEEEEEEEEEES
12#%=#%%&&&&KT),@)BIM)76,--)7((),6).;) @+9;6)9 @) BIMEEL L& & &&&&&S>I2$

1"H#$%#%! & &&&OC)*;.)KEINP)QI+6B/Q,G()AM;.+(.647)9@)*;)L;HA&&&22/20
I>#%1#%!&&&&11")R,;D)86&)'(76&&&&EELEELEEEELELEELELELELLLLLLLRLRRL’2" I2E

to the second of » XPACEOs annual anthology of exhibition essays, interviews — %% #%$H%!&&&&S..7)*;.)<;6+,(7T&&&EEEEEEEEEEEEEEEEEEEEEEEEEEEEE21/0!
and support material. This pt ' over twenty programmed for our five unique 1%#!=#% % &&&ET(*TM+(7&&&&&EEEEEEEEEEEEEEEEEEEEEEEEEEEEEEEEEEEE!
spaces between May2010 and March2011. VOLUME is our opportunity to share the discourse and critique 1$#%%#% % &&&&K+6, @, H(&&&E&EEEELEELEELEELEELEELEEEEEELRELREEE
offered by student and emerging artists, peers, and curators in support of or in response to these
I$#$"#%%&&E&EFBH-(&&&&&&E&EEEEEEEEEEEEEEEEEEEEREEEEEEEEEEEEEEE
XPACE Cuitural Cenfiee is a non-profit organization dedicated to emerging art and d esign. Our goal is to
bridge students with their established counterparts through experimental programming that cultivates
public dialogue. This allows for a dynamic art space that questions and re-evaluates the cultural and artistic L %%#%$#%! &&&&3(H4; HI-9+)J+(*NUIVEEE&LEELEEEEEEEEELEEEEEEEEEEEEOL/
expectations of visual language. XPXRECE is a membership-driven organization supported by the OCADU 1%6#I=#% % &&&EEK  HA9+8 & EEEEEEEEEEEEEEEEEEEEELELEEEEEEEEEEEEEEEEES
Student Union and OCADU students 12#%=#%%&&&&EKUB778&&&8&&8&&8&&EEEEEEEEEEEEEEEEEEEEEEEEEEEEESEE!
11#1$#%!&&&&549761)D49761)DA976& & &&E&EEEEEEEEEEEEEEEEEEEEEEEEEEEE""
XPACE Cultural Centre aknowledges the gracious support of the OCADU Student Union, Ontario Arts I>#%1#%!&&&&84+,;()9@)64()F9;6(76)",;;(+&&&&EEEEEEELEELEEEEEKEEEE E
Council, Toronto Arts Council, Cultural Human Resources Council, and Canada Summer Jobs. Yol #I>H%1&&&&3A()L--MN,;*6( ) AMTWEEE &L ELEEELELEEEEELEEEELEELLEEEEE ]

1$#%%#%%&&&ES5, @6:9+W78&&&EEEEEEEEEEEEEEEEEEEEEEEEEEEEEEEEEEESE

ISHISH%!&&&EX(D*6,G()Y (*-,6B&EEEEEZEEEEZEEEZEEEEEEEELEEEELEEEEREEERE >
1%#1=#%%&&&&Z(*M6B)[M((; &&&&&EEEEZEEEEZEEEEZEZEEEEZEEEEZEEEZEEEZEEESE
1$5#%%#%% & & & E&\(@D 6 & EEEEEEEEZEEEEEZEEEEZEEEEZEEEEZEEEEZEEEEZEEEEEE L’
12#%=#%%&&&&Q,-6(+]Z-M+]KG(+*D(&&&&EE&EEEEEEEEEEZEEEEZEEERZEEEREESE

12#%=#%%&&&&&34()0;6,6-(.)3+,-9DB&&&E&&EEEEEEEEEEEEEEEEEEEEEEEKEREE!

C>U§ E{] Q”EE :&VCH(&,: @9 og%d



» WILD

We Are Wild: Distortions of the wilderness in the social psyche
Shelby Richardson, Curator

Meryl McMaster /
Darren Rigo /

Shelby Richardson - Curator

Photography is an essential medium in the investigation of the existing individual; an individ-
ual constructed of fragments, immersed in a state of representational ambiguity. The anxiety
of the human subject in the post-industrialist age is still pertinent as urbanity  continually
threatens our relationship with the natural world.

The artists in We Are Wild continue to explore the alienation of the individual, investigating
the fractured self in a society where one is increasingly estranged from nature. Interest in the
world of the natural and pastoral is stimulated by globalization and the technological
advancements that surround society.* The process of understanding, capturing and evolving
are inherent values in this photographic work. Romanticized explorations of this connection
can be found in many of the photographs, though the artists pursue a newly cultivated
examination of the romantic. They occupy an idealized wilderness that has become
personalized and constructed into exclusive representations; what we see is the artist within
their individualized environment.

Y...explore the alienation of the individual, investigating
the fractured self in a society where one is increasingly
estranged from nature. 7

The idea of wilderness, especially in the Canadian psyche, is intertwined with the myth of an
untouched landscape; one separated from the world we engage with on a daily basis.? As
these artists investigate their own personalized renditions of the land and wilderness, they
ERWK VWLPXODWH DQG GLVVROYH P\WKV RI $PHULFD:-V QRUW

%UHQGDQ *HRUJH .R:V SKRWRJUDSKV H[SORUH WKH OLQNV
ODQGVFDSH H[DPLQLQJ KRZ WKHVH IDFWRUV IXVH DQG DFW|
LPDJLQDWLRQ .R:V LQVWDOODWLRQ 7KH 0DQ :KR 'LVDSS|
impalpable vision of memory and discovery. Nathan Cyprys' work takes on a performative
dependence within nature. The landscape provides the framework through which the artist

explores their mutually ephemeral existence.®> The works by Ko and Cyprys ask us to look

and listen to these configurations, amalgamating our visions and memories of the natural

with these mythic fabrications.

Myths of the untouched wilderness negate our human dependence on such an environment,
denying our need for sustenance and the ability to survive. Human interaction with the
landscape is something that is often denied by mainstream
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depictions associated with the wilderness, fraudulent images that feed the growing

psychological consumerism of the landscape.* 6KHUUL 'DZVRQ:V LPDJHV RI WKH 1LDJDUD
HVFDUSPHQW DQG KHU IDPLO\-V TXDUU\ Rl OLPHVWRQH LQ +DPLOWRQ HPERG\ DFWV Rl LQWHUYHQWLRQ DQG
UHOLDQFH ,PDJHV RI MXWWLQJ VWRQH DQG URFN PHGLDWH EHWZHHQ SHUVRQDO IRUPDWLRQV RI PHPRULHV D(
WKH PDVV LPDJLQDWLRQ RI WRGD\ V 1RUWK $PHULFDQ VRFLHW\

6XFK D GLVUXSWLRQ RI RXU FRQWHPSRUDU\ LGHDOV RI WKH QDWXUDO ZRUOG LV DOVR YLVLEOH LQ WKH GLVPI
and romanticized photographs of Darren Rigo. Rigo constructs images that derail our sense of the

Romantic landscape, merging human interference with natural production. By placing stones,

PDQHXYHULQJ WUHH EUDQFKHYV RU FUHDWLQJ EULFN VWUXFWXUHYV ZLWKLQ WKH QRUWKHUQ &DQDGLDQ ODQG
Rigo disrupts the 18th century saccharine landscape with 21st century constructions of human

interposition.

Interruption and filtration are other methods of locating the wilderness within a contemporary ~g
FRQWH[W 'LDQQH '‘DYLV GLVWRUWV WKH QDWXUDO IRUPDWLRQV RI WK IRUHVW ODQGVFDSH E\ REVFXULQJ W
ZLWK WUDQVOXFHQW WH[WLOHV 5HPRYLQJ QDWXUDO IRUPDWLRQV UHﬁ‘kQ}s}VqXV RQFH DJDLQ Rl WKH FXUUHQW G

-
&DQDGLDQ LGHQWLW\ LV LQH[WULFDEO\ OLQNH G R natR@NsX P H U LV W, QR W V Rl WKH ZLOGHUQHVV
) / HAPRQVWUDWHV WKH PDQXIDFWXUHG
OLQN EHWZHHQ UXUDO &DQDGD DQG WdealizatldHaskirésRi@iBisdnte® O DQ G Vi :
us from reality and our true identities. This form of detachment is what artists such as Meryl
OFODVWHU DUH WU\LQJ WR UHKDELOLWDWH LQ WKHLU ZRUN OFO >
DO KHULWDJH WKURXJK KHU H[SHULHQFHV ZLWK QDWXUH Fl ,HD
al recogniton® 7KH SODFHPHQW RI LGHQWLW\ ZLWKLQ DQ DOOH
* negotiate their own identity as it relates to current manifestations of wilderness.

DW UHIOHFW DPELJXLW\ DQG H
H SXVKHV WKH YLHZHU WR

.‘BU'EDQLVP FDXVHV XV WR ORVH D VHQVH RI FRQQHFWL BRI\ P ] 'QQH'FWLRQ WKDW JRHV EH\RQG
VXSHUILFLDO QRWLRQV R1 1TWKH JUHDW RXWGRRUV - ; i 1OWLWLHV DV SURGXFWV RI LQWHUGHSHQG
EXVWULDOL]DWLRQ 7KH DUWLVWV LQ :H
VQ,YHQWLRQV Rl WKDW ODQGVFDSH

‘XE6‘LFDWLRQ i
-RkQ

: “GK‘ﬁ}Z :lDQF\ ‘6LWLQJI WKH
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The Greatest Show on Earth!
Jennie Suddick

OAIll were considered equal during carnival. Here, in the town square, a
special form of free and familiar contact reigned among people who were

usually divided by the barriers of taste, property, profession, and ageO
- Mikhail Bakhtin

OThe Greatest Show on Earth!O is an exploration of the carnivalesque and its
subsequent subcultures. The artists celebrate the unique aesthetics and
assertions of carnivals, circuses, fairs and parades and explore how ideas
born out of these uniquely rebellious celebrations manifest themselves in
contemporary life.

Since the carnivalesque creates a space where one can revel in the frivolity
of life, it is seen as a space where those who feel out of place in normative
culture can celebrate separating themselves from the mundane, finding a
place of belonging free from restrictions. It revolves around the creation of
an alternate collectivity. It is these collective desires that cause a momentary

UHOHDVH IURP VRFLHW\'V PRUH FRQVHUYDWLYH F R @aitgteiavision@ndwals. Mediam emulptesR form of spectacle that is becoming

collectivity, individuals cease to perform according to conventional social
roles. Individuals are transformed through costume and mask, being
permitted to exchange bodies and be renewed. Here, the seriousness of

fRIILFLDO- FXOWXUH LV GLVUHJDUGHG DQG WKH JURWWIClTIzaks &t theshapping qestreias aigemigalewirgnment for negotiating social

pop culture flourish through wit and frenzy.

The carnivalesque ideology of subversion has been apparent in many
cultural phenomena, both in contemporary culture and historically. For
instance, camp embodies the parody and frivolous nature of the
carnivalesque. Camp has used devices of the carnivalesque as a subcul-
WXUH:V FU\ DJDLQVW VRFLDO QRUPV O0XFK
costumes and focus on pleasure, camp celebrates the outlandish, the
H[DJJHUDWHG DQG DQ\WKLQJ RI fEDG WDVWH -
devises such as sexual innuendoes, caricature and irony.

Over time, the carnivalesque has become more and more implicated into
the mainstream. The complicated structure of maintaining opposition while
being more widely recognized has offered questions on how something can
transgress a structure that now incorporates its existence. Today, the
carnivalesque can be seen in street theater, reality television, competitive
eating, pro-wrestling, beauty pageants, and other facets of spectacle in
popular culture. Just as annual carnivals have spurned permanent theme
parks, many resources for unlimited access to carnivalesque fantasy worlds

now exist. Even the over the top style of celebrity was once uniquely embraced by O 7 " 02 " 1 O

the camp subculture is now utilized by mass culture, as currently epitomized by

/IDG\ *DJD DQG KHU LGHD RI WKH fIDPH PRQVWHU: 7KH WHUP FUHGLWHG WR WKH
describes an individual that obsessively concentrates on the extravagant aspects

of life, living in a luxury driven consumer world where Lady Gaga herself is a new

commodity. Lady Gaga is a result of how the notion of pop celebrity has amplified

over the years through a lineage that includes David Bowie, The New York Dolls

and Madonna. Thus, she functions as an over-the-top icon of glam, an embodi-

ment of unrestrained excess, which includes embracing the grotesque.

7KH FDUQLYDOHVTXH:-V LQKHUHQW VXEYHUVLYHQHVV XQGRXEWHGO\ FRQWLQXHYV
changing dynamic as it continues to be noticeable in mainstream popular culture

at a growing rate. Its growing recognition has not negated the demand for it, even — _
though its origins are rooted in a rejection of conventional acceptance. Perhaps ¥ !
WKLV LV HYLGHQFH WKDW WKH FDUQLYDOHVTXH:V Gr! W KU
concept of collectivity, one that bonds together those who bring forward and v
celebrate the instances of the carnivalesque within everyday life.

VIf one were to don these masks, they would
obtain a new identity, one that celebrates the
absurd and flawed, elevating it to a celebrity
status. 7

Each artist in this exhibition has reacted to questions of how the carnivalesque [
functions today, many having reflected on their own experiences and surround-
LQJV GUDZLQJ FRQQHFWLRQV WR WKH FDUQLYDOH

-V KLVWRULFDO SUHVHQF

Amanda Nedham has drawn from two seemingly diverse contemporary sources:
PRUH DQG PRUH SUHYDOHQW RQ WHOHYLVLRQ LQ
ment, through presenting the viewer with the spectacle of a moment of a vicious
attack. On display is an epic battle contained in a paradoxically playful artifact,

identity. Using the familiar form of a mall-ride, she has depicted her reflections of a
self-cannibalizing dichotomy of Canadian identity today, shown through the ride
having two conflicting heads, one of an iconic Canadian Goose and one of a
predatory German Sheppard.

$OGR 3DULVH:V $OGR V :RQGHUODQG LV D UHFUHD Q RI WKH EDVHPHQW RI W

OLNH D hamp.Ulkplatiss bimeelf Hqund basenp dispiay in the gallery, is a manifestation of

how the carnivalesque has developed over history to be adapted into ones

7KLV R lexesydayllit thoughcapcessibility Eqy yeats/heg hesibeen passionately and obses-

sively creating his own roller coaster designs as well as spending his vacations
traveling to as many amusement parks as he can, with the hopes of experiencing
PDQ\ UROOHUFRDVWHU GHVLJQV DQG IHDWXUHYV KHQ QRW XVLQJ KLV WLPH RII
international theme parks, he has worked in them, at one point performing as the

FKDUDFWHU PDVFRW 3DWULFN IURP 6SRQJH%RE 6TXDUH3DQWY DW &DQDGD-V :RQC
Additionally, Aldo has gained some fame as the drag persona Aldonna, a celebra-

WLRQ DQRWKHU RQH RI KLV REVHVVLRQV WKH FDPS ,GRO ODGRQQD 3DULVH:-V
incarnations allow us to glimpse at an earnest devotion to the carnivalesque, one
that celebrates its influence in the formation of the contemporary mainstream.

photo credits here, Helvetica in grey size 8




Brett Despotivich employs the significant carnival object, the mask. The masks he has made would transform the
wearer into versions of natural rarities, characters similar to those you would have found in traditional circus
sideshows. His combination of traditional carnivalesque imagery and modern beauty materials pokes fun at over
the top contemporary displays of glamour and celebrity.

Carolyn Tripp reflects on circus traditions of the costume and the menagerie, focusing on their desire to showcase
all things exotic. From this investigation, Tripp has created new species of animals for her collection of trophy
heads on mounts, which present a hypothetical reality where humans have developed a fetish for these new
creatures, which have seemingly been created out of the desire to simultaneously flaunt nature and defy it.

Margaret Saliba has found that her knitting material of choice, balloons, have a very tactile nature that carries an
array of subtle notes of nostalgic memories of circuses, clowns and fairs. Even when given a new form, the
material is a universal symbol that cannot be separated from these associations. Saliba has turned their bright
colours and unique texture into costumes for a contemporary circus, where, even with minimal embellishments,
carry the history of the circus.

photo credits here, Helvetica in grey size 8

Pierre Durrette images depict one world that encompasses the vast history of the carnivalesque. Figures from
various time-periods and cultures create contemporary scenes of frenzy and spectacle. Parade 11 depicts a scene
that plays out as a surreal version of a parade, an image that could be associated with both celebration and
unfortunate historical events, here specifically being the assassination of John F. Kennedy. This coupling reveals the
UROH RI WKH FDUQLYDOHVTXH LQ WRGD\-V VRFLHW\ HPEUDFLQJ LWV IULYRORXYV |

With Camp #1: Camps of Autonomy Alexis Mitchell has created a performative video art piece looking at
contemporary, progressive Jewish politics through the queering of traditional Purim celebrations. Mitchell says she
focuses on the long history of carnival and drag traditions associated with Purim celebrations, as well as the
insurgence of a queer politic or progressive sensibility in the reclamation of this Jewish folklore. To Mitchell, this
important part of Jewish culture brings for an important discourse that should be looked at to open a dialogue of the
Isreal/Palenstine situation.

Though the carnivalesque may no longer use its rebellious nature to remain completely separate from the
mainstream, it has been presented in this exhibition that it does not lack its radical potency. Rather, it now functions
through self- reflection, creating a new breeding ground for social identities and tactics that reflect on both current
conditions and deviating histories.




RPARTS OF A HOLE

A Look at the Aesthete (after being caught in a bad romance)
Derek Liddington, Director - XPACE Cultural Centre

Before | begin, | feel | must confess, | am a romantic. Let me re-confess,
| am a hopeless romantic. In my studio | sit and stare, pondering the
abstract thoughts that in turn enlighten my practice as an artist and curator.
My relationship to these thoughts and histories is one of ambivalence.
These are, of course, my own sensibilities as an artist, and it is not my
intent to self-identify with the artists participating in the exhibition Parts of a
Hole. Contrary, | am interested in the shift that takes place within a younger
generation of artists, who use methods of borrowing and appropriation as
D VHDUFK IRU fEHDXW\-:
the relationship between ambivalence and aesthetics in the work of Liam
Crockard, Georgia Dickie, Jesse B. Harris, Abby McGuane, Tibi Tibi
Neuspiel and Sara Cwynar, Aleksander Hardashnakov, Ben Schumacher,
and Hugh Scott-Douglas.

YEwhere materials are not
products or objects histories

RU WKHRULHV

UDWKHU

forms from which artists can

superimpose their
aesthetic inclination.

JRU WKH SXUSRVHV RI P\ LQYHVWLJDWLRQ

4

own

, ZLOO H[DPLQH

Liam Crockard /
Georgia Dickie /
Jesse B. Harris /
Aleksander Hardashnakov /

Abby McGuane /

Ben Schumacher /

Hugh Scott-Douglas /

Tibi Tibi Neuspiel and Sara Cwynar

09.17.10

In the early 20th century, artists struggled with the physically changing
landscape, the development of urbanism, and the growth of an art-connois-

seurship that appreciated the spectacle of the everyday. Enter Marcel
Duchamp. | bring up Duchamp as the most influential art figure in the

history of Contemporary art (arguable, but not really). His simple position-

ing of a urinal, shovel, and bottle-rack (I could go on but | closed my wikipe-

dia page) in the white-cubed gallery sent the art world spinning. With this
humorous, if not antagonistic gesture, an idea was planted; artists could

not only represent, but re-contextualize objects. The repercussions of this

idea would reverberate in the works of artists for the next hundred years.

What followed was a series of movements that looked to challenge the
VRFLDO SROLWLFDO DQG DHVWKHWLF FRQGLWLRQ
DOLVP 'DGDLVP &RQVWUXFWLYLVP )DXYLVP
Conceptualism, and Deathofpaintingism(?). In amongst contemporary
DUW-V SDVVLQJ LVPV ZDV WKH DUULYDO RI 3RVWP
WKDW IROORZHG DOORZHG DUWLVWY GXULQJ WKH
their own aesthetics, out of which came works that were as cyclical,
reflective, and self-referential as the popular culture that surrounded them.

The after-effects of Postmodernism left artists sitting at their Gmail,
<RX7XEH DQG )DFHERRN SHUKDSV VROHPQ SHUKI
hypnosis.

If there is nothing left, why bother? Is a wire rack not just a rack? A shelving
unit with hair gel nothing but a precarious mishap from our teenage years?
D found drawings, paper, stickers and book pages amount to nothing more
WKDQ PLVSODFHG UHF\FOLQJ" $UH VWDFNV RI FXPE
series of rudimentary tools nothing more then functionless craft? Although,
these statements are crude, their exaggerations help point out our
willingness to accept the authority of artistic indecision. As viewers we are
trained - a mix of popular culture and institutional intervention - to
understand the intricacies of these gestures, to see beauty in the work.
Over time, and through many aesthetic shifts, a trust has  developed
between the viewer and the artist.

A humorous anecdote might help here:

,Q WKH ILOP (VFDSH IURP / & WKH OHDG FKDU
D PDOLFLRXV SOR\ WR fNLOO- DOO WKH HOHFWUL
At the end of the film we watch as he is left with a rather precarious
ultimatum; does he allow the world to continue on, dependant on
electronics, email, cellphones, consumerism, communism, capitalism and
OF'RQDOG:-V D ZRUOG ZLWK "1R VPRNLQJ QR GUL!
unless you're married, no guns, no foul languageO? Or, does he pull the

plug on the whole god damn thing? As the riotous male figure he sees no
difference between the authority he works for or the deviants that he was

sent to stop. He ponders for a moment, smokes his cigarette, and pushes
thebutton; function is erased, all that remains is the object. This brings us

back to the current exhibition. We now have a solid




platform for the exhibition Parts of a Hole. What if we were to
replace the character Snake with the artist Douglas Gordon? or
Pierre Huyghe? Or perhaps curator/theorist Nicolas Bourriaud?
And now let us substitute the authoritative antagonist with
Clement Greenberg or Marcel Duchamp and the deviants with
Guy Debord or perhaps Jacques Derrida. Ideologies abound, the
artists that come after the artistic apocalypse - brought on by the
end of Postmodernism - treat politics, theory, philosophy,
agendas, history, ideology and dreams as nothing more then
formal elements, devoid of rhyme or reason. This is the space of
a post-romantic artist.

In his text Postproduction: Culture as Screenplay: How Art
Reprograms the World (2002), French critic and curator Nicolas
Bourriaud conflates current artistic practices with those of the
DeeJay. In this exchange, a rotation is established between
consumption and production that feeds into an endless re-identifi-
cation of forms. A playground for pedagogical indiffer-
ence towards materialism, formalism and production, Parts of a
Hole presents us with an operating table which is not cyclical, but
leveled - a free-for-all, where materials are not products or
REMHFWYV KLVWRULHV RU WKHRULHV
artists can superimpose their own aesthetic inclination.

The formal choices in the exhibition Parts of a Hole differ from
artists-to-artist. Hugh Scott-Douglas works with utilitarian
materials - bounty sheet paper towels and bubble wrap - as tools
used for the application of paint. The inconsequential mark
making as a result of these tools proposes a new utilitarianism for
the objects, as much formal as they are functional. Here
Scott-Douglas provides us with beauty through the conflation of
Greenbergian high-modernism and utilitarian kitsch. This is
continued in the work of Jesse B. Harris. His contribution to the
exhibition lends from the muscle-car-culture sub-hero Calvin -
portrayed here pissing in the corner of the gallery. Although a
caricature of the popular icon, the work deflects the typical
consistencies associated with kitsch imagery through the artists
use of stencils and spray-paint, which act to conflate the two
strategies of delinquency. It is the placement of scribbles, stickers,
found drawings, book pages, and scrap paper where we see the

(HU VWXII- IRUPV L

GHYHORSPHQW RI $OHNVDQGHU +DUGD VIKendiK & Yiaivi CrbdiardMGebrifialDickie 7bibi VibVNeuspiel and

described as conceptually arbitrary, the random and disjoint
placement of materials results in narratives that expand and
contract. The sensibility here is no different than those found on
YouTube, where several, non-objective components create new
formal possibilities.

Sara Cwynar, and Abby McGuane all share an astute
understanding of the potential beauty to be found in the assem-
blage of objects. Placement and composition treat objects,
theory, rhetoric and histories as potential for collage, sculpture

DQG DVVHPEODJH 2QH:V UHDGLQJ RI WKH ZRUN DV D W
QDUUDWLYH ZLWK D FOHDU SXUSRVH LV WKXV

combined need to find beauty in the objects they appropriate.
Aesthetic decisions are made through a formal indecision with
subsequent works building on a rubrics cube of formal investiga-

WLRQV %HQ 6FKXPDFKHUV:- XVH RI KDLU JHO LQ KLV

political strategy, but rather a literal negotiation of the formal
properties founded when one combines blue

IROOL

Y\oid of the need to be intellectually convoluted, or aesthetically
shy, their works stand as beacons of an artistic methodology

that celebrates the artist as aesthete. ¥

hair gel on wire fencing. The question then is void of a response.
It is beautiful, because we recognize the relationship between the
DUWLVW:.V KDQG DQG DHVWKHWLFV ,Q
artists align their practice with the artistic lineage of Duchamp and
Debord. However, differing from the subversion of the everyday,
artists use these loaded histories as tool kits for assemblage. In
their work, the weight of these histories are devoid of volume, the
readymade presented as a malleable and ever-changing object.

7KH VHQVLELOLWLHV RI WKHVH DUWLVW

contextualization, perhaps more akin to the work of early modern-
ist painting than that of Duchamp.

| return to my initial statement: | am a romantic. If we believe this,
and | most certainly do, then | would propose that these artists are
post-romantic. Their work is neither cynical nor sentimental. Void
of the need to be intellectually convoluted, or aesthetically shy,
their work stand as beacons of an artistic methodology that
celebrates the artist as aesthete. Aesthetics is how these artists
roll.
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The Typology and Topography of Repetition
Deborah Wang, Curator
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Danielle Bleackley /

Jennifer Cherniack /

Alicia Nauta /
Lisa Visser

Debora Wang - Curator
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The Typology and Topography of Repetition brings together the work of four
artists who explore the use of repetition and lists as both a means and ends to
creating print-based works centred on subjectivity, memory, and systems
RIRUJDQL]JLQJ DQG FODVVLI\LQJ JLQIRUPDWLRQ
Bleackley, Jennifer Cherniack, Alicia Nauta, and Lisa Visser, this exhibition
reveals the versatility and complexities of list-making, and material
FRQVHTXHQFHV RI UHSHWLWLRQ

'DQLH;

Each artist starts with herself, using language and repetitive gestures as a
launching point for an investigation of personal narrative, art history, and
PRUDOLW\ ZKLOH UHYHDOLQJ RU REVFXULQJ
Cherniack, categories and systems of organization hold no content, so that the

VWUXFWXUH DQG DFW RI VWUXFWXULQJ SRWHQ RQWHC
PXFK DV &KHUQLDFN-V FDWHJRULHV RI DUW KLVW : - DLU
WKH DUWLVW-V XVH RI DUFKLYDO PHWKRGRORUJLH . RUJDQ

\ ’ HQFHV

FDO

WKHLU VXEMHFWLYLW\ DQG UHOLDQFH RQ WKH
UHYHDOHG

YOne repeated action harbours the
potential to generate an indefinite
number of new results. 7

,Q %OHDFNOH\-V WDFWLOH ZRUN 2EVLGLDQ WKH SURFHVV Rl ZULWLQJ REVFXUHV 7
ZLWK PRUH ZULWLQJ 7KH XQHQGLQJ UHSHWLWLF ULWW|
and over to the point of illegibility, serves to conceal what language ordinarily

WULHV WR PDNH FOHDU 7KH MXPEOH RI IORZLQ 3
PRUSKV LQWR DQ LQN\ ODQGVFDSH LQ 2EVL ‘, . : ORXV
EODFN RQ EODFN W\SH LQ 6ROD DV LW FDWFKHV
ERWK ZRUNV PHDQLQJ LV REVFXUHG UDWKHU WK

Dreams are communicated through words and narratives in the form of lists or
SRLQW IRUP QRWHV LQ 1DXWD:V SURFHVV KHDY\
three-part work, Conversation with Myself, divulges her fleeting thoughts,
feelings and dreams, in a way that is comprehensible to the audience, her
HITRUWYV DOLJQ ZLWK %OHDFNOH\:V %RWK DUWLYV
ly record and articulate what will ultimately be forgotten, or only re-
PHPEHUHG VLOHQWO\ WKURXJK D VLQJXODU ERG\

IDXWI

HHG W

In a similar cathartic process, Visser uses lists to confess her own questions
DQG WKRXJKWV RQ PRUDOLW\ 'UDZLQJ RQ SDVW HYHQWYV SHUVRQDO HQFRXQWHUYV
ZKDW WKH DUWLVW GHHPV DV JRRG DQG EDG ERWK 9LVVHU:V OLVWV DQG KHU VHU
DUWLVWV:- ERRNV QDYLJDWH LGHDV RI
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Cavalcade
Caitlin Sutherland

JRU WKH LOOXVWUDWRUY DUWLVWYV LQ &DYDOFDGH WK|
in the broadest sense in order to create a narrative that both counters typical
GHILQLWLRQV DVVRFLDWHG ZLWK WKH DUW RI LOOXVW
HQYLURQPHQW ZKHUH WKH YLHZHU LV LQYLWHG LQWR
7UDGLWLRQDOO\ D FDYDOFDGH LV GHILQHG DV D SURF
D KXQWLQJ SDUW\ ([WHQGHG GHILQLWLRQV UH-ODWH L
LQJ VWUHQJWK DQG QXPEHUV DV WKH\ PRYH IURP VWD
HU WKH GLIIHUHQFH EHWZHHQ SDUDGH DQG FDYDOFDG]
:KHUH SDUDGHV DUH PRUH DERXW D VSHFWDFOH RU F
PRUH RQ HOHPHQWV Rl SDUWLFLSDWLRQ DQG SDVVDJH

,Q DQ DWWHPSW WR FRQQHFW ZLWK WKH VSHFWDWRU
LOOXVWUDWLRQ D W\SLFDOO\ ULJLG DUW IRUP GLFWD
WR EH FRQILQHG E\ WKH GHILQLWLRQV RI WKHLU GLVH
IRFXV RQ D PRUH FROODERUDWLYH DSSURDFK DQG
HSKHPHUD %\ FUHDWLQJ DQ LPPHUVLYH HQYLURQPHQ
DSSHDOV WR WKH YLHZHU ZLWK D VHQVH RI QRVWDOJ
VSHFWDWRUV OLIH ZKHQ WKH LPDJH EHFRPHV WKH V
XQWR LWVHOI ,Q VXFK D ZRUOG WKH VSHFWDWRU LPP
UHVWULFWHG RQO\ E\ WKH OLPLWV RI WKHLU LPDJLQD
IRONORUH

VEby contemplating these moments of the past,
we are no longer remembering, we are
constructing something new, in turn effecting

our future understanding of the present. r

,Q WKLV VHQVH WKH DUWLVWVY DUH DVNLQJ WKH YLHZ
HQWLUHO\ DERXW WKH FRPSOH[LWLHV RI WKH LPDJHV
YLHZHU WR VHW DVLGH WKH LGHD RI WKH VSHFWDFOH
7KH VSHFWDWRU LV DOVR DEOH WR HQWHUWDL-Q WKH
VKLSV EHWZHHQ WKH PXUDOV ZKLFK ZLOO FRQWLQX
GXUDWLRQ Rl WKH H[KLELWLRQ

$V VXFK , FDQ-W WHOO \RX ZKDW WKH VKRZ-V DERXW AT ‘
WKDW ZRXOG FRXQWHUDFW WKH HQYLURQPHQW WKH DUWLVWYV KDYH ZRUNHG VR FDUHIX0O\ WR

FRQVWUXFW (DFK Rl WKH SDQHOV WHOO WKHLU RZQ |[VWRUPEXMUWKRHR Q GHD DGMRNEFR RYHONQLQJI WKH FRQFHSW RI WLPH 'HOHX]H KHOSV XV SLQSRLQW RXUVHOYHV L
FRQQHFWHG , FDQQRW VSHDN IRU WKH DUWLVWYV EXW|, FDQ'DUNLH 00 bRVAQIOG ZHDYH WRIEWKRQ LQ WKH SUHVHQW EXW ZH DUH DOZD\V LQ PRWLRQ DOZD\V EHFRPLQJ

HU VRPH RI WKH PRUH FRPSOH[ QDUUDWLYHV WKDW E Q WRVNRHUINXUKIDPH DV , puH EXW E\ FRQWHPSODWLQJ WKHVH PRPHQWV RI WKH SDVW ZH DUH QR ORQ
H[DPLQHG WKH SDQHOV $GULDQ )RUURZ FRQVWUXFWLQJ VRPHWKLQJ QHZ LQ WXUQ HIIHFWLQJ RXU IXWXUH XQGHUVWDQC

Ali Hall / HQYLURQPHQW RI WKH LQVWDOODWLRQ DQG WKH LPPHGLDF\ Rl WKH LPDJHV ZH
2QH Rl WKH PDLQ WKHPHV WKDW VWUXFN PH WKURXJKRXWNawain/QVWDOODWLRQ LV WiKRPLQJ RI DJH QDUUDWLYH +RZHYHU DV \RX EHJLQ WR UHIOHFW ILUVW LPSL
FRQFHSW RI EHFRPLQJ DQG EHORQJLQJ .DVVHP $KPHG-V $BKEPHDG P.0OUWYV HPK H D ELW QDLYH

EHJLQQLQJ RI WKH SURMHFW $SWO\ KLV SLHFH LV DERXW BHIDQWHROLWQG GHOYHV LQWR
FRQFHSWV RI WLPH DQG VSDFH ,Q 'LIIHUHQFH DQG 5HSHWLWIav@r GitZHX]H ZHLIKV LQ RQ.HVVLH 'XUKDP-V SDQHO IROORZLQJ $KPHG-V FDQ SHUKDSV LOOXVWUDWH WKL)
WKH WRSLF RI EHFRPLQJ :KLOH QDUUDWLYH XVLQJ FKLOGUHQ ZKR QRW RQO\ UHSUHVHQW WKH GHILQLWLRQ RI
HQJDJH ZLWK WKH LGHD Rl LQWHUDFWLQJ ZLWK WKH FKLOG ZLWKLQ XV +R4gH
FKLOGUHQ GRLQJ RUGLQDU\ WKLQJV 6RPHWKLQJ DERXW WKLV SDQHO ZLW
the hunt seem to pluck at




-DYLHU 2UWL]-V SDQHO IXUWKHU LQYHVWLJDWHV WKH SKHQRPHQRQ RI KRZ ZH FR
LQWHUDFW ZLWK WKH VSHFWDFOH LQ PRGHUQ VRFLHW\ ,Q KLV SLHFH 2UWL] H[D
ed power relations and how we construct celebrity by referencing a popular

parade, the Riosucio Carnival from his home in Columbia. We create and merge

WKH VSHFWDFOHV RI FHOHEULW\ UHOLJLRQ DQG IDPLO\ DV IDQWDVWLFDO S
RXUVHOYHV LQ D SDUDGR[LFDO DWWHPSW WR GHILQH RXU LQGLYLGXDOLW\ 2U
in turn these social constructs end up exerting power over the individuals who

created them.

$0OL +DOO:V SDQHO EULQJV EDFN WKH LGHD RI PLJUDWLRQ DQG VSDFH WLPH OLN
it also reinforces this concept becoming and belonging through self-reflection.
%ULDQ ODVVXPL DUJXHV LQ 3DUDEOHV IRU WKH 9LUWXDO WKDW WKH SOD\LQJ
parameters placed on the installation by the gallery space, represent the process
of becoming. As the spectator engages with the installation both topically and

EXW ergei_r'rlglw {Pey become conduits of possibility. By participating in the active
narrative of the installation, and examining the spaces in between, the spectator is

HEFKRHG Epml-'l_' WR MRLQ WKH FDYDOFDGH

WKH QRWLRQ RI LQQRFHQFH ORVW OLNH WKH OR
something askew. We are harkened back to our childhood psyche; but it becomes

D UHPRWH DQG GHVRODWH SODFH RQFH ZH-YH ORVW"RXU RZQ L
pennant bearing the anthem, OUlterius.O Concepts that were once black and white,

become complicated; they become something else. Likewise, as the installation

develops, it will likely be hard to examine the same panels without attributing new Deleuze,  Gilles.  Difference and  Repetiton.  London: Althone  Press,

meanings as our understanding and the installation itself changes. 2004. 90
'Debord, Guy. 59-60. Society of the Spectacle. Black and Red, 1977.

Marxists Internet Archive. Web.
The following panels by Daniel Downey, Nat Janin, Sean Lewis and Adrian Forrow IMassumi,  Brian. "The Political Economy of Belonging." Parables for

FRQWLQXH WR SOD\ ZLWK WKH IHHOLQJV RI FKDRV DQG DOLHQDWLRQ WKDW HPHUJH LQ 2'862&_}’;%5_5P~\9LUWXD0 ORYHPHQW  $IIHFW  6HQVDWLRQ  'XUKDP  1&  'XNH 83
piece. Additionally, gender and power relations also begin to emerge, creating

FRPSOH[ GLDORJXH ULSH IRU LQWHUSUHWDWLRQ DQG DVVRFLDWLRQ 'PLWU\|[%RGDUHQNR:V SDQHO
provides a stark contrast, both in relation to the spectator who has immersed
his/herself in the installation, but also in relation to the buildup of tension in the
previous panels. Dmitry manages to shift the gaze. Not only is this a pivotal point
for the spectator in relation to the installation, it also signifies another chapter in
UHODWLRQ WR WKH JHQGHU SRZHU GLDORJXH QRW XQOLNH ODQHW-V 20\lPSLD RU /DXUD
OXOYH\:V DUJXPHQWYV IURP WKH "9LVXDO 30HDVXUH DQG 1DUUDWLYH RI &LQHIPD p :KHQ WKH
gaze is returned, it is no longer passive or subservient; it becomes active, a symbol
of agency. Alternately, the spectators in the gallery now become the spectacle,
which in turn calls into question how we construct the narrative behind the specta-
cle itself.

Q

-
QQRI

YEparticipating in the active narrative
of the installation, and examining the
spaces in between, the spectator is
able to join the cavalcade. 7
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Tension, Distance, Presence
Bojana Videkanic - Curator

Tamara Plastisa /

W KDV EHHQ \HDUV VLQFH WKH TRIILFLDSESEEENEIS ]

<XJRVODYLD $ ZKROH QHZ JHQHUDWLRQ RI [RVIENST T TR
WKHQ 7KH FRXQWULHV ZKLFK QRZ H[LVW L
VRFLDOLVW VWDWH DUH QDYLJDWLQJ WKH u
JHRSROLWLFDO VFHQH 1XPHURXV SHRSOH d
GLVSODFHG GXULQJ WKH WXUEXOHQW v iScrems 0G WKHLU QHZ
DGRSWLYH FRXQWULHV DFURVV WKH ZRUOG LQFOXGLQJ &DQDGD $V ZL
PDQ\ RWKHU GLDVSRULF FRPPXQLWLHV SHRSOHV IURP IRUPHU

<XJRVODYLD DUH FRPLQJ WR WHUPV ZLWK ERWK WKHLU KLVWRU\ DQG Q
LGHQWLWLHYV ZKLFK KDYH EMHQ IRUJHG EHWZHHQ WKHLU DGRSWLYH FRX
DQG WKH VRFLHW\ WKDW WKH\ OHIW EHKLQG

7KH DUWLVWYV IHDWXUHG LQ 7THQVLRQ 'LVWDQFH 3UHVHQFH VSHDN WR
WHQVLRQ IRXQGHG LQ D GLDVSRULF H[LVWHQFH 7DPDUD 30DWLVD 6DV
5DMVLF DQG 90DGLPLU OLORVHYLF KDYH JURZQ XS DW WKH HQG RI WK
VRFLDOLVW SHULRG LQ <XJRVODYLD DQG GXULQJ WKH ZDU RI V  7KH\
KDYH KRZHYHU DOVR SDUWO\ JURZQ XS LQ &DQDGD LQ WKH LQ EHWZHHQ
VSDFH RI LPPLJUDQW H[LVWHQFH VLPXOWDQHRXVO\ UHPHPEHULQJ
LPDJHV RI SUHVLGHQW 7LWR DQG VRFLDOLVW SRS FXOWXUH ,W LV ZLWKLQ WKLV
K\EULG VSDFH ZKHUH $PHULFDQ 79 VKRZV KDYH HTXDO ZHLJKW WR

V SXQN FXOWXUH LQ <XJRVODYLD WKDW WKH H[KLELWLRQ WDNHV LWV




\...the everyday as a space of
possibility, in which memory
and history collide and
create interesting and often

paradoxical situations.

4

VKDSH 7KH DUWLVWYV XVH LPDJHV RI FKLOGUHQ-V FRO
SDLQWLQJV 8QWLWOHG 1%$72 SDUW , DQG ,, YLGHR D
LQ ZKLFK KH IROORZV KLV PRWKHU-V VLQJLQJ RI WKH
DQG VFXOSWXUH 5DMVLF:-V IORRU LQVWDOODWLRQ %X
DQG GU\ZDOO WR MX[WDSRVH RIWHQ RSSRVLWLRQDO
JUHZ XS ZLWK

:KLOH ZH OLVWHQ WR OLORVHYLF-V LQVWDOODWLRQ
WKH FORVH FURSSLQJ RI WKH IUDPH WKH FODXVWURS
WZR VXEMHFWV H[LVW DQG WKHLU PHODQFKROLF VRQ "
ZD\ WR UHPHPEHU KLV QR ORQJHU H[LVWLQJ KRPH FRXQWU\ LV WKURXJK
PRWKHU-V PHPRULHV ZKLFK ZHUH PXFK PRUH PDWXUH DQG IRUPHG ZKHQ
<XJRVODYLD HQGHG +HU SDLQIXO GHPHDQRU VLJQDOV WR WKDW ORVV 2Q WKH RWKHU

KDQG 5DMVLF DQG 30DWLVD VHDUFK IRU RQH DQRWKH®LVQ SRKIDL W HRBW\D ERUW WLLW HF DL MR ZKDW 3LHUUH 1RUD ZRXOG WHUP "D SODFHu
DQG VFXOSWXUH SURMHFW 7KHLU YLGHR 77%$0$5%$% 6636K5EK U WURNMMHVWDRFHRLY WDNHQ WRZDUG WKH DFW RI UHPHPEHULQJ DQG WRZI
WKH WZR DUWLVWV VWDQGLQJ VLGH E\ VLGH FDOOLQJD WWEXWRWKAHY BEHIQDPHQ WKHWIRWOG RI PHPRU\ ,Q WKH PLGVW RI WKLV 30DWLVD
YROXPH LQFUHDVHV WKHLU DFW EHFRPHV DOPRVW GRQSHUMRNHYKE ®H WRKHHFRXQ® WKH DHVWKHWLF DQG DUW KLVWRULFDO OHJDFLH)
EHFRPHV PRUH DQG PRUH FDFRSKRQLF ,URQLFDOO\ WXHHSRRAMWEWHOWL RI WIRKFHK IRIJIWKH VKRZ LV WKH FHQWUDO LQVWDOODWLRQ HQWL
DQG FRPPXQLFDWLRQ GLVDSSHDUV LQ WKH PHWDOOLFOHDQ@ GAKIRWHVK XU SDIFRMHHERLRQVFHQW RI WKH WK FHQWXU\ PLQLPDOLVW WUDGL
/LNHZLVH ZKLOH WKH WZR VLGH E\ VLGH LPDJHV FRPHRRORWEH- X8 KHR WQ ARQUEWIWIO\ KLGHV LQ WKH PLGGOH D EULFN LQVLGH 7KH UHG D
PHHW 7KLV SDUDGR[ EXLOW LQWR WKH VWUXFWXUHERRZWQKHUSINRMBOWLRIQG GHRGDRRY EHWZHHQ WKH WZR ODUJH ZKLWH ZDOOV FDQ
VXSUD FRJQLWLYH UHDFWLRQ WR LW DV YLHZHUV FRBI®O® FWV Dz ERRF WKGH QG HDWAKLWRFWXUDO HOHPHQW EXW DOVR DV WKH UHG XQI

LPPLIJUDQWYV ZKR FRPPXQLFDWH ZLWK WKHLU IDPLOLHVURRUKDO HYKD WKHFRRQRWKRQHVKIRM WKH RXWVLGH KQH"
FRQQHFWLRQ KRZHYHU LV IODZHG DV LW ODFNV HYLCGHPMLQHEK\R L MOKH LIQWH GBIFBMLIRQYY WR PLQG D D PI
FRQFUHWH ZD\ WKH UHG EULFN DOVR UHPL XOD!|
$QRWKHU LPSRUWDQW HOHPHQW RI 7HQVLRQ 'LVWD QM F&WMAHHFGRH) H v 20 K FIK SRIGWHNL FibW XUHYV ODUJ EULFI
FULWLTXH $OWKRXJK QRW DOO WKH ZRUNV DUH RYHUWRD® BROW WIOFZ0 WIKBI® ID U UGV HE D W IDWD -V W Z| QWL
HPERGLPHQW RI WKH SDVW ZKHUH WKH DUWLVWYV UH HQYDIRGVWR) EHS DRKRFHH PRPRU\ RQG +RPH ,, OLQN ZRU
7KH WZR SDLQWLQJV GHSLFW WZR ZDOOV GHVW HWV
DEVWUDFW IRUP WULFNV XV WR SHUFHLYH WKH YHO
DV ZLWK WKH VFXOSWXUH WKH PLGGOH LWV WZR
ZKLFK DUH D FOHDU SROLWLFDO FULWLTXH RI Z 1$72 I

LQWHUYHQWLRQV DQG 5DMVLF:V IORRU LQVWDOODWLRQ ZKHUH KH SODFHV D ODU
RQ D WKLQ VWUXFWXUH PDGH RXW RI /HJR EORFNV FRPELQH SROLWLFV HYHU
REMHFWV DQG V\PEROV Rl FKLOGKRRG WKDW DQQRXQFHV WKH IULJKWHQLQJ UHD
FKLOGUHQ ZKR OLYHG WKURXJK WKH %DONDQ ZDUV DQG VR PDQ\ RWKHUV FXUUH
living through numerous conflicts. The game is onE

7THQVLRQ 'LVWDQFH 3UHVHQFH LV DQ H[KELWLRQ DERXW SROLWLFV RI WKH HYHU\
LV DOVR D VKRZ DERXW PHPRU\ DQG UHPHPEHULQJ DV D ZD\ RI FULWLTXLQJ RQH:-V
SUHVHQW SUHGLFDPHQW 7KLV VKRZ LV QRW DERXW QRVWDOJLD UDWKHU LW LV D
DHVWKHWLF HQJDJHPHQW ZLWK LQ EHWZHHQHVYVY SUHVHQWHG DV D ZD\ RI EHLQJ
'LDVSRUD LV D VSDFH RI SRVVLELOLW\ D VSDFH LQ ZKLFK K\EULGLW\ RI LGHQW
means opportunity to see and understanding things from multiple

YLHZSRLQWYVY 7KLV VKRZ WKHUHIRUH VSHDNV WR WKH HYHU\GD\ DV D VSDFH RI
SRVVLELOLW\ LQ ZKLFK PHPRU\ DQG KLVWRU\ FROOLGH DQG FUHDWH LQWHUHVW|
RIWHQ SDUDGR[LFDO VLWXDWLRQV

all photo credits here, Helvetica, size 8 in grey
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\...ad infinitum re-invigorate the
monochrome with renewed rele-
vance...”

To Infinity and Beyond: In reaction to ad infinitum
Farah Yusuf

, DGPLUH %X]] /LJKW\HDU:V IHDUOHVVQHVYV DQG (
Story brethren, OTo infinity and beyond!O The six artists featured in ad
Infinitum exhibit the same exuberance and ironic humour as they mine the
ULFK SRWHQWLDO RI WKH PRQRFKURPH (DFK D
WKHLU UHVSHFWLYH PHGLD ZLWK DQ LUUHYHUHQW

7KH FRORXU FRQVWUDLQW RI WKH PRQRFKURPH Z
VWIOH RU PRYHPHQW ,QVWHDG LW FRQWLQXHV )
VXUYLYHV RQ JXHUULOOD WDFWLFV2VKRFN DQG
GLVWLOODWLRQ RI DEVWUDFWLRQ WR LWV SXUH
DUW:V SURJUDP RI DXWRQRP\ VRPH ILQG *RG LQ
DQG SXUH VXEMHFWLYLW\ EXW WKH XQLQLWLDW
FRQIURQWHG ZLWK ZKLWH RQ ZKLWH RU PDWWH E
WKH DOLHQDWLRQ PRQRFKURPHY SURYRNH , RIIHI
WKH DEVHQFH RI ILJXUDWLYH HOHPHQWYV LQ WKH

7KH VWRU\ Rl (UDVHG GH .RRQLQJ 'UDZLQJ
5REHUW 5DXVFKHQEHUJ LQWHQW RQ SXVKLQJ WKI
JRDO ZDV WR DFKLHYH HVFDSH YHORFLW\ IURP WK
EHUJ H[SHULPHQWHG ZLWK ZKLWH SDLQWLQJV E\
VRRQ UHDOL]HG WKDW WKH VWDNHV ZHUHQ-W KLJ
:KDW KH KDG WR GR ZDV HUDVH VRPHWKLQJ RI V
ZRXOG EH PLVVHG E\ WKH DUW ZRUOG +H WHQW]|
:LOOHP GH .RRQLQJ ZLWK D ERWWOH RI -DFN 'DQL}
YDQGDOLVP KH SURSRVHG WR HQDFW RQ WKH D
$OWKRXJIK GH _RRQLQJ DFFHSWHG WKH IULHQ
UHOLQTXLVKHG D GUDZLQJ ODGHQ ZLWK OD\HUV R
ZRXOG EH GLIILFXOW WR HUDVH

5DXVFKHQEHUJ-V (UDVHG GH .RRQLQJ 'UDZLQJ GF
JHVWXUH RI HUDVXUH EXW LW LV QRW ZLWKRXW
SLFWRULDO VXEMHFW PDWWHU 5DWKHU LW UH
PHWD OHYHO E\ UHIUDPLQJ SDLQWLQJ-V FRQGLW
UHPRYDO RI FRQWHQW WKH ZRUN EHFRPHV DER
UHIHUHQFLQJ KLVWRULF SUHFHGHQW $V 5DXFKHC
Rl WKH SHQFLO KH GHVWUR\HG WKH SDVW ZK
FRPSOLFLW\ LQ FRQWHPSRUDU\ FRQFHUQV




| tell this story to draw an analogy between Erased de Kooning Drawing
and the exhibition Ad Infinitum. Both acknowledge their debt to art history
as they move forward and chart their own course. Of course, no two
monochromes are ever the same. Although some may look alike, they will
invariably address different concerns. Each era, style, or movement
cultivates particular interests in relation to their cultural milieu. The artists
presented in ad Infinitum re-invigorate the monochrome with renewed
relevance as they draw on pop-culture and art history without being too
precious or too didactic with either. | imagine these artists sharing a bottle
of Jack Daniels togetherbthe first ounce customarily spilled out of respect
for the monochrome artists who came before.

Although their forebears made the bold moves, this group of Toronto
artists prove that there is still room to play within the confines of the
monochrome. The formal decisions vary from artwork to artwork, but they

DUH XQLWHG LQ DQ RYHUDOO DHVWKHWLF RI
SUHWHQVLRQV HYHQ- 7KH\ HPSOR\ KXPEOH

attempt to rescue and retrieve the ideological debris left in the wake of the
avant-garde.

Sarah Friend and Vanessa Maltese both interrogate the conventions of
abstract painting. Using raw linen with a minimal intervention of a stitched
seam, Friend explores the relationship between the skin of the canvas and
the body. Unadorned and spare, her piece Seam appears to heal the
wounds inflicted on the canvas by Lucio Fontana. As an act of treatment

TPRGHUQLVP VWULSSHG

EDUH RI L
GLVFDUGHG PDWHULDOV LQ DQ

The works presented by Jarrod Wilson and Abby McGuane operate in two

YHU\ GLIIHUHQW DSSURDFKHV WR DSSURSULDWLR(
WHFKQLTXHV DV ZHOO DV SRSXODU LPDJHU\ DQG
KLVWRU\:V YHUVLRQ Rl WKH IXWXUH :KHUHDV :LC
about absurd relationships, Abby McGuane highlights the ravages of time
WKURXJK UHSHWLWLRQ DQG GHJUDGDWLRQ +HU F
images that have been photocopied, enlarged, and layered to the point of
abstraction. These are images that come undone, hanging off the edge of

the picture plane, and calling attention to their materiality.

Dylin North and John Michael Chapman approach the monochrome
sculpturally. Their use of new media and industrial materials lend a
G\WVWRSLDQ QRWH WR WKH SURVSHFW RI WKH LQIL
Variations, distributes the precise hue of International Klein Blue across

several video monitors. Monitor calibration is a tricky thing, and colours

will eventually distort or drift from the original signal. The resulting config-

uration of bastardized blues makes a poetic statement about the
limitations of technology to represent.

| return for a moment to an earlier position in the history of monochromes,

when, in 1921, Alexander Rodchenko declared the death of painting. The

HQG QHYHU GLG FRPH $QG DOWKRXJK -RKQ OLF
address Rodchenko, the death of painting, or even the death of art directly,

| see his Salt Lick as an appropriate counterpoint to all grand endings. The

piece consists of a 1977 Trans-Am compressed into an immobile 800lb

cube of scrap metal. Here, the engine of the apocalypse has been
symbolically crushed, its horsepower reduced to a salt lick. And so, the

agents of the apocalypse become the mineral nutrition for the horses of

the next proposed apocalypse B whatever that may be.

VFEDU WLV
UW-V IDVFL

DQG FDUH )ULHQG:-V VWLWFKHV HFKR WKH UH
9DQHVVD ODOWHVH SUHVHQWY D GXR RI SDEQW
tion with perspective and geometry. The large, optically abrasive Stripe
Painting manipulates perception with brushstroke and colour, and stands

in stark contrast to the modesty of Night Object. Together the paintings
construct a dialogue about scale and its ability to alter the sensorial
experience.
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Lisa Visser - Curator

as if you still see it in front of you
Lisa Visser

OAIl of being is in touch with all of being, but the law of touching is separationO
Jean-Luc Nancy (2000: 5)

WE ARE MEANING

as if you still see it in front of you is an exhibition of media art. It is an exhibition that
eludes and challenges an understanding of media art. Artists in this exhibition
connect technology with speculation, suggestion and notion.

The term Omedia artO is broad and elusive, lacking commitment to specificity, but
suggesting an alliance with technology, communication, or time-based media. Media
is consistently confused by its own terminology and usage. Media is the plural of
medium, which is the agency by which something is accomplished, conveyed,
transferred, transmitted. Medium is also that which resides between two extremes. A
person who is a medium has supernatural powers: psychic. Rosalind Krauss writes

By the very nature of its ambiguity, media art is lodged in the spaces between video
and installation, between the abstract and the real, between speculative absence and
digital presence, between effort and failure. Within this framework of uncertainty,
what results is an exhibition that explores performance, presence and a sense of
being-with. This exploration constructs a possible awareness of ones connectivity,
exceeding the limitations of wires and signals, bringing the audience towards a
sensorial, emotional, and psychological relation. What remains are subtle emotions:
a sense of worth and contribution, a sense of self-doubt.

Jean-Luc Nancy writes in Being Singular Plural Othere is no meaning if meaning is not
sharedEmeaning is itself the sharing of BeingO (2000: 2). This is the suggestion of

community built around the very act of being - and being-with - one another. We

share elements of our physiological and phenomenal make-up in every moment of

being-with. Being-with, heightened and accented through media, is the construction

of OweO. Phenomenal is sensorial, embodied, fleeting.

Looking through the shield of a screen, a technological framework, or the suggestion
of generated emotion and digitalized relations, the artists in as if you still see it in front
of you (who are a collection of a specific community and contributors to our
community, that is OweO) investigate what it means to be connected. Nancy writes

‘D PHGLXP FRQWDLQV WKH FRQFHSW RI DQ REMHFW VWDWH VHSDUDWH IURP W K@beh salrinyt\We ¥nyRidghout being-with-one-another, circulating in the with and as

being, through which his intentions must passO (1976: 52). A medium sends and
receives information. A medium is an invisible hub of phenomenal activity, made
physical through physiological connection.

the with of this singularly plural coexistenceO (3). Every connection we have creates
meaning: every singular person is plural. Exploring connections includes considering
how connections can be missed or can fail, become aggravated, or emphasized.

VEvery connection we have
creates meaning: every
singular person is plural.
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7KHVH FRQQHFWLRQV DQG EHLQJ ZLWK WKDW UHVXOWY DUH VXEWOH LQ D QRUPDOL]HG
WHFKQRORJLFDO HQYLURQPHQW RI RXU HYHU\GD\ ,Q WKHVH HQYLURQPHQWYV ZH DUH
DFWLYH LQ D YLUWXDO FOLFKp RI FRQVWUXFWHG RU SDVVLYH LGHQWLWLHYV ,Q DV LI \RX V
see it in front of you, the artists investigate data that can be collected,

DQDO\][HG UHMHFWHG DQG SHUIRUPHG ,Q WKLV WKH VFUHHQ LV H[DPLQHG DV DQ
LQLWLDO EDUULHU EHWZHHQ “ZHp SUHVHQFH DQG \RX WKH YLHZHU $V 1DQF\
VXJIJHVWVY “"PHDQLQJ EHJLQV ZKHUH SUHVHQFH LV QRW SXUH SUHVHQFH EXW ZKHUH
SUHVHQFH FRPHV DSDUW LQ RUGHU WR EH LWVHOI DV VXFKu 7KH GLVVROXWLRQ RI
presence through media, through the screen, and the resultant being is

PHUHO\ VSHFXODWLYH 7KH SUHVHQFH FRPHV DSDUW 2 LW KDV QHYHU EHHQ ZKROH 2

EXW LQ PHHWLQJ DFWLRQ EHLQJ FRQQHFWLRQ ZH EHJLQ ,Q WKLV EHJLQQLQJ RI
EHLQJ ZH FRQVLGHU WKH DSSOLFDWLRQ RI "ZHp DQG PHGLD

7KH SUHVHQFH LV QRW MXVW WKH DUWLVW RU WKH YLHZHU RU WKH FRQQHFWLRQV WKD
KDYH EHHQ EXLOW RU ORVW LQ WKH SURGXFWLRQ RI WKH LV
WKH EHLQJ ZLWK RQH DQRWKHU WKH FRQVWUXFWLRQ RI PH
DO RQWRORJ\ ,W LV WKH PHGLXP LQ ZKLFK ZH PHHW “HYH
EHWZHHQ XVpu ‘H EHFRPH WKH PHGLXP ZH FRQVWUXFW P
PHDQLQJ 2 DQG WKH UHVXOWDQW FRQQHFWLRQV VLJQLI\ HY

YWhat remains are subtle emotions:
a sense of worth and contribution, a

sense of self-doubt. 7 Both Rita Camacho Lomeli and Francisco-Fernando Granados use various

forms of social media to create connections over barriers of distance and
WLPH &DPDFKR /RPHOL:V 6RPHZKHUH LQ %HWZHHQ WKURXJK WKH PHGLXP R

videoconference, opens up the possibility of sharing through song, in an
DV LI \RX VWLOO VHH LW LQ IURQW RI\RX LV DQ H[KLELWLRQ R} yWYVR BHWENY YV RAKR/ ZAYHHQV ZLUHV SHUIRUPDWLYW\ DQG YXOQHUDELC

WHFKQRORJ\ LQ H[SORUDWRU\ ZD\V DV WKH PHGLXP IRU FROQPFFYERR zRHUN , ZDOQWHG WR %H 6XUH WR 5HDFK <RX 2 DIWHU JUDQN 2-+DUD

exhibition investigates community, presence and speculation as core DUWLVW ZULWHV WKH SRHP 7R 7KH +DUERXUPDVWHU WR DQ LQYLVLEOH DX

WKHRUHWLFDO FRPSRQHQWYV ZKLOH RIIHULQJ GRXEW D VHQVHué%ﬁnggtPeEhMitétBﬁgUf\éNatr&)ﬁ!‘é}andresultinginalyrcizedversionof

VRPH GHJUHH RI LQWHUDFWLYLW\ 7KH DUWLVWV FUHDWH PHDthe%\;eryE)aQ%el‘[&hﬁdl'bbi&t]n&'hgﬁ\%tyofourrelations. Faye Mullen

RQH DQRWKHU DQG WKH YLHZHU WKH SUHVHQFH RI "ZHu DPSOLBIHY EHE Q) %d W vbsSHDUV LQ 7R 1HYHU )RUHYHU ,Q D FRPSHOOLQJO\ VRP]
ritual, the artist moves through time and a mirroring of the self - the

/RIJDQ ODF'RQDOG KNSQRWL]JHV LQ KLV YLGHR SURMHFWLRQ D %hgéﬂ&%gﬁégﬁgtg@beps%nsadesire for continuance, longevity,

suggests that you love art, that you do a performance, and that you give OHJDF\ ZKLOH LQ WKH DFW RI GLVDSSHDUDQFH $QGUHZ OF*LOO SOD\V ZLW

\RXUVHOI RYHU WR 6WDWH RI 0LQG ,W LV D UHOHDVH RI RQHVFIUH’%I%S%{&% EchgrQ'éJ:n}%pt\y%f our technologically connected

being something else: a trust and a liberation of restrictions and personal HILVWHQFH 5($//,)( WDNHV 6H[ '"HDWK OXUGHU DQG /LIH WR FUHDWHV ERWK

OLPLWDWLRQV &DURO\Q $UPVWURQJ-V WZR FKDQQHO YLGHR 1RY{HY FRWERS <BY¥ BV VBHFWDWRU DQG D UHLQVHUWLRQ RI WKH YLHZHU LQ Wt
PRXUQIXO GUDZQ RXW PRPHQW RI GLVFRQQHFWLRQ W LV WzR EBL QN BORRY-Wabiiy.
WRXFKLQJ DQG IDLOLQJ ,Q FRQWUDVW WKH QHZ PHGLD DUWZRUN RI 7DNLQ $JKGDVK

ORR 7ZHHW $UHQD FUHDWHV OLWHUDO FRQQHFWLRQV PDQLIHYWHEEQ étﬁ&vﬂré:s&g apcﬁe}%}n%lg ambiguous investigation of

WKDW LV WZR 79-V RQ ZKHHOV UDFLQJ RQH DQRWKHU  $JKGRMKORReMiud RN ou still see it in front of you is an exhibition of

FKDOOHQJHV SUHYDOHQW IRUPV Rl VRFLDO PHGLD WR WDNH (%%Qcm?ﬁldﬁfmﬁﬁIit%l%lQeltNM&ld:gyandacrossinvisiblehubsofsocial

against popular culture. DFWLYLW\ FKDOOHQJLQJ FRQYHQWLRQV RI PHGLD DUW 7KH UHVXOW LV DQ D
RI WKH “ZHu DQG WKH PHGLXP

5RVDOLQG .UDXVV "9LGHR 7KH $HVWKHWLFV RI 1DUFLVVLVPu LQ 2FWREHU 9RO 6SU

-HDQ /XF 1DQF\ %HLQJ 6LQJXODU 30XUDO &DOLIRUQLD 6WDQIRUG 8QLYHUVLW\ 3UHVV
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Oup and atomO seems to be concerned with the idea of power, shooting them), interestingly ignores it when it comes to the

PDLQO\ WKH DUWLVW-V DFFHVV WR SRZH®&getsQAsvske (ells De/ ishe dRliked vireUuded of stoting a

points out, this meant implicating herself into gun culture. What UHSUHVHQWDWLRQ RI D ERG\ 7KH SHUIRL

might have seemed like a difficult access to the shooting range the shooting itself, seems to insinuate that violence, even when

proved much easier than Ip thought. With only a single form to fill, ~paired with playful imagery, cannot be subdued.

VKH ZDVQ-W HYHQ DVNHG IRU ,' $ TXLFN RULHQWDWLRQ DQG VKH ZDV RII

VKRRWLQJ 7KH JXQ XVHG WR VKRRW WKHKHVBUIHWIM QBN BKRZV6WXHUHDVH RI DF

3 D JXQ WKDW LV XVHG E\ WKH PLOLW Dangerqug, How BagyHit i ko Dplicaty enesgl imsuch a violent

PLOLWDU\ ZHDSRQ UDLVHV TXHVWLRQV RXIOWXUHFUKDWERQWXWXNWHZKLFK VHHPV W|
SDUW RI &DQDGD LV VWLOO FRGHG DV PDC

For both Machiavelli and Foucault, power is understood as a that partake in it. Amusingly, Ip had shown the piece in her studio

VWUDWHILF VLWXDWLRQ LQ D JLYHQ VRFHDO FIRRW W[V, QHPRIW K KHRUFH. D@ 00Q & Lbidw U

historical settings, women have almost always been on the shoot!O

RSSRVLWH HQG Rl SRZHU GXH WR WKHLU ERG\ 7KH ZRUN ZKLFK UHOLHV RQ

the body to be produced (printing the screens and finally

UP AND ATOM:

\ Fourty-five Hundredths of an Inch
OAuthority is something from which we are constantly subtracting, of which there

remains always a residue.O
N Frederica Montseny

%HFN\ ,S-V "XS DQG DWRP IRUW\ ILYH KXQGUHGWKYVY RI DQ LQFKp ZDV EHJIXQ DV
GXULQJ WKH DUWLVW:V UHVLGHQFH LQ %DQIl $OEHUWD 7KH ZRUN ZKLFK H[SOR
power and violence, features a series of five screen prints featuring children
illustrations superimposed with targets. As part of the work, these were shot with a ‘«SRZHU LV XQGHUV
KDQGJXQ DW "7KH 6KRRWLQJ (GJH p D JXQ UDQJH LQ &DOJDU\

DV D VWUDWHJILF VL
$V YLHZHUV ZDON LQWR WKH GDUNHQHG ;%$6( WKH\ ‘D—iHJ/\LKY‘IWQLQW‘R‘}t\MLU’@J L
SODFHG RQH EHVLGH WKH RWKHU PXFK OLNH LQ D JXQ UDQJH 7KH LPDJHV ZHUH I
LQ ,O0XVWUDWRU DQG WKHQ VFUHHQ SULQWHG 7KHLU DHVWKHWLF LV PXFK OLNH
the 1990s. It is in this respect that we are able to situate the work in both a cultural
DQG SHUVRQDO KLVWRU\ 8QGHUQHDWK WKH SULQWY DUH ILYH HUHFW EXOOHW FD
the leftovers of the performative act of shooting the prints and in such a way act as
a direct document of the shooting itself.

7KH SOD\IXO LPDJHVY DUH LURQLF LQ UHODWLRQ WR WKH WDUJHWV +RZ ZRXOG RQH VKRIiWDF(‘DRXG
or how would a bullet react to a magnet? Yet, beyond this seemingly simple display -
lie engaging themes.

3KRWR FUHGLWYV KHUH LQ +HOYHWLFD EODFN VL]H
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775 King St. West
Eva Kolcze

775 King St. West is a single channel video in which the artist seeks to represent the recently

demolished building at 775 King St. West. With each lap around the perimeter of the

EXLOGLQJ-V IRUPHU IRXQGDWLRQ LQWHULRU QRLVHV WKDW GHSLFW WKH EXLOGLQJ:-V KLVWRU\ DQG SK\VLFDO
characteristics fade in and out. Kolcze brings awareness to both the history of the building

and its absence.

$GGLWLRQDOO\ WKLV DXGLR YLVXDO ZRUN FRQQHFWV WR ;%$6( LWVHOI DV WKH H[SRVHG EULFN ZDOOV DQG
girders compliment the image of the stain of the former building in the video. The audio

FRPSRQHQW FRQIODWHYV WKH DPELHQW QRLVHV ZLWK WKH VWUXFWXUH RI WKH EDVHPHQW VSDFH KRQRXULQJ
the relationship the artist feels with the original site.

Kolcze brings awareness to both the
9 7KH ROG ZDUHKRXVH ZKLFK ZDV WKH UHWDLO DQG VWRUDJH SRUWLR

hlStOI’y of the bwldlng and its absence. 4 hardwood floors that creaked loudly when walked on. The flooring was eventually redone in
concrete after a forklift truck almost cracked through the dried out floorboards.

+LVWRU\ RI WKH 6LWH &RPSLOHG E\ 7KH $UWLVW (YD .ROF]H 7KH RULJLQDO IUHLJKW HOHYDWRU ZDV VR ROG WKDW LW GLGQ-W KDY
cable that had to be pulled with great force by the person who wished to ride on it. The

The building that used to sit at 775 King St. West was built in the late 1800s. The large site elevator needed constant maintenance and because of its age was difficult to find proper

ZDV FRPSULVHG RI VWUXFWXUHV D IDFWRU\ ZDUHKRXVH DQG D URZ KRX SDUWV IRU "$V 'ZHOO RULJLQDO ZRRGHQ ZKHHOV DQG SXOOH\V KXG

ZDV Y7KH 6KLSZD\ :LUH DQG ODQXIDFWXULQJ &R ,Q WKH -V LW EHFDPH warehouse.

/WG LQ WKH HDUO\ V LW ZDV 3HQGULWK ODFKLQHU\ &R /WG ZKLFK

HTXLSPHQW ,Q WKH V 'RPLQLRQ 0DQXIDFWXUHUV /LPLWHG XVHG WKH V¢ The workers who demolished the warehouse were surprised by how hard it was to knock

build coffins. GRZQ GXH WR LWV VWXUG\ ZDOOV DQG VWUXFWXUH WKDW ZDV EXLOW :
WKHLU YDOXH DOO RI WKH ZRRG EHDPV IURP WKH RULJLQDO VWUXFW X!

JURP WKH PLG V XS XQWLO WKH VLWH ZDV KRPH WR 3DXO :ROI (O olition.

6XSSO\ D UHWDLO VWRUH IRU HOHFWULFLDQV DQG WUDGHV SHRSOH ,Q
WKH GHYHORSHU OLQWR *URXS ,QFRUSRUDWHG 6XEVHTXHQWO\ WKH EXLOGLQJV ZHUH GHPROLVKHG LQ
DV OLQWR RULJLQDOO\ LQWHQGHG WR EXLOG D VWRU\ FRQGRPLQLXP RQ WKH VLWH FDOOHG OLQWR

King West.
'XH WR VORZ VDOHV KRZHYHU OLQWR:V FRQWUXFWLRQ VLWH VDW YDFQW IRU \HDUV ,Q HDUO\ LW ZDV
UHODXQFKHG DV OLQWR ZKLFK DUH WZR EXLOGLQJV WKDW DUH ILQDQFHG LQGHSHQGHQWO\ )LQDOO\

construction began on the two condominiums in August 2010.

:KLOH FRQGXFWLQJ UHVHDUFK IRU WKLV SURMHFW , FRQWDFWHG 3DXO :ROI (OHFWULF DQG /LJKWLQJ 6XSSO\
QRZ ORFDWHG RQ (DVWHUQ $YHQXH DQG VSRNH ZLWK &RVLPR $PDWR ZKR KDV ZRUNHG ZLWK WKH
FRPSDQ\ IRU \HDUV +H SURYLGHG PH ZLWK LPSRUWDQW LQIRUPDWLRQ DERXW WKH IRUPHU ZKLOH
describing its physical characteristics in great detail.

&RVLPR VSRNH Rl D KLGGHQ DSDUWPHQW RQ WKH VHFRQG IORRU LQ WKH KRXVH SRUWLRQ RI WKH VLWH
which the company used as their offices. In one of the offices was a boarded up door and one

GD\ KH GHFLGHG WR LQYHVWLJDWH ZKDW ZDV EHKLQG LW +H GLVFRYHUHG WKUHH VPDOO VWDLUV ZKLFK OHG
down to a hallway. Off of this hallway there were four tiny rooms that had no electricity and

PHDVXUHG URXJKO\ p[ p 7KH URRPV FRQWDLQHG ZLQGRZV WKDW IDFHG WRZDUGYV WKH EXLOGLQJ QH[W

door.

SKRWR FUHGLWY KHUH +HOYHWLFD LQ ZKLWH VL]H




When | was eight years old, | had a friend named Sandra. One

day she came to my house to play. Within minutes of arriving, she

pulled a see-through plastic take-out container out of her pink
shoulder bag. OThis is my kit,O she told me. Inside the container

were the following items: a folded-up tissue, a length of green

string, three maple keys, a black marble, a cut-out photograph of

an overflowing basket of apples from a magazine, a tiny fabric doll

DQG D 5LW] FUDFNHU , UHPHPEHU EHLQJ N
WULHG WR PDNH RQH RI P\ RZQ EXW LW GL
something about hers - maybe the way the tissue was folded,
creating the perfect little bed for the doll - that made it better, and

far more alive than mine.

Vin an age of infinite information, are the
secret lives of objects one of the last
facets of our lives that have not been laid
bare? 7

When | was nineteen years old, | moved into my second
apartment on Maynard Avenue in Parkdale. It was an eight-story
apartment building, and most of its tenants were over fifty. After
PRYLQJ P\ WKLQJV LQWR WKH XQLW: -V VPDOC
there, | decided to start hanging my clothes in the closet. As | was
preparing to fold my freshly-purchased-and-unused towels
(organized by the colours of the rainbow, of course) and put them
on the top shelf of the closet, | noticed something red pushed to
the very back corner of the shelf. | jumped to grab for it, and upon
realizing what it was, my heart jumped out of my chest. | threw it
back onto the shelf and slammed the door shut. The object was a
used, strappy red high heel shoe. It may as well have been a
dismembered limb. Later that night, | got my boyfriend to retrieve
the shoe and throw it away.

These stories attest to the potency of objects. We connect with
used and found everyday objects because of the traces of human
life they contain. While we consume images, facts, and  pseu-
do-facts in abundance on a daily basis, the voiceless, tangible
stuff of everyday life contains the real truth or our existence but

all photo credits here, Helvetica, size 8 in black lacks the means to tell it. In an age of infinite information, are the

Simon Black / Ka”ey Bryan / Robert Clements / secret lives of objects one of the last facets of our lives that have
. . . : -
Maggie Flynn / Jeannette Hicks / Brian Hobbs / not been laid bare?

Meghan Scott / Tasha Turner

11.12.10




In the exhibition Odds and Entries, objects of ambiguous origin are
contained in a series of salvaged drawers. Some of the interventions

DUH DV VXEWOH DV ZKLVSHUV3:RQH GUDZHU:V
single spider web made of human hair, simultaneously evoking a sense

of intimate human presence, desolation and loss. Another drawer

contains a surreal,

illuminated campground dreamscape, and anothe a forest of rotating
cocktail umbrellas. While one drawer alludes to a pointedly domestic
space, the others feel like strange and fantastical hybrids of space that
is public and private, indoor and outdoor, sensual as well as mechani-
cal. Another drawer plays with the idea of bodily detritus, attraction and
repulsion, but to a more absurd and suggestive end.

2GGV DQG (QWULHV OLNH WKH FORVHW ZLWK V
involve containment as a way of isolating objects in order to give them

new meaning. Situating work in repositories associated with the
GRPHVWLF UHDOP DV ZHOO DV WKH H[KLELW
discovery-- defies conventions of gallery display and arrangement.

The fact that the installation is situated in a raw, subterranean space

further defies such conventions, while hinting at the role of our subcon-

scious as a guide through the objects we encounter. Most importantly,

the work presents us with objects and environments shrouded in
ambiguity. While we can never know the true histories of the objects

we happen upon by chance, we can lose ourselves in their mystery and

meditate on their impact. In doing so, we not only allow ourselves to

see the hidden life in inanimate objects, but can gain insight into our

own lives and the lives of others.

YWe connect with used and found everyday objects
because of the traces of human life they contain.

all photo credits here, Helvetica, size 8 in black
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Karolina Wisniewski

OYou cannot step twice into the same streamO: with this
infamous phrase, the ancient philosopher Heraclitus
notoriously articulated a paradox that has continued to
plague humanity D the idea that chaos is the only order,
flux is the only stasis and all that may be known is the
fleeting instant, which is itself, nothing. Time is a curious
thing, and all the more troubling is any attempt to

understand our relation to and interaction with it. An YEchaos is the only order, flux is the
artificial construct we impose upon ourselves, as well as only stasis and all that may be known
the primordial force that propels the cosmos forward, is the fleeting instant, which is itself,
temporality simultaneously subsumes and releases us; it nothing. 4

forever ensnares us, unrelentingly dragging us along with
it, and yet it continually escapes our grasp, for any individ-
ual moment is either the unrealized future or the
deceased past.

$PDQGD 5DWDM:V H[KLELWLRQ OHDVXUHV H[SORUHV MXVW WKLV LW
draws our attention to the human insistence on isolating
time into understandable fragments and processing them
as such; it also highlights the futility of any attempt at
doing so. Rataj masters such intangible ideas by situating

them in a relatable context b the commonplace, all photo credits here, Helvetica, size 8 in black |V| ﬁ A ( : l ‘ | ) | (

HYHQ LQDQH SKHQRPHQRQ RI EUHDWKLQJ OHDVXUHV LV FRPSULVHG RI WZR ILOPV HDFK ODVWLQJ DSSUR[LPDWHO\ WKUHH VHFRQGV ORRSHG
indefinitely as they project onto screens. Each film displays a single breath, that is, an inhalation and exhalation; each film is also
a stop-motion sequence of several photographic stills created using the albumen printing process.

,QWULQVLFDOO\ ERXQG ZLWK WKH PHGLXP VKH FKRRVHV WR ZRUN WKH WKHRUHWLFDO VWUXFWXUH RI 5DWDM-V ZRUN 6KH H[SODLQV “, VWXGLHG

photography at OCAD, but was interested in what comes after you press the shutterEl always found myself not pleased with it; |

HQMR\HG LW EXW WKHUH ZDV VRPHWKLQJ PLVVLQJu 5DWDM:V SUDFWLFH RI WUDQVODWLQJ DOEXPHQ VWLOOV RQWR KDQGPDGH SDSHU DURVH IURP WKH

fusion of processes she learned from a paper-making class and techniques from a historical process class. Rataj notes that the

SHUVRQDO GLPHQVLRQ LQYROYHG LQ VXFK D SURFHVV LV VLIJQLILFDQW “,-YH DOZD\V EBR®YDRQPWHIRYMW H® ERGRHUE HEKHRMURP DIP'G B D G WORINRWDBPMOHN WHKWEHAQ WKHP PHC
LV FRQQHFWHG WR P\ GHVLUH WR FUHDWH KDQGPDGH LPDJHV 7KH\-UH QRW DV VOLFN @pherfeRaQy&tHcensrRial preseric® Df Jime \theE anfigDated HlbQrRerpResS Priojecved/ thtoRgR Nligital media. The bilateral

WKH VDPH KRZHYHU ORRNLQJ DW DQ LPDJH DQG NQRZLQJ VRPHRQH GLGQ-W MXVW SUHVNVDORUEW 06 DMORUMR/V KR B/ R E3QULH/KOHIWL BRXW DRIEQOB B RK LRIXWKBIWH SRODULWLHV PLUL
WKH DOEXPHQ SURFHVV DOORZV IRU WKH LQIXVLRQ RI WKH DUWLVW:V KDQG LQWR W K HexXpeliSricE of Gn@e) notFasS B ingear tapalor® buGanxXrerRaved KiRlgetiRa Stigwa. The hetographit) pfo@ess harnesses the

lot of rules, but a lot of ways | can play inside those rulesO. LPDJH ZKLOH VLPXOWDQHRXVO\ SUHVHQWLQJ LW DV VRPHWKLQJ MXVW RXW RI UHD
also through its incarnation in the antiquated albumen medium and its dissociation from contemporaniety. The uncommon
Evoking nostalgia of the past, the antiquated method in which Rataj works draws parallels to early photographers like fti- PHGLXP DQG FRQFHSW RI WHPSRUDOLW\ KRZHYHU LV UHQGHUHG UHODWDEOH E\ 5

HQQH -XOHV ODUH\ ZKRVH ZRUN VKH FLWHV DV WKH SULPDU\ LQVSLUDWLRQ IRU 0H D V X breathing. KibidughQsiwugtiogHtiese br@olobital quBsDomsvin ¥hiel conter oiQtheT ikdividual va Pariiar Rlicension is added to
LQ WKH WKHPDWLF IRFXV RQ WKH IOXLGLW\ RI WLPH ,Q IXVLQJ WKH UROH RI WKH PHGLXH#DZRWIK W KH ERIQFH 8 W XD WV B SSHIUR/ORFXD & YW DMLM ZRQNHHQWHUV LQWR
a multi-layered dialogue with itself.

Notions of chaos and flux are notoriously characteristic of postmodern artistic practice, while examination of the individual in the
5DWDM QRWHV WKDW OHDVXUHV FRQVLGHUV "«WKH LPSRVVLELOLW\ RI SHUFHLYLQJ WKHDPRHY RPXQWYRIUWDPHLR ®WL ZHO O VDIVRR X UL R 2Q\ PIRADHPH QW XIQG LAL WKLQ ZRUNV WKDW
The infinite looping of both films points out the turn of time itself, and situates our existence in an interweaving structure of avoids typification with any individual artistic or philosophical approach by navigating around the clichZs of each.
temporality. Time itself has no fixed identity, but rather shifts between our multiple constructions of it- a lifetime, the length of a
VXEZD\ ULGH D VLQJOH EUHDWK 7R DSSURSULDWH D SKUDVH SRSXODUL]JHG E\ WKH DUWRW KHRQ MW HF G D BKRDOR PRHW HW QHD R XWLHDW PV \ BBHHWXZRIE QU VWRRGUHY RU DW OHDVW
as a non-synchronous work, that is, one in which heterogeneous layers of temporality may be found. This intersection of various at once articulating the inarticulate while suggesting that it may not be comprehended at all. Tackling the same questions
notions of time arises in a present that is inhabited by a past and is dependant on its structure, which nevertheless disappears and addressed by postmodernism, with an elegant subtlety ostensibly lacking from previous practices, Rataj poses questions that
eludes us. may, be understood philosophically without the underlying pathos that informs most existential works.
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Artifice

Josh Vettivelu

VEconstantly decomposing its solidity through its persistence as
an absurd object, one with neither head nor tail, one which breathes
but whose organs erase it within each instance.

all photo credits here, Helvetica, size 8 in black

breathes is a parasite and all parasites are part of the libidinal programming of
matter. Breathing is a mechanism for waste management, that is, for met-
amorphosis. The bodies of mammals function as filters for the circulation and
transformation of gases. This metamorphic process is often culturally apprehended
as a sign of life, a Turing test for sentience. Narcissistic humanity's exaggerated
opinion of the significance of organic phenomena has caused it to sentimentalize
this mechanical process. Consciousness is a gas, the chemical byproduct of
machinery. In ancient religions it was commonly believed to be a sign of spirit, of the
breath of God, and the animating force of creation. In our more scientific era it is
taken for the signs of 'bare life’, although machines can make it happen

if the soul or consciousness are no longer available.

It may be that this consciousness, which possesses your body and through which
the world is filtered, is a parasite upon this heap which serves as your host. It may
also be that the image of this heap thrives through an indefinite proliferation in your
consciousness which then operates as its host and attempts to domesticate it by
according it significance. In either case, it is also the case that you are currently in a
gallery, which hosts the heap. The heap parasitically lives off of the gallery, literally
animated by the energy it provides. At the same time, the gallery functions as the
organs of the heap, animating its breathing. But for all that, it is also true that the
gallery is a parasite of the heap, since it thrives on the meaning it can animate from
it and then extract for the marketing of ideas. And for all of that, it is also true that this
heap serves as an organ for the gallery, as its mouthpiece, even if it is only the
mouth of a ventriloquist's dummy. Such an indefinite proliferation is a product of the
consummation of the relationship

between the couple. The gallery and the viewer are both the child and the parent of
this copulation. Both their orphan and their pimp. This general process of contagion
and proliferation is the nature of artifice.

The production of this indefinite proliferation leads to the overproduction of meaning
as a defense mechanism against the threat of neutrality. Indifference is experienced
by the human agent as a form of violence. The embodiment of subjectivity - with the
institutions, laws and the policing forces that underwrite its possibility - is the very
instance of repressive violence. The stabilization of the subject through the infection
of inchoate matter with significance is an act of domestication for the delusional
stabilization of being. By means of the various cloaking and transmuting devices of
artifice, the host likewise manages to parasitically thrive off of the subject's
abreaction, constantly decomposing its solidity through its persistence as an absurd
object, one with neither head nor tail, one which breathes but whose organs erase it
within each instance.




In response to OCycleO
Xenia Benivolski

The archive is a memory that remains available to the public, it is
simultaneously related to the process of forgetting B of forgetting that
which operates in silence and consequently which never leaves its own
archive. The process of silence and forgetting in the consignation of the
archive is not innocent. The archive itself produces silences. It frames what
is consigned in the archive as a unified whole and represses what is left
outside the archive, denying its existence and consigning it to oblivion. But
the archive, like the exergue, serves to lay down the law and give the order.

7KLV 'HUULGD GHVFULEHV DV JWKH YLROHQFFOMiGRIVishaaktening swaenest visoLic

cance because, as he suggests, the archive is always consigned and
ordered ethically, as anticipation of the future.#(Hamilton, p. 166)

In his film work, Cycle (2010), William Andrew Stewart successfully
marries a potentially critical observation with a real longing for nostalgia
and meaning. Using an archived source material, he loosely follows a
formula based in document. The looping film confronts a few challenges:
the seemingly arbitrary sequence running in the background and the
puzzling struggle of a young man on a unicycle hopping in spot. The
location is at first a mystery. As the work progresses, it becomes evident
that these events are connected to a premeditated sequence of events.
When finally the shot expands to a bigger picture, the subject seems
irrelevant and misguided. There is an element of danger to the activity;
accompanied by a comically disheartening awareness that if he should fall
it would make little difference. Instead, the screen fades to black as the
year approaches 2011.

The film is divided into four equal parts with the number element counting
up the years of OCAD's existence. Several levels of visibility form the

YThere is an element of danger to

the activity;

accompanied by a

that if he should fall it would make
little difference.

confines of the history of OCAD: The presence of the student
body, the first building, the second building, and the final
addition. With each building revealed the student's activity
becomes more visible and more ludicrous.

The countdown becomes slower with the latest sequence, to
accommodate its shorter duration. As a timer, it is tied to the
appearance of new architecture and expanding frame, yet it
seems those elements exist in a vacuum, independent of their
surroundings or context save for the faint sounds of construction
in the background.

The departure point of the work, a 125th anniversary OCAD
Alumni Directory is an interesting document in itself. Starting
with 1 enlisted student in the year 1907, the list of alumni
growing exponentially leading up to the year 2000. The list
includes not only the names but also the addresses and phone
numbers of the former OCAD students, serving as some sort of
detached and impossibly vast yearbook. The directory contains
little personal or anecdotal evidence besides this information, a

02.25.11

Jacques Derrida had described the concept of archivazation as

Oa movement of the promise and of the future no less than of
recording the past.O#(Deridda, p. 29) When viewing the piece, it
is impossible to ignore that which is absent. The teachers, the

studios, academia, the actual artwork. The work is emblematic

of a generation that sees that past as an aesthetic guide.

Guided by the source material, the artist saw an opportunity in

referencing a multiplicity of phases in the history of the

institution, none relating to the creative influences and paradigm

shifts the school has seen over the years: This exposes a critical

view of art academia at large, one that is formulaic and

predetermined, devoid of personality or real agency. But what

does this say about the future?

Hamilton, Carolyn. Refiguring the Archive, Springer, 2002
Deridda, Jacques, Archive Fever: A Freudian Impression, University of
Chicago Press, 1998

CY

ridiculously dry summary for the Art School. The existence of
this document and others ones like it presents a strange
glimpse to how the art school presents itself and its students: a
collection of names, some of which represent varied degrees of
fame, all grouped together in this dense hardcover book. There
is an intense urge to make sense of the list names and the
structure of the book, discover a symbolic formula by which it

William Andrew Finlay Stewart

DELGHV 6WHZDUW:-V ZRUNV LQWHUSUHW WKLV LQIRUPDWLRQ FRQVWUXFWLQJ

an alternate reality where the structures imposed by timing and
personal choices come to life: Two additional forthcoming
pieces are expected to emerge from the same document, within
the same set of rules. One, a chronological list of the names of
the alumni and another, a musical composition inspired by the
alphabetical structures within that name list.

In a minimalist fashion, William Andrew Stewart works with the
limited palette available to him within a strict set of aesthetic and
archival rules: by setting the information in the document as a
guideline, he attempts to insert meaning into this summary, in
the process emphasizing how little meaning it actually contains.
Stewart codifies the elements with new agency: the years
become a countdown, the student body becomes one flinching
participant absorbed in a meaningless and seemingly futile task,
the surroundings, a growing repertoire of buildings, all triggered
by anxious anticipation. Cycle illustrates the contents of the
alumni archive, its anticlimactic conclusion leaving a disjointed
feeling of simultaneous curiosity and disappointment.

Photo credits here; in Helvetica, black, size 8




Pastel Pandora:
A Reaction to Technicolor Dreambox
Mary MacDonald

This month the XPACE Window Space is transformed into
ground zero for Technicolor Dreambox, an explosive installation
by Calgary artists Nate MacLeod and Cassandra Paul. Frozen
in time, the work features a dramatic spatial event just at the
moment of climax. A white plywood box shoots forth three
smaller boxes like a series of geometricmatryoshka dolls.
Suspended in mid air, the smaller boxes are enveloped in a
cloud of sharp debris, small and brightly coloured pieces of

ZRRG 10\ IRUZDUG LQWR WKH YLHZHU.v \MOBPENBZEPRIaysANMRPEARt '8 i/4PRFRY

our eyes for protection.

\...a fascinating take on our attempt to
harness and control time itself. 7

‘H FDQ-W WHDU RXU H\HV DZD\

evocative image that juxtaposes a pile of weathered old boards
and her brightly painted ultra modern shapes. To what end is

moments of chaos - pause and repeat. From Chernobyl to 9/11
these historical moments remain frozen in time as images of
crystalline disaster. We are caught like deer in headlights, in
awe at the spectacle before our eyes. peculiarity draws our attention.

Perhaps most striking about this work is how the artists were
able to transform their individual interests into a cohesive
project that speaks equally of both their practices. Technicolor
Dreambox remains a punchy magical illusion that motivates a

with MacLeod and Paul, the artists reference

Paul and MacLeod have crafted a powerful symbolic event, an
explosion of formalism and a clever mapping of space - a pastel
3DQGRUD:-V ER[ WKDW

spectacular. This senti
Dreambox, as the artists ere
various shapes that make up the CI8
are sucked into the vortex, seduced.

Dreambox. As one travels around the installation, the S
shifts dramatically. What was from a distance a two dimensional
formalist plane has changed. Pieces slip under and over one
another. We move around the work as if in bullet time. Nate
McLeod states this as an important aspect of his work. In forcing
the viewer to move from side to side, forward and back, their

TECHNICOLOR
DREAMBOX

7KH S LEXRetiegce |&rpp@§}q_g &thg\ﬁoﬁ«"\i‘t?@@ and we are given time

YLVXDOO\ YLEUDWH DJDLQVW RQH DQRWR §BErers finmpicatons. Shisomevemgns recilf agist

an instant colour party for the eye. What are we looking at
exactly? Are these shapes of something? Are they symbols?
Questions swirl just like the pieces themselves and are never
quite answerable, for as we move the pieces shift position
revealing a totally new view of the work. Technicolor Dreambox
is pure spectacle.

Guy Debord explored this idea of spectacle in his philosophical
work La SociZtZ du Spectacle first published in 1967. In the text,
he outlined the development of modern society wherein life has
become a series of lived representations rather than interaction
with direct experience . In Technicolor Dreambox the symbolic
shards burst forth from their enclosure. Forcing their way out of
a representation, the box, they invoke a possibility of abrupt
change. However, enclosed by the window itself this change
appears frozen in time.

Debord described this idea of spectacle largely through the
proliferation of mass media in contemporary society. In

&RUQHOLD 3DUNHU:-V VHPLQDO ZRUN &ROG
View (1991). Here Parker presented a view of a garden shed at

the moment of explosion. Pieces hung in the air; scraps of
wood, torn bits of paper, spoons and other ravaged domestic

items. The gallery contains the charged event, its walls in
danger of soon feeling the impact. While Technicolor Dreambox

is a much more playful abstracted representation of an
explosion, the movement and our sort of out of body experience
remains the same. We are the ones in motion.

‘DUN ODWWHU $Q ([SORGHG

It must also be said, that this contained energy in a way reminds
me of a black hole. Perhaps the pieces are being sucked in
UDWKHU WKDQ SXVKHG RXW :H FDQ-W EH FHUWDLQ YLHZLQJ 7THFKQLFRORU
Dreambox in this potential frozen state. But movement in both
ways is in fact implied. And so we are in a constant state of
exploding/imploding. This is a strong metaphor, if indeed we as
a part of the spectacle as Debord used the term. Constantly
tearing down the past to build the new without any thought to
why. This aspect of the work is reminiscent of earlier works by

7HFKQLFRORU 'UHDPER[ , FDQ-W KHOsS EAWaNfR PRrk I RitegReqdig st@RtigraRie)@0a9). is an

obsession with moments of disaster. Even in parody such as
&RRO *X\V 'RQ-W /RRN DW ([SORVLRQV
and Will Ferrell, in which countless action stars walk noncha-
lantly away from billowing mushroom clouds of fire to musical
montage the spectacle prevails. While television series, news
sound bytes and viral Youtube videos play out actual

D YLGHR E\ $QG\ 6DPEXUJ
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reveals itself at the height of its explosive climax. If so we are
right in the mix moving around the work existing in a climatic

WKLV FRQVWUXFWLRQ" :H-UH QRW VXU H pRrpaWrK pf iDnQwation ancespeed \WechnicoRuDNeambox is

consequently an example of pure spectacle and perhaps even
a fascinating take on our attempt to harness and control time
itself.

'Guy Debord, The Society of the Spectacle, trans. Ken Knabb (Treason Press,
2002), 6

"& RRO *X\-V '"RQ-W /RRN $W ([SORVLRQV >9LGHR@ -
w.youtube.com/watch?v=Sqz5 dbs5zmo. Originally aired on the 2009 MTV movie
awards.

"3DLQWHUV1<& KWWS
7,2010)

Bullet time is visual effect that refers to a digitally- enhanced simulation of
variable-speed (i.e. slow motion, time-lapse, etc) photography used in films and
video games. One of its first uses in this context was in the film, The Matrix (1999)

SDLQWHUQ\F EORJVSRW FRP

Nate McLeod

Cassandra Paul
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YEan ambiguous area where science
and belief overlap and interpenetrate.
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Interview with Liam Wylie
Samantha Milbrath

Liam Wylie was born in Ottawa Ontario in 1989 and is currently completing his final year at OCAD

University. At OCAD U, Wylie studies sculpture, installation, and printmaking, specializing in
screen-printing, lithography, metal fabrication, and, most importantly to this interview, plastic fabrication.

,Q KLV ZRUN :\OLH SURSRVHV WKDW KXPDQNLQG:V P\WKLF VXEFRQVI
FXUUHQW SRVWKXPDQ WHFKQRORJLFDO GHYHORSPHQWYV ,Q WKLV
explored in relation to his Anchor installation on exhibition at XPACE Gallery.

SAMANTHA MILBRATH: How have other contemporary artists influenced your creative process?

LIAM WYLIE: Recently | have been influenced by the work of Charles Stankievech and Pierre Huyghe,
because they suggest that, when telling a story, the most fantastical and mythical approach is often the
most factual as well.

SM: Before OCAD University, you studied OLife Drawing and PaintingO at the Ottawa School of Art. Can
we conclude that you were originally interested in more traditional forms of art expression?

LW: Yes, | used to be more interested in drawing and painting live figures. Although at the time, my
favorite artists who dealt with Otraditional artO themes, such as the rendering of the body, did so in
relatively contemporary ways. For example, artists such as Egon Schiele and Ron Mueck exhibited
contemporary art expression through more traditional form.

SM: What was your reasoning behind switching mediums from drawing and painting to
installation, sculpture, and printmaking?

LW: | came to university with an art background that was mostly comprised of drawing and painting, so
at first making objects and installations was slightly alien to me. But eventually, | realized that these art
forms are very effective methods of communicating an expression or an idea, so it seemed like a

ANCHOR

natural progression. As well, sculpture and installation appeared to be the most dedicated department at
the university, thus making my decision much easier.

SM: Being in your final year at OCAD University, do you find that studying techniques in art has improved
your ability to work with different materials?

LW: Yes, without a doubt. Every time that | learn a new fabrication or printing technique, | immediately
think of ways to utilize it for my artwork. Institutionally, | find that there is a real push to cross boundaries
between art-making methods and medias, which, in my opinion, is a useful skill set.

SM: What mediums do you prefer to work with for your installations? Why do you prefer these materials?



LW: Recently | have been working mostly with plastic and metal materi-
als. | like to think that | am getting pretty good at machining and fabricat-
ing my projects, using materials like acrylic, UHMW, steel and aluminum,
which are usually best for the process that | have in mind. But more
importantly, my works often end up looking like some odd, futuristic set
props, which is very important to me. My professor recently suggested

WKDW P\ ZRUN ORRNV OLNH D FODVK EHWZHHQ

Wars...| was satisfied with that comparison.

SM: Tell me about the materials that you used to create your Anchor
piece. Did you make the fluorescent light tubes? What is UHMW?

/: 1R , GLGQ-W PDNH WKH OLJKW WXEHV 8OWLPDWHO\

works like Anchor with neon tubing, but conventional light tubes will have
to do for now. UHMW stands for ultra high molecular weight polyethyl-

HQH ,W.-V D SUHWW\ FKHDS SODVWLF PDWHULDO WKDW PDFKL

it is mostly used in the trades industry, but either way it works well and
looks great. Matthew Barney uses UHMW a lot in his projects. In fact, the
sculptural works that came out of his Cremaster and drawing restraint
projects are likely what gave me the idea to use these materials in the
first place.

SM: We have all grown up with the standard anchor symbol, however in
Anchor you have abstracted the recognizable layout. What was your
reasoning for abstracting your Anchor?

LW: My decision to reduce its shape to three planes (vertical, horizontal
and diagonal) was necessary so that | could suggest the forms of a cross
and an X. | like the idea of a cross transforming into an X as being
symbolic of a shift in mythical and spiritual, or religious belief. | also

ZDQWHG WR HPSKDVL]H KRZ WRGD\ ;-V DUH XVHG

unknown entity and in pop culture as representing the uncanny.

SM: An anchor is typically made of metal, a material that has strong
connections to the past industrial revolution. Was your decision to swap
metal for fluorescent light tubes and UHMW a conscious decision in

UHODWLRQ WR WRGD\:V SRVWPRGHUQ DQG SRV

LW: | would say so, yes. The light tubes also introduce an element of
familiarity to a form that is altogether unfamiliar. As well, and perhaps
most importantly, artworks that light up and blink look really cool.

SM: Back to your Anchor, throughout history anchors resist a force that
drives movement in order to maintain a constant location and prevent
drifting. Does your Anchor do the same in theory? If so, what force is
your anchor resisting and what is it so deeply attached to?

LW: Yes, | would say that my recent work suggests a resistance to our
present retraction from myth. More specifically, Anchor asks how

-V PLQLPDOLVP D

monumental scientific discoveries have altered our western
worldview. And further, how does this new world-transforming
way of looking at reality fit into the functioning of a psyche,
which has been preoccupied with spirits, gods, and demons for
a major portion of its existence? Are we tethered D like an
anchor itself B to the conceptual underpinnings and mythic
rituals of the past?

SM: In your artist statement, you quote that we are a
"hypertechnological and cynically postmodern culture
seemingly drawn like a passel of moths toward the guttering
flames of the pre-modern mind". Is it safe to say then that the
Anchor is preventing postmodern culture from drifting too far
away from past faith systems that supported humanity rather
than industry?

LW: Yes. Nicely said.

KLQN WKDW

SM: Are you in favour of posthuman technology? If this means
a loss of faith in religion and spirituality in favour of machine
and science, do you resist?

LW: | try to avoid introducing spirituality and science as
opposing binaries. | think that it is less about choosing one or
the other and more about emphasizing the similarities between
both. Though science is ideally supposed to withhold final
commitment from its hypotheses about the nature of reality, in
practice it seems to offer to many a picture no less orthodox
than those mythic and spiritual systems that we are in the
process of banishing.

SM: People often look to religion to find answers. Do you think
that science is answering questions that we may have asked in
the past? Or do fast paced developments in technology
distract postmodern culture from asking these existential
questions? Or, in contrast, do you think we are naturally
turning to religion and spiritualism in order to find clarity and
peace of mind as an individual in postmodern and posthuman
society?

LW: | would say that Oturning to religion and spiritualism in
order to find clarityO hits closest to home for me, although |
would place individual spiritualism over organized religion.
According to popular narrative, technology has helped
disenchant the world, thus forcing the archaic and symbolic
(spiritual) networks of the past to give way to the crisp, secular
game plans of scientific progress. However, it is my belief that
the old phantasms and metaphysical longings did not entirely
disappear. Rather, they disguised and embedded themselves
into the cultural, psychological and mythical motivations that
form the foundation of the modern world. To me, this is
evidence that, when faced with the retraction into

a sterile void of science, people search for some of the oldest
navigational tools known to humankind: sacred rituals and
metaphysical speculation, spiritual regimens and natural
spells. In short, the pagan and the paranormal have colonized
the 21st century twilight zone of our surrogate surroundings.

SM: In the past, science and religion have been contradictory
entities. In your artist statement, you explain that your work
resides in an Oambiguous area where science and belief
overlap and interpenetrate.O To conclude, do you think that
both your work and our postmodern culture reside in this
shadowy zone?

LW: Certainly. To find answers it is often more affective to ask
ZKDW VRPHWKLQJ LVQ-W UDWKHU WKDQ Z
appropriate elements from both science and religion, my work

(along with our contemporary culture) is not either of those

things. Rather, it falls somewhere in between and this ambigui-

ty is precisely what | find most interesting.

VAre we tethered B like an anchor itself D
to the conceptual underpinnings and
mythic rituals of the past? 7




Louise Windsor

Into the Abyss
Kenny Lee

Some of the more subtle works of art are often generated by

03.18.11

DUWLVWV QRW ZRUNLQJ ZLWKLQ WKHLU RZQ PHGLXP ,-P QRW WDONLQJ

about naeve or folk art, rather the phenomenon of
cross-disciplinary ~ practice  wherein  painters  making
sculptures, or video artists making drawings, or, as is the case
here, a photographer working in installation. It might seem
strange to see ABYSS, the installation currently inhabiting the
XPACE Window Gallery, as a large photograph, yet thinking
about it in this way helps us understand how evocative
artworks can emerge away from the neat little categorization of

DUWLVWLF GLVFLSOLQHV 7R FDOO DWWHQWLRQ WR (OLVH :LQGVRU-V

background as a photographer does not take away from her
work as an installation artist. Rather it allows a glimpse into the
way new forms of artistic expression emerge by grafting the
discourse of one field onto another. And this is precisely what
Windsor, consciously or otherwise, has done.

NIn ABYSS, multiple mirrors installed at inconsistent
angles conspire to destabilize our sense of location in
relation to what is being reflected.

My conversation with Elise about her project, ABYSS, brought
to the surface the multitude of referencesb some subtle, some
literal B to photography. The angles of the mirrors, the primary
material in ABYSS, makes reference to the mirror inside a
single lens reflex camera (SLR). Another understated
connection to photography is the way in which the barrier of
the glass window echoes the impermeability of photographs,
that is, our inability to look or touch behind, say, the head of a
2-dimensional portrait. The window display likewise echoes a
pre-disposition one might expect to find in a photographer. |
asked Elise the first question that came to mind: OWhen you
first had the idea, did you consider incorporating any
photographs into this project?0 ONot really,0 she replied.

early Synthetic Cubist paintings. Because of the spatial
uncertainly regarding the objects reflected in the mirrors, the
work more generally encourages skepticism about what is in
front of us and the faux-wood paneling, ever the simulacrum,
reinforces this idea. Thus, seeing is not believing.

3HUKDSV LWV QRW VXUSULVLQJ WKHQ W
SHUHQQLDO WKHPH LQ :LQGVRU:-V ZRUN

this as an artist seems refreshingly ambivalent. Images are
agents of bias, they misrepresent the truth, distort reality. The
work interrogates the truth value assigned to photographs
while simultaneously doing what images do best: seduce us to
keep looking. A kindred spirit seems to animate ABYSS, where

,QVWHDG VKH YLHZHG WKH UHIOHFWLR @& ift@lywappeach the mirors Rnticinatg -& usual

surface as a replacement for the images she would otherwise

use. OSo what you see in the reflection is sort of like a
temporary moving photograph?O | asked, just for clarification.
O... exactly.O

In ABYSS, multiple mirrors installed at inconsistent angles
conspire to destabilize our sense of location in relation to what
is being reflected. Many mirrors in various sizes and shapes
suggest a fragmented experience. Here Windsor signals to a
multi-perspectival understanding of the visual field, a view first

straightforward experience, only to be confounded by our own

H[SHFWDWLRQV 7KH PDLQ GLIIHUHQFH Kl

conscripted as participants in these shifty images. But what will
we find? Perhaps we will encounter, as the title of this work
suggests, a luscious realm of temporal ambiguity.

SURSRVHG LQ 3LFDVVR:-V LFRQLF ZRUN /HV 'HPRLVHOOHV

"“$YLJQRQ &RLQFLGHQWDOO\ $%<66 LV LQVWDOOHG LQ D ZLQGRZ

gallery as a display. Also the faux-wood paneling behind the
mirrors reference amaterial famously associated with
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Tobias Williams

SHRINE OF
THE CONTEST
WINNER

HEY& ! HEV&!" HEY0

Christine Negus

During the month of July join us for a very public haunting of XPACE. Clusters of white light beacon to passersby
DORQJ WKH 2VVLQJIJWRQ VWULS :ULWWHQ LQ WLJKW FXUVLYH VFULSW WKH ZRUG {JKRVW:- LV D PDUNHU RI VRPHWKLQJ WKDW KDV EHHQ

D atime once present.

$Q H[SORUDWLRQ RI WKH VHQVH RI P\VWLFLVP RQH IHHOV ZKHQ UHDGLQJ FRQ
WKH EULJKW FRORXU VFKHPHV UHPHPEHUHG IURP FKLOGUHQ-V FHUHDOV RI [
the mysterious winner to a hypothetical contest.
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Negative Reality Inversions and the Re-Articulation of Social Processes via
Game-Rule Subversion Implementation as Reflexively Derived Structural Pattern

@/ E Q /HQD &KXQ-V ZRUN SRVHV WKH “ZKDW GRHV

i &UHDWLYHO\ VXEYHUWLQJ WKH SRSXODU YLGHR JDPH f5RO0HU&RD @@u yQ~ ULQQELV WR EH EHDXWLIXO ZKHQ EHDXW\ DQG IDPH K

David Jones FUHDWHV WKH PRVW G\VWRSLDQ WKHPH SDUN SRVVLEOH ZLWKLQ WKH@@UDPHWHUV RI WKH PDGH LQWR FRPPRGLWLHV"u 7KURXJK KHU
JDPH H[DPLQLQJ WKH OLPLWV RI YLGHR JDPHV DV D PRGHO IRU DS'&}@Q@- WA enkbvyLrU DQG SOD\IXO DQLPDWLRQV VKH UHIOHFWYV

DQG UHIUDFWV ZHVWHUQ VRFLHW\-V LQVWD
SK\VLFDO SHUIHFWLRQ

SKRWR FUHGLWYV KHUH +HOYHWLFD LQODUSIKRWRHUHGLWY KHUH +HOYHWLFD VL]JH LQ ZKLWH
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Keith Cole is a 1st year student in the Interdisciplinary

ODVWHU:V LQ $UW OHGLD DQG 'HV
2&%$' 8QLYHUVLW\ ,Q &ROH UHF
7KH OD\RUDO &DPSDLJQ IRU 7KH 4
$ FROODERUDWLYH HIIRUW /HIW D
UHPQDQW RI KLV VXFFHVVIXO FDPSI[

Keith Cole

DOO SKRWR FUHGLWYV KHUH +HOY

Aamna Muzaffar JLOWHU!%OXU!$YHUDJH LV DQ H[SHULPHQWDO YLVXDOL]DWL|
DQ LPDJH $OWHUHG WKURXJK WKH KRPRJHQL]DWLRQ RI DO
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KDYH SRWHQWLDO WR FUHDWH FKDQFH SDWWHUQV DQG
RI LPDJHV LOOXPLQDWLQJ DVSHFWV RI WKH RULJLQDO

DOO SKRWR FUHGLWYV KH HWLFD VL]H LQ JUH\
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David F. M. Hanes

e works performed on three separate
tempts to personalize the life of a scattered
d through story, junked-gesture, spoken word,
aracters in the story address of identity assertion,
nvergence. This video is a document of the final time
during an event with Baltimore performance artist
ehouse Studio Project in Toronto, Canada.
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