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Mount Fuji in Japan. All these anecdotes and many more such as
the public reaction to Onley’s huge abstract mural (1961) being
installed at the Queen Elizabeth Playhouse (now Vancouver
Playhouse) are more amusing enough! Flying Colours is a
rewarding and remarkable for the way it documents one Canadian
artist who, with considerable talent and gumption, made a go of
his life as an artist despite the odds.

S

GEzA HERMANN: FLOWER MEDITATIONS

aving worked for over 30 years as a landscape designer, Geza
Hermann is quite familiar with nature as his medium but
usually it is a three-dimensional, physical entity. There is no
question that working with landscape as a medium has inspired
this new series of works. The Flower Meditations comprise a lively
series of ink and watercolour sketches and larger scale paintings.
These works are bright, evocative, calligraphic notations. They
provoke a sense of being in the here and now in the viewer. The
fluid lines and colours capture, as a painterly process, the fleeting
nature of life itself. Beauty is distilled in a very minimal way down
toa few lines and bright colorations. Infused with a sense of light
and colour, always in momentary transition, these paintings vary
from small to very large in size. Their spirit is as ephemeral as life.
Geza Hermann’s first solo in Montreal in years signals a new
interest by Montreal galleries such as Clair Obscur in home grown
local talent. As Hermann comments: ‘My experience as a landscape
designer, my interest in sculpture and experiments in painting have all
come together. These influences impact the subjects and materials I
have chosen for my paintings over the years. The new body of work

70 - ART ALSORTS: WRITINGS ON ART & ARTISTS

first appeared in the Spring of 2004, out of a need to simplify and to
create (that which was wishing to reveal itself), without any reference
0 anything specific, but the act of painting beginning from a quiet
mind, starting from stillness. What evolved were archetypal flower
and plant-like entities on paper or canvas, growing and transforming
with each daily meditation.”

S

NiLs-UDO: PRE-CAMBRIAN SANCTUARY

iting a work requires a sensitivity to locale as well as a capacity
S[o integrate within an environs. The Laurentian Shield in
Quebec is among the oldest rock formation in the world. With
boreal forests, and a rocky termin it is a natural northern
environment and well suited to environmental art. Nils-Udo
created a unique intervention along a forested road in the Domaine
St. Bernard located near Greyrocks and not far from Mont
Tremblant in Quebec. Though this area has for quite some time
been a popular tourist region, art activity of the past largely involved
painterly landscapes of the region, rather than actual on site
sculpture intervention. Nils-Udo’s initiative signals a remarkable
shift in perception of how culture interacts within the landscape.

In Canada and Quebec, wilderness landscapes are increasingly
encroached upon by tourist and resource activity, yet there is a
surfeit of unclaimed and less acutely administered natural resources.
Culture is undergoing a redefinition. While environmental artists
working in the field often conceive of their work within an
environmental context, just as installation artists will do in art
gallery settings, the public’s understanding of environmental art has
begun to evolve, embracing the idea that art can actually be a
presence within in a landscape without simply being an object.
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effective, ecological and efficient, than the technological artifacts
and tools whose pollution effects they record.

Chartier's Orford experience ignites controversy and
hopefully generates discussion about current social, ecological and
public issues. He is an amicable provocateur who hopes to raise
public awareness of increasingly critical ecological issues that affect
our lives. The machine is a pretext for renewing a dialogue with
the public on nature, its processes, and the great gap between
humanity and the natural environment.

As Allan Kaprow, one of the originators of the Happening, a
1960s forerunner to today’s public art intervention has commented
“Deprived ... of imaginary ideals, (the artist) must work towards an
art, which (he) sees functioning neither for church nor state nor
individual, but in a subtle social complex whose terms (he) is only
beginning to understand.”* Chartier’s artistic practice demonstrates
that one of the areas for future growth in artmaking activity is
precisely an art that is socially, ecologically and publicly engaged.
Chartier’s art has a wholesome sense of the irony of its own
undertaking. The subjects he deals with involve what we cannot
see as much as what we can - environmental pollution, the result
of overproduction and state enforced economies of scale as well,
inadvertently, as environmental destruction...the effects of so-called
globalization.

Footnote:
1.Allan Kaprow, ‘Should the Artist be a Man of the World” ArtNews, 1964, p. 35

5%
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JAMES LAHEY: STYLE(S) SYNTHESIZER

ames Lahey not only makes waves, he paints them! Reconfiguring

a sentiment of space and place in new and original ways, Lahey
choses images of phenomena taken at random. Using a digital
transfer process whereby 35mm slide images of natural phenomena
are printed in grey scale onto canvas, part of a deliberate strategy to
distance (himself) at the outset from each picture,” James Lahey then
subtly subverts the photo on canvas image. Painterly effects of
structure, line, colour and abstraction begin to engulfand layer on
top of the photo. From his latest series The Ocean Paintings,
Pacific Portrait (Laguna Beach) (1999) depicts the curling crest of
awave ina ‘realistic” style. The wave occupies the centre of the piece
while the skies above are moody, more romanticized. The sandy
beach in the foreground is textural, abstract with drips and stains of
blue that seep downwards and then stop. Three styles is a single
painting! The process is not just a fusion of style, more comparable
to the way recording studios mix sound or a graphic artist will build
imagery in layers. Stylistic hybridity can also be seen in a triptych
titled Pacific Portrait (Laguna Beach) 9:03.1.0 to 9:03.2.3
where each successive painting shows the exact same scene less than
asecond apart each time. The same reclamation of numerous styles
within a single painting can be seen in Field from Highway 115
(1999) where trees replace the sea, a glowing yellow field the mid-
ground. Drips and stains hang like a mirror reflection in the entire
lower section of this oil on canvas.

James Lahey’s stylistic synthesizing would be balked at by
more conventional painters, who might accuse him of
abandoning truth by painting in so many styles simultaneously:
romantic, abstract, painterly, representational. Such post-Modern
borrowing from different periods and epochs of painting would
never have occured in a single work even twenty years ago. It
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The landscape Burtynsky captures in large scale format is hypnotic,
and draws us in. There is an effect of beauty and toxicity that builds
a complex set of signals with dual signifiers, of good and evil, and
near-Biblical messages. Even Surrealism looks tame here. Icons,
symbols, objects, all sorts of physical elements exist. They are
presented out of context, which is their new context, in a real world
that displaces elements seemingly continuously, objects en masse,
or the more transient pollution are seen to exist in a landscape.
There are few people ever in these scenarios, and if they are there,
they exist as minute props, like architect’s models in a maquette.
The landscape itself may be displaced in this new world order. Any
intentional imagery; a billboard, a sign, or a building, itself now
has the look of an image (just as the MOMA in Bilbao by Frank
Gehry does). Structures or functions are secondary and attempts
are made to disguise them. Ideas and the way we conceive the world
are presented as models for the real world. There is absolutely
nothing folky going on in this world at all! Conceptual links are
drawn between the way one looks at the world and the way the
world really is.

The marble quarry photos are particularly fascinating. Whether
in Vermont or Rajasthan, India these landscape are designed by the
cutting of blocks, and eventually become an inverse kind of
architecture created by removal. The cuts and the forms look classic,
architectural, very classic and Dante-esque. These photos shot with
a long format view camera and digitally processed using an Iris
printer are among Burtynsky’s best. Even as he challenges our
normal perceptions of the landscape and redefines the metaphysics
of the landscape of the future Ed Burtynsky draws our attention to
the visual and tactile, the light and forms are again sculptural
verging on a kind of 4 hoc architecture. The duality in these photos
actually makes one reconsider the notion of local economies,
responsible use of resources, if but for a moment. But it does so
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without ever saying a word, or pointing a finger in any direction.
Alexander Wilson wrote a lot about the transformation of landscape
in The Culture of Nature:

“We all need to tell new stories about settlement and work

on this Earth. Perhaps this speculative task is nest left to art,

t0 gardens, to books and movies. That work - everything that

goes on under the name of culture - has a history. It will be

enough to recall Beaver Valley ot Jacques Cousteau’s sea ad-

ventures to realize that for all the possibilities those investi-

gations of nature might have opened up in their day, they

are no longer adequate to the task of imagining a future in

which technology, culture, and nature are fully integrated.

We now need a larger perspective. We need to gain a sense

of how our constructed environment connects to the natu-

ral one surrounding it, and to its history. Only then can we

be mobilized to restore nature and to assure it, and ourselves,

a future.”

There is a subliminal activism to these photographs, not overt, but
the questions Burtynsky inadvertently addresses are far more
complex and involve a web of political, scientific, structural,
economic and visual layers of meaning. Burtynsky comments on
his approach:

“You don't develop a dialogue by saying to somebody “That
is very ugly.” In a way that doesn’t open a dialogue. It actu-
ally closes it. I don’t want to look at it. I find that the kind
of push-pull that happens where you are drawn into some-
thing and realize you are enjoying something you shouldn't
be enjoying sets up an uneasy kind of contradiction... Now
the mechanical age has actually moved to the 3rd World. If
you want to see the effects of industry they are there. And you
hear all these car companies producing millions of cars per
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they represent the Acadian presence in this region and their
history of travel, of departure and retun.

Marie-Héléne Alain brought an incredible 35 sculptures (13
identified, 22 not identified)to FAVA. These sculptures became a
collective installation piece. Each was a unique and hybrid form
that fused stone and alder wood, even bronze elements. Inscribed
words allude to the stoic and lively Acadian peoples’ character.
Alain states: “An Acadie without borders cannot be defined by its
geography. It has no other choice but to refer to its history.” Stone,
for Alain is witness to everything. Stone can represent the
sacrifices one makes and the pain experienced in life’s struggle.
Plans for a more ambitious FAVA next year are already under way!

Everybody welcome!!

ARTSITES PUBLIC INTERCHANGE ACTION GENERATOR

uilding a sense of continuity between artwork and site links
B[he artist to their environment and opens up chance
encounters with a public that may not go to museums or art
galleries. When an artwork is sited in a place that is officially
sanctioned to exhibit art, it can often lose some of its pertinence.
The accidental encounters with artists’ creations, be it near a
highway, in a lost or abandoned city or rural space, a park, in the
wilderness or on our busy city streets, is often exciting, for it
reminds us that not all art follows a schedule of predictable
production for official exhibition. The belief that art can serve a
public, that it has a social significance has been outright rejected
by many arts bureaucrats/curators/dealers and some artists. This

JOHN K GRANDE - ESSAYS & REVIEWS

is a sad commentary for it negates the very purpose of art which
is to communicate to a public. In the New World Order
economies of scale are largely disarming local economies and
leaving individuals with less and less control of how they choose
to live, interact, work, even engage in public activity.

As image culture and economies of scale play an increasingly
dominant role in our society, there is a corresponding dislocation
effect on the local or regional culture. In the art world local
community-based artist’s initiatives are largely paid lip service by
arts aficionados, public gallery and museum curators and ignored
outright by commercial art galleries. This is the top heavy, trickle
down approach to public culture disarms out local cultures of
their vitality and potential to realize, determine their own
strategies for enhancement of public space with artists’ creations.
Community-based, public participation projects are springing up
all over, despite what the reticence of the officially sanctioned art
world’s apathy. As a growing awareness occurs and younger artists
and artists’ collectives, efforts are being made to actively produce
works in the public sphere that expresses a trickle up, democratic
approach to public expression. The same can be seen in spheres of
local economy.

Founded in 1992, the Toronto urban artist’s collective
Symbiosis is dedicated to shared art and site specific
interventions. Their hands on, provocative projects have attracted
widespread public interest. The Bank of Symbiosis (1997) was
held in an abandoned bank outlet in Toronto’s Hydro Building
and The Clinic in a cosmetic surgery and liposuction clinic on
Victoria St., abandoned after a patient died from improper
surgical practice. The Bank of Symbiosis had many of its original
structures still intact (lefrover boxes of personal financial and
transaction records, credit applications etc.) and much of the
original bank signage and fixtures were battered but still there.
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an air duct stands looking like some old fashioned spaceship
confabulation, and one roller skate (wheels on wheels) stands on
the trolley, with a pile of paper stacked on it. An unusual allegory,
and albeit humorous even.

The one question in viewing these works, is about the artist
Rauschenberg’s own perceptions and expectations as a person. Did
life live up to his early artistic dreams. Ultimately he seems to have
been so positive and ambitious with these works from the 1950s
and early 1960s that one senses a certain sadness in his expectations.
Magician IT (1961) has a brick in front on the floor with a tenuous
wire leading to the main painting. A propagandistic American
Serving our Country’ flag hangs out from the surface of the work.
And the rest is just wild, but still all there, and retains a sense of
composition. The paint taches, splotches, striations...We must
remember this is all in the early stages of TV culture...Another
Untitled assemblage from 1959 calls to mind Christo Jeanne-
Claudes early small scale wrapped pieces. It is an old pocket watch
that hangs off a tin can. What a poem! What ideas Rauschenberg
had! The visual jokes were insider art, or outside society, or hybrid
curious investigations, not quite a creative anthropology of the
present, nor just a visual extemporization of how dull abstraction
had become...a balance is there in the Combines collage
compositions. Seeing one of these is like walking a tightrope blind

into deep space!
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TORONTO CELEBRATES NEW SHEPPARD SUBWAY TRANSIT ART

flicially commissioned subway art is a long way from Keith

Haring’s ironic iconic spray and hieroglyphic interventions on
New York’s subway system. These new subway art commissions are
sanctioned and often have gone through a long and arduous process
of jury selection and planning before they are realized...

The Toronto Transit Commission has had a long history of
involvement with commissioned art. Rina Greer, Director of the
Toronto Sculpture Garden, who was involved with both the original
Spadina subway and as art consultant to the present Sheppard
subway public art initiatives comments: “The Spadina Subway Line,
which opened around 1977, involved an open call for artists and was
run as an ideas competition well after the stations were designed and
materials selected. Specific locations were given to artists and artists
submitted design proposals for those sites. The Sheppard Subway program
selected the artists first, before the stations were designed and the material
selected. The artists were chosen for their aesthetic, their ability to problem
solve, ability to work with other design professionals, and their previous
work.”

In the Spadina Line completed in 1977, the Dupont Station
artwork by James Sutherland was the only truly environment
piece at the time, and used mosaic tiles throughout the space. At
the St. George station artist Joyce Wieland installed a quilt behind
glass at platform level. Artists Louis de Niverville (also at St.
George Station), Gord Rayner (St. Clair West Station) and Gerry
Zeldin (Eglinton West Station) all made porcelain enamel wall
murals while Rita Letendre designed a skylight for the Glencairn
Station. Light artist par excellence, Michael Hayden, made one of
his programmed light pieces for the ceiling of the Yorkdale Station
that has since been removed. At the Wilson Station, Ted Bieler
designed a wall mural out of cast aluminum and painter Claude
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Grande's challenging questions will give pause
to those who work with nature's materials
and natural systems.
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the Quebec Automatiste artist Marcelle Ferron (1977-78) and the
renowned Canadian sculptor Jordi Brunet at the Manoir
Campbell in Mont Saint-Hilaire (1976-77). She also studied
bronze and metal casting at the Ecole des métiers de I'est in the
east end of Montreal where she collaborated with the renowned
Quebec sculptor André Fournelle (1978-79).

Brunet’s early studies enabled her to develop an open,
questioning approach to the sculpture process. Brunet was always
more interested in the philosophy of art, and the inner language
of the artist’s intention, rather than the physical evidence of the
artobject. Later on, Burnet studied at the famous Johnson Atelier
in Princeton, New Jersey (1982-86) located next to the Grounds
for Sculpture site. While Grounds for Sculpture remains one of
the United States significant sculpture parks to this day, the
Johnson Atelier has closed. At the time Brunet was there, she
learned ceramic shell casting, and the machinery of the studio
included new designs and advanced methods for gating systems,
a carbon arc process, and induction furnaces. It was during this
cone-shaped period that Brunet made a series of cone shaped
sculpture works. She also worked for significant international
artists while assisting them with casting their sculptures. As a
result of the Johnson apprenticeship system, Brunet would work
for three days a week on such renowned artist’s works as Georgia
O’Keefe, Joel Shapiro, and Julian Schnabel. The rest of her time
was her own. She went on from there to work with the New York
Experimental Glass Workshop (1984-86), and this glass casting
training enabled Brunet to learn about techniques for integrating
metal and glass work. Brunet admits it was a great period in her
life, of experimentation, learning.

‘What Claire Brunet learned in New Jersey and New York
served her well for public commissions in Canada. Some of these
use suspended glass (Lachenaie Library, 1992 and Deux-
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Montagnes Library, 1991) or, more recently, glass wall partitions
depicting natural forms such as rock, leaf and tree bark textures
for the CHSLD Le Meilleur at Le Gardeur (2005) Others use
sculpted glass and stained glasswork at the Saint-Janvier Library
in Mirabel (2001-2002), and the Morin Heights Library (1999-
2000) in Quebec to name a few.

Claire Brunet returned to Canada where she had earlier trained
glass making at the CEGEP du Vieux-Montréal with S. Leveillé
(1975-76) and sculpting techniques at the Université du Québec in
Montreal (UQAM, 1976-79) with a technical expertise seldom
achieved by a Canadian sculptor. At the Johnson Atelier she had
learnt a wide range of the latest casting techniques that included
ceramic shell and sand mold making. Many of these new techniques
had not yet been employed in Canada and the artist’s situation
became a case of 00 much training to be employed. There was
already a sense that Claire Brunet, always an independent spirit,
would have to make her own work, develop her resources in her own
way and with her acquired expertise. “You always have the freedom 1o
do what Iwant to do. It is essential. You cannot be an artist if you can’t
do that. I exhibited with some commercial galleries like Cultart in
Montreal, but most did not last.” Brunet states.

A move to the Laurentian region north of Montreal caused
Claire Brunets to shift her artistic focus on our relation to nature.
Nature abounds in the region and it is raw, unbridled, beautiful.
She builtand developed her own studio and work space near Saint
Faustin with her companion the artist Reynald Connolly. For a
DeLeon White show, Brunet presented a range of works that could
be explored as individual comments on the hot topic of genetic
manipulation. She set up her own casting studio in the
Laurentians, and purchased a SpeedyMelt, to make cast bronze
sculptures for her own works, as well as for sculptors such as André
Fournelle and Morton Rosengarten. It was only a year after setting.
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nature enacts its physical, climactic and light effects as in a
laboratory out of doors. The event of nature thus becomes
something of a nature theatre played out on photographic film or
paper. The results are fascinating, and as varied as one could expect.
Many of these works look abstract, but this abstraction is what
nature is all about in its diversity. Indeed abstraction in nature,
captured by Flomen reveals surprises in that the results are less
controlled, less purely aesthetic than any abstract painter could
achieve.

Never certain of the effects that will be achieved, Flomen
produces unique single images with photo paper, and small edition
photograms, usually in edition of four or less, with the negatives.
Created in situ on photographic paper, usually at night, when the
effects of the moon produces the imagery as it interacts with water,
wind and diverse natural species, Flomen lets weather interact with
the surface. The remarkable abstract, physical and
phenomenological effects in the large format works that remind
one of the history of photography, and while respecting the past,
Flomen's photograms compose themselves ontologically within the
continuum of nature. Henry Fox Talbots photos of plant species,
and the surrealist Rayograms of Man Ray with their own
unconscious twist have led on to the works Flomen has created.
They are, in a sense an encounter with God, for the effects come
from outside.

A Brassai of the backwoods, whose streets are rivers, and
stoplights are trees, Michael Flomen generates imagery that is not
in the language of today’s cult of the image, and he does throughout
the four seasons, whether in Vermont, the Laurentians or elsewhere.
Flomen's activity produces remarkable documents, in part abstract,
and equally dynamic and they rely on nature for their force.
Nature’s design interacts with the artistic gesture most amazingly
in Flomen’s visual night recordings of a fireflys path in darkness.
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The unpredictability of the results, the way nature plays a role in
collaboration with the photographer find their analogy in
contemporary small scale artworks in nature. Andy Goldsworthy’s
Snowball Drawings, where the melt of ice and snow, combined with
pigment results in surprising and interesting patterning on paper
involve physical phenomena just as Flomen’s approach does. The
recent photograms are surprisingly different than the urban studies,
the human body and the situationist scenarios in black and white
seen in Flomens earlier book Still Life Draped Stone published by
the Paget Press in 1985.

Born in Montreal in 1952, and the master printer of J. Henri
Lartigue's exhibition for America in 1975, Flomen continues to
evolve the language of his photography. His recent photograms
combine the phenomena that are constantly occurring in nature,
whether the actions of water, light, air or other external physical
elements. He does so with an ingenious hands-on approach that
contrasts the passive photographic role of simple documentation.
His approach is less egoistic in its understanding of the
photographer’s role, in that it engages in a visual discourse that
questions our place in the universe...As Michael Flomen says “7
make photograms of things we do not see, but know are there.””

‘While most photography distances audience and artist from
the world that is supposedly the subject of the art, Flomen’s
photograms raise questions about those expansive, unrecorded,
imaginative thoughts and associations that are continually going.
on in each of us. The abstraction of the reality he captures could
even bring us to ask metaphysical questions about the extraordinary
(seemingly ordinary) world of nature. There is an imaginative
component largely absent from photography of our era. This is due
to the nature element, a feature of life we depend upon for our well
being. Indeed our economies are built on nature...A dimensionality
opens up that echoes the life process. These works emphasize the
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As the artwork evidences, Kollwitz herself had an incredible sense
of light and texture, of the human form, and composition that
influenced expressionist art of the western world, and Soviet and
East European art. Her main motif was the human form, and her
hand hewn sculptures of the mother and father made for the
military cemetery of Eessen in Flanders where her son Peter was
buried, carry that same strong graphic, linear sensibilty as her
drawings and graphics. This show is an experienced study of the
process of life itself by someone who studied the world and
learned from that experience.

DouG HALL: LEISURESCAPES AND LANDSCAPES

oug Hall’s photographs of landscapes -urban or rural - and
leisurescapes - of a culture amusing itself to death, are not at
all nihilistic. Instead they provoke one to consider the broader
machinations behind the way the environments we inhabit, or
move through, are designed. The large scale chromogenic photo
Mandalay Bay, Las Vegas (2000) has bathers in swimsuits strolling
or splashing in a huge, shallow deep pool. This non-space is
completely fake (but still real), a designed vacation site, complete
with false facades, a Border Grill, a giant cement replica of an
iguana, and potted palms. The man in the straw hat, the kids and
overweight adults make for a fairly accurate (and amusing) portrait
of contemporary leisure culture in America.
Like Doug Hall, Andreas Gursky’s photos such as Tokyo Stock
Exchange (1990), with its minute figures in swimsuits dotted and
lounging around or in a swimming pool, project the feeling that
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our built environments design and define our social behaviour. All
spaces and architectures are, by nature, engineered, but the thought
that our actions and social behaviour can become restricted by the
design is an interesting and important one. Both Andreas Gursky
and Doug Hall’s photos likewise build a distance between voyeur
photographer and chosen subject. Hall’s Mandalay Bay photo
portrays North American leisure life and culture as a Hollywood
offshoot. The culture’s links to a practical sustainable economy look
like they have long ago been sheared, and a neo-Baroque no man’s
land of people in search of an image has replaced it.

In Dolphin Show, Marine World (1999) we see a seated
audience in front of a pool with dolphins and trainers. A
completely artificial landscape backdrop of rocks and ocean looks
convincing (like some church frescoes or the landscape at
Montreal’s Biodome) Around the edges of Hall’s photo we see
the “real” garden shrubbery and landscape that surrounds this
event. The people seem completely unaware of the two levels of
reality here. Hall’s photo demonstrates how humans can
construct social spaces, even alter the meaning of what they think
of as “real”and reconstruct physical space. Foucault talked about
this, that the visual experience had become a form of social
control. The human psyche has always needed visual stimuli
almost as much as food or shelter...

Doug Hall’s photoscapes, whether Highway 98 in Death
Valley with its undulating ribbon-like strip of highway upon the
desert and flat mountain backdrop, or the modern-day megalopolis
in Tokyo (Looking Northwest) (2000) seek to set up a
deterministic paradigm where people are designed by the
technology, and the technology determines the environment. The
latter photo has a landscape of office towers and apartment
buildings. Taken from a bird’s eye view the skyscrapers and polluted
urbanity look exhilarating. The sociological observations of physical
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through entertainment and music or basketball. Here Hammons
goes deeper into the process, and into the roots of black culture.
Occupying an entire room of the gallery, there are several separate
elements that build a narrative on contemporary black culture and
its roots. To one side we see an urn de-accessioned from a museum
in the country of Mali in Africa. While the urn could reference
ancient African burials, and even the Diaspora, it can also be seen
as a simpler container or emblem of identity and cultural roots.
‘Within the urn, an ever so ordinary basketball sits invisible to those
who are not curious. Just adjacent to the urn, is a basketball hoop
set up on a pole. Part of the pole is wrapped in tin foil while the
backboard you $core’ on is an actual car windshield. It is all
assemblage out of necessity, just like cardboard can be for the
homeless in New York's Harlem, long after it was a gettin place...of
the two other works in this exhibition room, one is a tree section,
painted part white while the rest remains natural wood grain.
Hammons’ tree appropriation references a famous tree that grew
outside the Apollo Theatre in New York. The Apollo tree wasa tree
that performers would rub themselves against before going on stage.
Hammons’ tree, however rests on its side on the floor, and has a
basketball hoop attached to it. The final element is a wall drawing.
that consists of ten basketball imprints on one wall of the gallery.
Like another basketball drawing in the gallery (which has a found
disused suitcase hidden behind it that affects the form of the
spontaneous shape(s) these basketball imprints make), these
beautiful and inspired responses to chance, leave their mark because
they were rubbed in Harlem dirt, almost ritually, as was the case
with Hammons ephemeral snowball sidewalk actions in the past.
The multiple black cultural references in Hammons'
assemblages establish a layering effect that is akin to the way cultural
memory becomes layered, and even changes with the passage of
time, and re-interpretation of meaning(s). All these works are
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enacted using an Arte Povera approach. It is one that encourages
resourcefulness, use of immediately available found cultural artefacts
and materials of the everyday. Re-configured as art, they reflect that
real life street and city as art. While David Hammons points out the
limited number of ways blacks believed they could rise in American
society, whether sports, music or some other rags to riches dream,
these works are not truisms but instead express a truth. Hammons'
art assemblages thus become vehicles to convey a cultural sway.
They could never become mere objects designed for aesthetic
contemplation. If they did they would no longer be about culture!

S

PETER DOIG: HALLUCINATING LANDSCAPES - CANADIAN STYLE

eter Doigs paintings go to the heart of the Canadian dilemma

over landscape but give it a contemporary twist. While the
Group of Seven saw landscape as a salvation from the excess of war
and the machine age, Northrup Frye’s Bush Garden definition of
the landscape was asa force that surrounded Canadians in the early
colonial era. Peter Doig, who lived in Canada until 1979, and now
lives in West Indies draws much of the inspiration for his paintings
from the Canadian landscapes, and a tension has developed in his
work over the nature-culture divide.

Canadiana, specifically a period photo of Franklin Carmichael,
becomes the unusual source for Doig’s Figure in Mountain
Landscape (1997-98). This Robinson Crusoe-like figure has his
back turned to us, and is in the process of painting a mountain
scene. In Doig’s painting, the hooded body of the painter virtually
becomes an all-consuming, hallucinating landscape itself. His back
is a map of open, freeform, filtered textures, oudlines that look like
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Hamish Fulton’s ephemeral brand of intercontinental voyeurism,
which actually has a broader inter-cultural ethos, the colossal
orchestrations and media manipulation of The Lovers: The Great
"Wall Walk feels more like an old-fashioned Grand Tour, an updated
kind of Orientalism that offers us nothing in the way of a new

global cultural vision.

'WANDA KOOP: GREEN ZONE

t Leo Kamen Wanda Koop presents her paintings in varied

izes, on a wall arranged to look like a page on a website.
Various sizes of paintings are assembled like informational data.
They compete together for our attention. Wanda Koop remains
one of the most significant painters of the last two decades in
Canada having exhibited at the Venice Biennale in 2001. Having
participated in travelling international shows, she considers herself
something of a painterly conscience. As Koop commented on her
earlier Sightlines show: I disrupt the comfort, the familiarity, by
imposing cross-hairs, brackets, circles, dots and lines - sight lines - over
the representations of place, thus evoking long-range rifles, video
cameras, surveillance devices. Evoking, too the way electronic
technologies are a peculiar condition of the way we now read the
world around us, even the ‘natural’ world.”

Koop’s current show opens up an altogether unusual perception
by creating painting based on the mediatic images we receive in our
living rooms of the military terrain, desert or city experience of Iraq.
The reality or source for these images is the TV Screen. While in
Canada we receive an incessant flow of images, they are pre-selected
by the media corporations that present them. Images are also
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distorted and transformed by the way screen, computer and TV
technology transmits, communicates, and presents these data bits.
Indeed Koop’s paintings are as fictional as the media’s transformed,
edited images are, for a public not in the know. We see images much
as they are transmitted by CNN or Fox news channel, of Iraq at
dawn or dusk, with colours modified by transmission. For instance,
a tank has been reduced to squares of colour, pixellated, and is not
at all clear. Tiny figures can be seen traversing desert. The people
and spaces look as if the contexts are abnormal, unidentifiable.
Other images suggest the level of clarity one might have looking
through an infra-red camera. There is a chromatic and
compositional modification in the choice of landscape, of military
hardware, of these constructed scenes. Seen together, these images
tell usas much about what we do not see, as they do about what we
do see which communicates a minimum of information, yet seems
reassuring at the same time is is disruptive.

S

JEAN HALSTEAD AND SVETLANA SWINIMER:
THE TIME IN SPACE

ean Halstead and Svetlana Swinimer have been collaborating on
Jsculp[ure/ins[aﬂalion projects exhibited at, among other venues
‘the Museum of Nature and the Canadian Museum of Civilization
in Gatineau. They have been innovating with forms, images and
objects in three dimensional space that allude to advanced particle
physics, mathematics, language, superstring theory and Einstein’s
theory of relativity. Their first freely interpretive The Time in Space
exhibition was held at Galerie I'Tmagier in Gatineau (2004).
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ALAN SONFIST’S TIME LANDSCAPE

he view that nature in a city is something irrelevant, a

decorative aspect of the daily hustle and bustle of progress as we
know it, is something that Alan Sonfist has, since the 1960s
challenged not only with his Time Garden, situated near
‘Washington Square, but equally with his drill samplings of major
urban centres in Europe and North America (Aachen, New York,
Toronto and elsewhere.)

Nature fulfills a psychological, ecological and aesthetic function
in daily life reducing stress, encouraging reflection and relaxation.

It has largely been forgotten that early land artists such as
Smithson, Heizer and Alan Sonfist generated this movement to get
out of the commercial galleries, to move art into a new context and
one that is part of the North American landscape. Hence to find
artists now seizing the land art aesthetic and regressing purely into
a design and objective vision of the landscape is not encouraging.
The reason that writers and people in the cultural sector are
beginning to question this aesthetic is that it does nothing to further
the understanding that art is a living phenomenon. As I write in
my book Balance: Art and Nature NATURE IS THE ART OF
‘WHICH WE ARE A PART.

Increasingly, nature has been challenged by postModernists as
largely a nostalgic concept, one generated by Romantics to create
idealized pastoral scenes like Turner and Constable. The truth is
that nature is a volatile and powerful force that is part of our lives
and affects us enormously. The recent forest fires across North
America have cost the economy many millions of dollars, for
instance. Indeed the fires were in part the result of not allowing.
nature’s processes including fires to occur regularly, thus reducing
deadwood in North America’s forests. Alan Sonfists Time
Landscape was the first environmental sculpture to have truly raised
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questions about our urban environment. Time Landscape
reawakened the public’s sense of natural history in the same way
Gordon Matta-Clark’s cut-away architectural pieces, or Sewer video
made us reconsider the urban context from an aesthetic as opposed
o pragmatic perspective.

Alan Sonfists Time Garden exists as a monument to nature
within the urban context. I mention the word context because
many artists have lost any sense of a continuity of place, of the
tactile and physical reality of life. Some recent nature projects
manipulate nature to engender a sense of well being. Trees, plants,
entire landscapes are reconfigured to create a tranquil scenario
which is ideal, but the actual plants and trees used do not relate to
the actual site, nor is there are consideration of their permanence in
the site. They serve a temporary aesthetic function, instead of
reawakening our sense of the holistic character of life itself. Andy
Goldsworthy’s Holocaust Memorial in New York, for instance,
which involves placing trees into hollowed out boulders, may
actually impede the future growth and survival of these trees. It thus
becomes an awkward metaphor for the holocaust, as the nature
intended to represent hope for survivors may not itself, survive.
This disconnect from real life actually works against nature, even
against civilization in the long run. We have to realize that ecology
plays a role even in sophisticated economies such as those of North
America and Europe. Nature has a memory. We should too.

%
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volition and materials that takes it form in a roll of the dice, for
Wiithrich is a painter whose associations spring directly from the
mind onto the canvas. Journey to the East (2007) is a perfect
example of this with its perambulating associative figures, always
joyful, each emblematic, a sign to the others, and these painted
personages, objects, micro-architectures all seem to breathe in the
neutral softly coloured spaces between them.

These paintings are built in a space that is always
unidentified, a mimetic place, imagined and then brought into
being. Wiithrich is searching, painting his way along a trail rather
like taking the paintbrush for a walk in the pitch black dark of
night. Perhaps you cannot see the moon out (though it is there)
and with no one to guide you, you then rediscover the moon, the
path at one and the same time, associatively. The images build
associations using the paradoxes that are life experience. Reality
and gesture meet in the magic of a raw and abiding art brut. As
visually colourful painterly works draw their memories along the
graph of life. The effect is immediate, memorable, associative, and
justa tiny bit nostalgic...

Permeated with an immediacy that is child-like, these
paintings reveal a painter endlessly collaborating with, reinventing
himself amid a language that transmits itself out of a paintbrush
as if it were a divining rod, capturing the most memorable, intense
feelings, and transmitting or communicating them to us all...We
have mostly sensed, felt, heard, envisioned similar experiences,
and here at Han Gallery, they conjure it all up as if it had just
taken place a moment ago...As Hugo Wiithrich comments, ‘7¢
has to come from me. It comes naturally.”

The primitive, art brut character of Hugo’s art is analogous to
every person's search for a deeper purpose, but all this in a world
overpopulated by masks, artefacts, on a planet that is over-producng.
So when we see a simple face, with an angular architectonic counter-
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point to it in one of these beautifully poetic, almost Haiku-like
paintings, we can say “This is all there is!” and feel right about it.
The same goes for the gestural and figural simplicity in paintings like
Figure with Nymphaea (2007) or Partage du Midi (2007) that have
a slight cadence of Joan Miro, a tinge of Oskar Kokoschka, even the
decorative character of Hunderwasser, but do not seek to be artistic,
and in fact never trap themselves in any concept of what they could,
may or will be. And that is what true freedom of creativity should be
for any of us. Wiithrich's mythology is entirely combustible. A bit of
wood, some colour and canvas can indeed create a universe.

Hugo Wiithrich’s art is a testimony to the human spirit and
the way the creative spirit can outdistances itself at times. Nothing.
is too smooth, too confected, and the texture of life invades it all.
This is an anthropologist’s dream — artifacts from the present
constructed or painted with a sense of urgency and this, in an era
when the immediate tactile reality subsides, and the iconic media-
based image predominates amid the informational barrage and
the electronic ticket. Art is more than all this, and chance is a key
one might use to unlock that inner world of expression, and
nourishes a poetry of chance. As Dubuffet once wrote: “There are
an infinite number of accidents in a painting” Hugo Wuthrich's art
describes an infinity inherent to life, and does so with a simply

vigour and raw beauty.
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structures. The burial of North America’s most used consumer
vehicles, combines a kind of ancient sense of earth burial. Ironically
these sites are neither sacred, nor ancient, but land art that integrates
and makes use of the end of the line detritus of the automobile
industry. From the assembly line through planned obsolescence to
all that rusts is gold, the Serpentine Mounds expresses that entropic
state that is contemporary car culture. Badanna Zack, a co-designer
of this project, designed a smaller roadside sculpture Mound of
Cars for The Tree Museum near Gravenhurst, Ontario earlier on.
Raw nature and old cars were towed and built into a pyramid,
crushed, and covered with earth to look like the vestige of some
past civilization, rediscovered by some archaeologists, maybe in
ecotopia, or a future scenario. With its exposed layers of refuse,
Zack’s Mound of Cars becomes a public monument to
contemporary culture’s pervasive destruction of the natural
environment.

The Zoo project comprises two mounds, a smaller mound
where the entombed cars face down hill and a larger mound where
the cars point up and curve around the hill. The land area covered
by The Serpentine Mounds is 45,000 square feet and the height is
27 feet, part of a conservation area within Toronto Zoo. Tha cars
have been stripped of any harmful contaminants and become part
of an earth architecture that recycles man-made product.

Serpentine Mounds is not only a visual art installation but also
a way of communicating ideas about environmental conservation
and sustainability in a real world environment. This project has
benefitted greatly from the collaboration and support of the
Toronto Solid Waste Management, Terrafix Geo and Standard Auto

Recycling.
RS
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ANA MENDIETA: EARTH BODY, SCULPTURE
AND PERFORMANCE

A pioneer of art that identifies femininity with the earth, Ana
lendieta has finally acquired the mark of recognition that she
deserves with this major retrospective by the Whitney. This show at
the Hirschhorn Museum and Sculpture Garden particularly
establishes the links between Mendieta’s sculpture and performance
art. Comparisons are drawn between her art and that of many early
women artists who later received recognition such as Marina
Abramovic, Carolee Schneeman, Rebecca Horn, and others,
Mendieta developed her own language that had as much to do with
the female body as it did to do with Mother Earth. As witnessed in
this remarkable exhibition - identifying with the earth as both
material and medium offers up an infinite and variable potential to
the contemporary artist.

Prior to her untimely death Ana Mendieta, a Cuban-American
exile used her body to create images in the landscape that identified
with nature’s procreative energies. Her early performances like
Image from Yagul (1973) seem to owe some debt to Frida Kahlo
but it has been said she drew on Afro-Cuban and Taino
(Amerindian) ritual traditions, reinterpreting them and rephrasing.
their original meaning to reflect her own vision. The Silueta series
involved silhouettes of her own body. The images suggest an intense
union with nature. Her neo-primitive fecund symbols of fertility
goddesses carved into the soft limestone and caves of Jaruco, a
mountainous region of Cuba look like the traces of some ancient
tribal or ancestral culture but were actually her own. The tiny
delicate forms she painted on leaves are likewise made to look like
goddess forms seen in ancient cultures. They were as ephemeral as
life itself.
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In Recovered Memory (1997) a similar wolf-woman stands head
and shoulders next to a child. The tension between the two figures
in this Little Red Riding Hood story is deeper and more threatening
for its unstated narrative.

Patinated to look like grey clay, the bronze Bull Woman
(1996) is a fearful figure with a ghastly grimace and gesturing
hands that read like horns on her head. Pandora (1992) is an
altogether different work, ghostlike, a holocaust memory. You can
feel the experience of time and love’s labour lost in the grief and
sadness of the woman’s face, as well as her love for the child she
cradles in her arms. Despite the piece’s aura of personal tragedy,
the viewer senses growth in spiritual strength. Among Hicks’
preparatory charcoal drawings, Princess Edie II (1997) is the
most unusual; it depicts a child princess old before her time, quite
the opposite of Virginia Woolf’s eternally young Orlando. This
child is an Elizabethan oddity dressed up in frock and collar and
served up in the age of Big Science.

Hicks’ bestiary of humans, animals and neo-mythological
hybrids articulate human and animal anatomy convincingly, not
only the surfaces of plumage, skin and hair, but the bodily
structures disguised beneath as well. Animated, viewer friendly,
these creatures become singular commentaries on our primordial
links to the natural world that draw us to our animal cousins.
Deeply personal, Hicks’ sculptures are the expressions of a singular
consciousness, fused in such a way they present reality as a meta-
state, open to any number of interpretations.

s
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DAVID SORENSEN: ABSTRACTION FROM HERE TO Now!

e live in an era where objects, forms, and images are no

longer read as a natural flow of interconnecting relationships.
Instead of natural form we read textures and visual relationships as
a series of flar layerings. Plastic, applied, screen-driven imagery is
like ether. It can evaporate, leaving only a memory. We attribute
textures, contours and spatial depths to images that are reduced to
bits and bites. Can this ever equate the sensation of real life? David
Sorensen’s recent paintings which follow on from his Banners,
Gates and Passages series (1991-3), Acculturation: Grids and
Screens (1996), Demons and Deities (1997) and Dialogues
(1998) series, play with this perceptual blind spot of contemporary
culture. It is possible that ocular, single screen-driven techno-culture
will inevitably lead to a swing in perception, away from the
electronic gaze and towards the tactile reality... A reinvention of the
language of modernity and redefinition of its concerns with what
the abstract painter Barnett Newman called the spiritual aspect of
abstraction will inevitably occur.

After studying with the architect Arthur Erickson at the
University of British Columbia, David Sorensen encountered
firsthand the big abstract expressionist show that rocked the
European and world arts scene in 1959. It was precisely this
generation of painters that embraced all that modernity meant:
Jackson Pollock, William De Kooning and Mark Rothko who were
the mainstays in the show. During his one year hiatus in Europe,
sitting on the stairs of the Parthenon, that classical emblem of civic
culture and the origins of democracy, Sorensen finished reading Jack
Kerouacs On the Road. The encounter with modernist painting.
prompted Sorensen to enroll at the Vancouver School of Art where
he studied drawing and painting techniques with Jack Shadbolt and
sculpture with Don Stuart and Jack Harman. The abstraction
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Gerhard Richters paintings of the dead bodies of youthful
idealists turned terrorists of the Baader-Meinhof group found in
prison in Germany. Were they victims of police espionage or
genuine suicides? One s still not sure, but what surfaces in Richter
that is distinct from Serrano is this ability to turn back to an older
medium, namely painting, yet use contemporary imagery as
source for this. This effect achieves very different results
depending on the subjects, whether a snapshot of Richters Uncle
Rudi in Nazi uniform, media images of Cold War fighter planes
in combat, or Jacqueline Kennedy in mourning.

The Colour Charts such as Six Colors (1966) which is a Pop
art version of a paint merchant’s sampler and 256 Colors (1974)
which has something to do with mixing paint colours are the most
dubious. Though these appear as “bstracts”, their spirit is more
Duchampian. The later works from the 1990s vary from
abstraction to exercises in repainted landscape based on photo
imagery. Even more self-conscious are the memento mori with
their skulls and flickering candles painted with a Baroque
naturalism that reminds one of Georges de la Tour and Francisco
de Zurburan. Seeing a retrospective with such a repertoire draws
one to consider Richter as a philosopher, dabbling here and there
with visual codes and image signifiers. The questions his art raise
have a lot to do with freedom of thought in an age of mass
reproduction and technological innovation. A splendid show !

5%

154 - ART ALSORTS: WRITINGS ON ART & ARTISTS

KATHE KOLwITZ: THE ART OF COMPASSION

mask of Goethe hung over Kathe Kollwitzs bed before she died
d the last words of this great artist/ pacifist were, “My greetings
t0all.”

Kathe Kollwitz, renowned for her brooding, expressionistic
graphic works, and tight compacted propagandistic tributes to the
ccommon person, is being celebrated at the Art Gallery of Ontario in
a show comprising 77 works in a variety of media. Of course, there
are the famous etchings such as The Peasant’s War series (1906),
The Prisoners (1908) Pregnant Woman (1910) and penetrating
Self Portrait (1912), all works that bear witness to the painful First
Wotld War era in Germany.

A series of exceptionally sensitive and humane tributes to the
human form, on loan from the Graphische Sammlung in the
Staatsgalerie in Stuttgart, Germany offer a rare opportunity to see
Kollwitzs incredibly refined drawings and charcoals firsthand. Not
only are these portraits of austerity and famine and the ongoing
struggle to survive, but they incorporate an exceptional capacity to
find the mystery inherent to the human portrait subject. Kollwitz,
who was born in Konigsburg in East Prussia in 1867, had much of
her artistic production destroyed in a Second World War bombing
of her Berlin home, but some letters and art were saved from the
wreckage. When the Nazis took power in 1933, she was forced to
resign from the Berlin Academy of Arts, thus losing her teaching
position, directorship and studio there.

These quintessentially humanistic works by Kollwitz include a
bronze sculpture from the AGO collection titled Lamentation: In
Memory of Ernst Barlach, who died in 1938. Hers was an atypical
life, and her art mirrors that experience. It is testament to an anti-war,
proto-humanist German vision that was hidden from history, and
these voices were smothered by the 20th century’s two world wars.
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These are neighbourhood inspired, illuminated odes to
contemporary urban life, with a tinge of folky spiritualism found
while lost in the steadily crumbling, then gentrified inner city. The
question then becomes where do the artists go from here? The
answer is another neighbourhood with a new set of Neighbour-

inspired artworks.

Tree HOUSE

rees are for the birds to nest in, but humans likewise build tree

houses, to amuse and for the sheer adventure of it. Children
play in tree houses less than they used to, but you can hear the
sound of childrensvoices laughing and playing as you stare up to see
an orange mini-hut/bird house perched in a tree Fwhose title is
Treescraper (by AMMA). A ladder that leads upwards is made of
corks. While exceedingly fragile, the piece engenders a feeling of a
child’s fantasy world, something fleeting and far away...

More unsettling is the tree grafted form affixed to an
intersaection point of tree branches by Jacques Bilodeau. The form
is ambiguous but the allusion is as much to healing, or of a wound
being treated, as to any structure in a tree. Designer and
architectural researcher Michael Carroll have achieved the most
truly sculptural piece in the show. With a fan that activates an
admixture of luminous flagging tape, and plastic, the piece exudes
an ephemeral light sensibility something likewise alluded to in the
artist’s poem I Am A Bird Now. As a mish-mash of materials
Carroll’s piece challenges our imagination. Boat House by Rachel
Echenberg and Sebastian Worsnip actually situates sensitive boat
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hull and arched mini-wood forms. As light and delicate as a cloud
on a sunny day amid a tree’s branches these structures achieve a
fluid flux feeling precisely because they are so fragile, but equally of
a boat craft that provides stability and security in uncertain
circumstances, as a tree house does. Axel Morgenthaler’s Photonic
Tree House is like a pupae in a tree, with ever changing colour light
sequences, the form acquires a different tonality according to the
light in the darkened environment it hangs in.

Rest Area by NIP paysage (five professional landscape
architects) affixes a rectilinear fibreglass wrap form around a central
tree branch shape. Imprinted images of generic men and women,
akin to those we see at highway rest stops can be seen on this
material. The rest stop thus becomes the tree house, one can
likewise rest in. As a quasi-artificial yet organic dependent sculpture
NIP paysages Rest Area achieves a syntax wholly appropriate for
the nature/culture interchange that is an ongoing process in today’s
world. — these artists are the medium for all of this...Michael
Robinson has built a painstakingly labour intensive de-
constructivist/re-constructivist tree house. Replete with fake birds,
a cane, a bagless upright vacuum cleaner, and a broom Robinson
builds into this space with an inveterate eye for the core discourse
that the nature/culture division entails. The structure includes a
mini-structure inside it that builds space in a very tentative way,
something reminiscent of Michel Goulet’s best early sculptures. The
tree that bisects the piece and travels through it becomes a foil for
all manner of materials derived from nature including artist’s easels
and stretcher bars, even music stands, all these elements inverted,
turned upside down. Hats off to Michael Robinson! Naomi
London’s amazing Climb-Up-Seating Situation is the most
domestic, homely and habitable of all these pieces, and has a sense
of the social like no other work in this show. The seats on this tree
have beautiful stitched dot patterns and can actually be used. Next
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been so much part of life on the Iles. Montreal painter René Lemay
has an unusual technique that creates the illusion of various layers
of transparency like chine collée. Lemay, who paints in VietNam
and Bali as often as in Quebec, created a fantastic lyrical painterly
elegy to the planet earth juxtaposing linear semi-abstract motifs of
a whale and the sea in beautifully modulated colour.

The personable Daniel Gautier creates surreal hyper-realist
canvases that have attracted immense popularity at home and
abroad. As a teenager Gautier made a tour of some venerable
ateliers, notably those of Salvador Dali, Leonor Fini and Paul
Delvaux. From this experience he realized that with an effort he too
could make a living as an artist. He has since exhibited in California,
Pordand Maine, Maryland, Montreal and Quebec. For the
symposium, Gautier created a painting titled Sur la terre comme au
ciel (2000). The sky is the main focus of the painting, with the sea
below. The sky becomes an opening to this stagy drama of sea life.
The wavy patterns evoke the universal energy of life, the wind and
light that dominates the pace of life on this incandescent island. Yet
the boat full of fish is like a fisherman’s dream. Empty of people it
sits in the mid-air like an illusion beckoning the viewer to come
and join in this journey of life, time and memory.

A native of the Iles de la Madeleine, Serge Dupreuil created the
form of a circular “shelter” out of found driftwood along the
shoreline of Havre-Aubert. Within the house, Dupreuil installed a
series of drawings that captured the full 360 degree horizon line of
land and sea. Daniel Vincent Bernard’s three-dimensional drawing
sculpted out of coaxial electrical cable, the kind used to transmit
television and computer signals. This image of the earth mother’s
face was eventually partially submerged in the sea. Like Bernard’s
anthropomorphized miniature people sculptures presented at the
Centre culturel de Havre-Aubert whose faces, hair, bodies were
made of such diverse materials as wood, asphalt, horsehair, and
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rusted iron parts, his large scale sculpture was an allegorical fictional
hybrid of his own conception.

The fine impasto painted image of fish vertically placed in the
piece suggests a mid-summer camival atmosphere. Marléne
Devost’s extremely sensitive drawings which she refers to as
Echoquillage grew naturally of her previous work that focussed on
the body as subject. Originally a graphic designer and illustrator
Devost came to the Iles de la Madeleine five years ago and has since
continued to pursue her career as an artist. Devost’s drawings,
inspired by the land and sea where she lives, the light that
encompasses all life here transmit nature’s energies in the simplest
of ways. The lines are hesitant and motion sensitive like the lines of
a Geiger counter or humidity register. The forms resemble the cell
structure or nervous system of a single cell organism. A microcosmic
efflorescence, centrifugal energy is evoked here. The movement
seems to emanate out from the centre or inwards towards the centre
of these compositions, as if some unseen biological source that
stimulates growth and a sensitive chaos lay invisibly at the heart of
these compositions. Because these works are understated, and look
incomplete (though this in intentional), they seem as ageless as a
Leonardo sketch.

A real discovery was local carver Normand Lapierre, who
though not a participant in the symposium, creates exquisitely
intricate carvings and murals out of pine. The interlacing motifs of
aLapierre piece at the Centre cultural de Havre-Aubert included so
many facets of local history in a single exquisitely carved piece of
wood: fish, seabirds, a boat, anchor, seals, bones.

The icing on the cake for this Symposium, was undoubtedly
Armand Vaillancourt’s decision to create a permanent sculpture
monument titled Le Coeur des Iles at an old boat slip clearly visible
across the waters from Havre-Aubert. Investing the project with his
usual sense of scale and historical context, Vaillancourt raised the 30
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body. Ritual or celebratory stone placements such as Stonehenge
or Avebury varied in scale. The body of the earth - indeed the
surface of the earth — could be the outer structure of ancient
shelters and buildings.

Skyshelter (2004) has been conceived and built to occupy a
transitional space, in that it does not seek to contain or close the
space it exists in. This project has enabled E.J. Lightman to focus
her energies on nature’s landscape. Art is the vehicle she does it
with. When inside the open steel structure, we do not notice it is
above us. The scale of the boulder is so huge it appears as the main
feature in the work. Atop the ‘oof”we see trees emerging from
openings in the steel. It is almost as if this were a bus shelter or a
train platform, but this platform exists in nature with no linear
journey or destination. It is a stopping place in a much longer
journey of identification within nature, from whose energies our
species arose. In ancient times such sheltered spaces existed. This
Skyshelter could also be a platform between past and future, but
it exists in an ever-escaping moment in the present. What is here
and whatis there no longer seem relevant. It is the measure of the
space Lightman has reinterpreted that place is no longer seen in
objective terms, as it often is with regard to postmodern
innovations or emplacements on the land.

Lightman's project for the 2004 edition of the Tree Museum
is closer to the landscape interventions of Michael Singer,
particularly because of the conception and approach to space. The
place is open, and the intervention respects the culture of nature
and the way it exists. Artists often install a sculpture in the land
or an open site without considering the landscape, topography
and species that live there. Lightman has intentionally used this
bold granite outcrop as an integral part of her piece.

Likewise there is no notion of inner or outer space here. The
space is natural and continuous, but it alludes to habitat as well.

186 - ART ALSORTS: WRITINGS ON ART & ARTISTS

In this sense the work functions as a kind of natural architecture,
albeit using modernist steel materials for its “roof.” Skyshelter
becomes a manifestation of a state of apprehension, of
anticipation, of reverie as regards nature and the heavens. The
superstructure relies on nature for its ultimate support. The
granite structures are designed by nature, ever changing and with
fluid structures, yet the sense of time is extended, suggesting.
history as we know it is micro-scaled when measured against
infinity or even geological time, something Lightman alludes to
with her cut-out star shapes in the Skyshelter. They recall our
ancient relation to the heavens above and the night skies.
Lightman conceives of place (particularly the place she has chosen
for her intervention) as a part of a continuity, and a place that
exists in a dialogue with nature. The Tree Museum landscape,
unlike many parks or traditional settings, does not have that
additional layer of history so common to many sculpture parks.
When a history already exists in a place, it causes the
contemporary sculptor’s initiative to be absorbed into that earlier
co-existent history. Situated near the pathway/road that leads to
the main Tree Museum reception building, this shelter is
architecture. It is architecture open to the landscape. In the way
her Skyshelter displays an interest in building structures in the
natural landscape, Lightman’s work has some relation to the work
of Nancy Holt, Mary Miss and Alice Aycock. A living
environment of mosses, trees and flora grows all around this
sculpture. The structure acts as a viewing platform or place to
view nature from within nature. There is a certain duality to the
structure, as it innovates with permaculture - with a huge granite
outcropping and forest interior, not to mention the skies.
Generally, artists build without sensitivity to site, simply
overlaying their art onto a landscape.

The more exciting recent developments in eco-art are when the
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Breeze made a 300° long exterior mural of glazed colored bricks
for the Lawrence Station.

The present Toronto Transit Commission expansion of public
art is for the 6.4 kilometer long Sheppard Subway line which cost
$933.9 million and took 8 years to build. Expected to have an
annual ridership of 15 million customers, the new subway line will
generate a million new passengers per year. Sheppard is the first o
use a tunnel boring machine (TBM) and an optical network for all
voice/data communications. The public art program was initiated in
July 1994 by way of an Art in Architecture Directive. This enabled
the installation of integrated art within individual station’s
architecture, and over 300 artists responded by submitting their
portfolios to the project. Station colors and materials were selected
so as to be compatible with the art chosen for each subway station.

Unlike the earlier 1977 project, Sheppard project artists were
picked well before the stations were designed, with station finishes
being chosen to compliment the artwork. The selected Sheppard
public art is made for a public, and with the public in mind. They
reflect an open and accessible artistic sensibility, and are fun. To see
a bronze sculpture by Robin Collyer, an exact replica of a camp fire
outside the Sheppard-Yonge subway station (near an Emergency
Exit) is a humanizing experience, particularly during the in transit
subway experience. Titled Dwell, Collyer’s piece references the early
history of settlement in the Toronto area, and this could be both
aboriginal or early colonial. The campfire idiom is recast adjacent
to a completely transformed, redefined, yet contemporary urban
landscape. Adjacent to the campfire element Collyer has added a
bronze decorative surface to a fully functioning ATM banking
machine, so that it looks like a completely different “waursal”
material - adzed wood. Introduced indigenous plant growth likewise
references the natural flora and fauna of this bioregion. Collyer’s
campfire rendition could also suggest clues or traces left behind by
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nomadic travellers, a theme Collyer likewise treated with his wild
‘Winnebago-like Zulu (1985) installation seen at the Art Gallery of
Onario, but the nomadism taking place in the here and now of the
Sheppard-Yonge subway is no longer nostalgic but largely linear and
high speed in a mass transit era.

Panya Clark Espinals colorful ceramic tile and terrazzo piece
for Bayview station brings a warmth and exuberance to the subway
as medium for an art. Tidled From Here Right Now, the piece
integrates bold outlined blow ups of drawings. The waterjet cut
glazed ceramic tiles for the wall images reference everyday objects,
things one might use or feel familiar with such as a hand held watch
ora decorative flower motif. Large blocks of color offset the images,
thus animating and bringing to life this heavily traveled subway
environment. At the Bessarion subway Sylvie Bélanger innovates
with photo imagery on tile, varying the dimensions and formatting
of imagery to suggest crowd movement and partial views of feet or
hands, such as one experience during the mass transit experience.
W see parents pushing strollers, people in wheelchairs, or with
crutches, bags, bicycles, and people alone or in groups, walking,
running, waiting...Bélanger plays with scale, formatting and
establishes interesting spatial relationships between public image art
and environmental subway space with her commission titled Passing.

The Lelie St. station has artist Micah Lexier doing what he does
best - creating object imagery using words. His Ampersand project
literally covers the tiled walls of Leslie station with personable
handwriting samples. These were collected during Spring 1997 from
across Toronto from residents, school children, TTC employees and
passengers. The ampersand & symbol links the two handwritten
words Sheppard with Leslie but the variations in styles personalize
the 3400 samples, each reproduced in a quantity of five to equal
17,000 in total.

The largely indestructible character of wall iling fits officially
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ANDRE DUBOIS: AN INSTINCT FOR THE EPHEMERAL

'he language of sculpture is a complex one that has evolved over

the years. In the early modernist era sculptors like Barbara
Hepworth and Henry Moore integrated aspects of nature in
creating forms that moved modern art forward. They pierced holes
in stone, integrated string and even incorporated elements of
primitive art in their sculpture. As sculpture has continued its
evolution, it has incorporated a broader range of elements. With
installation, for instance, sculpture has become as much a
phenomenological ~practice, as an aesthetic one. The
phenomenology of art has become so prevalent in the language of
contemporary art that an environment surrounding a sculpture as
much as the sculpture per se, now plays an active role in the way a
spectator reads an artwork.

Contemporary culture is well versed in the phenomenon of
event, and the visual/perceptual interplay. This is particularly true
as screen bred imagery, video, DVD and other forms of visual effect
now compete with the three-dimensional, tactile world for our
attention. The nature- culture divide in our culture has left a great
gap in our own perception of the world that surrounds us. We are
less aware of the holistic process, of the full circle process of life
from birth to death. Indeed, even our Cartesian and religious
mindset has not equipped our society well towards embracing a
regenerative model for the interface between nature and culture.

André Du Bois has for some time been embarked on a
metaphorical journey, and it is one that involves his own direct
experience of the land, of the region where he lives in the lower St-
Lawrence. Du Bois is a unique sculptor with his own aesthetic
vision. We see this in his approach to the sculptural process,
particularly in the way he works with materials as a metaphor for
that process. Art becomes a daily practice and a way of life. It builds
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bridges between life and art. This approach to sculpture is neither
traditional, in the modemist sense, nor purely phenomenological
in its emphasis, as installation art can be. Du Bois has evolved his
own language of sculpture. His art is not a brief mediatic message
or a visual quip. He wants to communicate more elemental, even
existential concerns, but with a simple methodical approach to
materials.

There is a layering process, that paraphrases the passage of time,
of memory as a mapping of physical experience in life. The layering
of materials also recalls the role nature plays as a scenario or
backdrop to our experience in life. Du Bois considers himself as
artist/actor in these nature scenarios. Nature becomes a force that
moves through one, and is not a representation of an idea. With
this intuitive approach to art, art becomes a sensitizing vehicle that
can enhance awareness among people of their place in the
permaculture that is the planet earth. This approach contrasts the
PostModern refusal to accept holistic values and an ethics of
materials, even that there is a continuous tactile reality we are part
of. The sculpture projects that involve architectural integration that
include Vaisseaux-flammes (1991-92), La voie rouge (1999),
Rouage céleste (2003), Thesaurus (2003) and Odyssée (2004),
likewise integrate nature and the experience of living in relation to
the land in their conception and eventual realization. Sculpture
involves a direct response to universal elements found and observed
in the lower St. Lawrence River region where André Du Bois has
lived, taught and worked for years.

Looking at the body of work he has produced using wood and
stone, we are reminded of the contemporary Japanese sculptors,
like Kimio Tsuchiya and Tadashi Kawamata, and equally of
environmental sculptors now working in Europe. This language of
expression involves an acceptance of the characteristics inherent to
the materials used; grain, weight, texture, colour, density. André Du
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feathers of an unassuming and not so art literate public. Traffic
conjured up a real sense of the visual as spectacle, of art as a
occupying a state where it could animate, re-direct the social vision
and engender a public aesthetic.

Sculpture, as Zelenak configured it then, was very much
influenced by a small but intense London, Ontario arts scene, and
by exchanges with his close rural neighbour and fellow sculptor
Walter Redinger. For Zelenak sculpture was a vehicle that
engendered a public event, and a reaction in the same grandiose
way the works of Claus Oldenberg and even Donald Judd's do.
They introduce a vocabulary entirely dissimilar from that of the
traditional monument or even the beatific modemist pre-war
sculpture may. To move from these ambitious public undertakings
in large scale coloured fibreglass sculpture works that were truly
spectacles, and an art that assumed its place in public spaces, as was
seen with U-Split (1968-69) and Traffic (1968-69) and to then
rediscover a more personal, allegorical language for sculpture in an
era dominated by Pop and minimalism was never an easy task for
Ed Zelenak. It continues to daunt this dedicated man, particularly
as his legacy is, to an extent, his burden. Times change and tastes
change.

In 1968, Zelenak had been a participant in the Heart of
London exhibition, a show that brought together an incredible
range of talent from southwest Ontario including Ron Martin,
David and Royden Rabinowitch, Murray Favto, Bev Kelly, Tony
Urquhart, Greg Curnoe and Jack Chambers among others. This
was their era, and though Heart of London was curated by the then
young arts aficionado Pierre Théberge who did a lot to engender the
international scale, and taste, in Canada’s arts scene (Pierre Théberge
wenton to become Director of the Montreal Museum of Fine Arts
and subsequently the National Gallery of Canada), its main effect
was to bring together and forge new a new arts scene, one where the
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tactile and ideational superseded the formal discourse of the post-
War era. . Ed ZelenaK’s large scale public works formed part of a
triumvirate of artists that worked in fibreglass at the time. The other
two were his immediate neighbour Walter Redinger and Hugh
Leroy. Describing this public and spectacular aspect of ZelenaK's
work in the classic Contemporary Canadian Art, David Burnett
and Marilyn Schiff comment that...

“the abstraction of Zelenak (and Leroy) is an assertion of the
freedom of form to displace space ...” and he went on to
elucidate on the imposition of sculptural forms in space...”

‘What is less well known is that Zelenak’s large scale fibreglass works
emerged out of earlier and tentative plywood constructions that were
environmental and site related, conceived for exhibition out of doors.
These three dimensional works included Stoatallos (1965-66).
Painted black they were more edgy, angular and abrupt in their
geometric configurations, if less refined than the rounded curvilinear
fibreglass pieces. It was in these earlier works that Zelenak, developed
a more personal investigation of space and mass. It could even
become allegorical or autobiographical, and all this in a minimalist
dominated era. Sculpture could either descend into pure Pop
sensation, and all that caricature implies, or assert its object-ness,
depersonalize the individual artist’s persona, their experience, or any
potential narrative. But there were always traces of the artist’s persona
in ZelenaK's sculpture. Even if there were traces of the clean
unwavering line of a Carl André or Donald Judd construction, for
Zelenak the clean, crew-cut Minimalist's language became a standard
or background effect that enabled him to pursue more personal and
idiosyncratic variations of those syntactic and structural popular
biases. An art, and indeed a sculpture, could be developed that re-
asserted the persona, the sense that art could be an experiential or
narrative journey, and could relate to place yet pass for minimal.
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directly. She has put together a boat scaled like a war canoe whose
Skin’is made of Kozo paper, that looks as if it is embarked on a
search for ancestral identity. There are no passengers. While the
front of the craft is solidly put together, the rest trails off to
become unfinished natural wood sections (nature provides the
materials that sustain our livelihood). Salt crystals placed near this
craft allude to the salt content of the ocean, whose Gulf Stream
currents, leave North America to become the North Atlantic Drift
that like a giant radiator modulates the north’s climactic patterns
thus sustaining life in Iceland and Scandinavia. Salt does the same
for the human circulation system, by maintining our bodily
temperature. A sensual swath of silk that trails off Lipke’s boat is
anchored to the floor by three white quartz rocks. These weights
are the memory that anchors us in our identity. Kathryn Lipke’s
craft thus alludes to our unconscious spiritual and ancestral
identification with, and dependence on, nature as a source for our
holistic well being.

Though site specificity plays a central role in Locus in Quo,
Lipke achieves a more universal perspective by introducing
elements that suggest our distance from nature. A tiny house built
out of glass stands on wooden legs atop an ogival, vagina-shaped
sea of mud that has become dry, and cracks. Within the house is
a nest made of thorns, at once threatening and an inbuilt natural
protective device. A plumb bob used for measuring lines in
construction introduces the human aspect of rationalization to
this mini-construction. In a room set apart from the rest of the
show, salt water samples from the Baltic, the Great Lakes, Barents
Sea, the Arctic, the Adantic, the St. Lawrence River are presented
in simple chemists flasks. There are tiny stones atop each flask
and a boat craft hangs in mid-air, its end wrapped in copper. On
the gallery floor a larger river of stones creates a narrative sense of
the actual environment.
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‘While, nature remains the central impetus for Lipke’s ensemble of
photos, videos, physical elements and a crafted boat, the diversity
and approach Lipke has taken in classifying nature, evokes a sense
of the global scale of environmental concerns, of the cause and
effect interconnectedness between all things physical. A spiritual
dimension thus enters into the work, but Lipke approaches her
theme as a witness, and with great modesty. Lipke’s installation,
as much a dream-like voyage through time, is a reminder of how
fragile the ecology of nature is. It is only we who attribute, ascribe
places with labels, measures, categorize all manner of things. The
point of departure and arrival, if there is one, is the memory of
nature we carry within us, in our bodies, and ultimately within

our soul. ﬁ

PHILIP IVERSON: CLOSE-UP PORTRAITS

rtists over the centuries have used works by other artists as
Aeources of inspiration and subjects to be integrated into their
own art. Van Gogh looked to Japanese painting, and on the
paintings of Delacroix and Millet, integrating elements of their art
into his own paintings. One artist’s creation thus becomes part of
someone else’s art. I can see Philip Iverson laying down some red
paint spots on the upper left of a canvas portrait in his Montreal
studio. Wha follows is a rapid brush movement, fast and furious,
unpredictable. It is an inside out process, where inner energies are
projected outwards, and put onto the exterior skin of a canvas. This
art piece, whose grdual appearance on a canvas I can see reflects an
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reflection on the artist as sacrificial lamb. As we turn the pages of
the book, the head moves, once on its side, then to the left, again
to the right. The drawn image of a table proposes a morphology
for the working artist. Tables, like buildings, are structures. An
artist’s structure or strength is built using their imagination to
create. The essence of an artist’s stability is, in fact, the creative
act. It is like an imaginary table, and a mercurial one at that!
For some of his most recent artist’s books, LeBlanc has
integrated another myth of the artist, that of Van Gogh'searin a
series of unique artist’s books LeBlanc has created as gifts for
Francine Paul (2000), Marie Fraser (2001) and Marie Perrault
(2002), on view in this exhibition. Each appropriates an antique
19th century book, and pastes new letters and phrases onto the
original pages. Some of the original printed letters become part of
the textual reconstruction. In Francine Paul’s, for instance,
LeBlanc has included the words “ [écoute d'un itinéraire i saisir”
and a pastiche from Nevermore after Verlaine. Actual object
elements are set into the book; an hourglass with sand and a tiny
compass and the inevitable paper carved image of an ear. That
tired legacy of the 19th century - the myth of the starving artist -
is still with us and will be the subject of another LeBlanc show
titled A la recherche de I'oreille de van Gogh to be presented at
Centre d’exposition CIRCA this spring in Montreal.
Furthermore LeBlancs Hommage a Yves Klein (1984)
brought into being during a visit to Nice references the date and
place where the piece was created (the 6 and 7 December in Room
15 at the Hotel des Anges). The same drawn table imagery seen
in Les Autotables, with masking tape and linear constructions,
numberings, and random letter placements is now used a decade
later. The table image likewise persists in LeBlanc’s sculpture
projects and figures in Souvenir de 1955 ou 2026 de Roberval
(1992) at the Musée, but here the table is a street map with
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architectural references (cut out from the steel plate and
constructed in 3 dimensions on the plate).

The artist’s books on view at the Musée de Lachine include
unique pieces created by Pierre LeBlanc for René Derouin and
André Fournelle’s 60th birthday and a special event for Christian
Morissonneau. Full of fun and amusement, the one LeBlanc made
for André Fournelle’s 60th in Paris includes nostalgic items; a
piece of lead found on LeBlanc’s balcony, a carte a puce for a Paris
cinema, and the words Joyeux anniversaire, realisé 4 Paris le 12
octobre 1999 inscribed on ordinary graph paper cahier. Running
to and fro, from tombstone to tombstone at the Pére Lachaise
cemetery in Paris. LeBlanc found” the letters to Fournelle’s name
and the word Europe and made frottages of them in the book.
For Marie-Josée Brodeur's 50th birthday (1951-2001), LeBlanc
used an antique book, inscribed the words % [écoute du temps qui
passe” and included an extract from Charles Baudelaire, The
passage of time, the hourglass with pink (feminine) sand LeBlanc
has set into the piece, is likewise alluded to in the photos of a
carnival carousel, the photos, cards, a found text, and assorted
printed material. It is likewise symbolized by the ear LeBlanc
carved and set into Brodeur’s gift.

With this, the first exhibition to take a look at Pierre
LeBlanc’s artist’s book projects, it becomes apparent that similar
themes reappear in a wide array of scales and constructed forms.
They include: 1) book objects, 2) commemorative box
assemblages 3) special artist’s books 4) cahiers. Pierre LeBlanc
works and weaves his themes with a special talent rebuilding a
sense of place, time and memory in new and envigorating ways.
His art is a gift to us all.
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The ongoing change is an effect of motion, or affect of energy.
All this passes through the earth and is paraphrased in Armata’s
art. Energy moves towards a surface and speaks to us, Armata’s
art seems to suggest. The energy, eventually moves onward, and
dissipates, dissolves altogether. Her art has this aspect of sensitivity
for the dissolution of things, even of histories, and this is the
personal and autobiographical part of her art, all abstract even so.
‘What a metaphor for life ! With this art, we can fully understand
how time can be a metaphor for life, (particularly as it affects the
physics of the world we are in).

Ludmila Armata has created a body of work that not only
references the unseen, the invisible by drawing sometimes fluid,
othertimes nervous, very physical motions in a push and pull tug
of war battle with the surfaces and density of the matter she makes
her art out of. Her art achieves this resolution of the elemental
and primordial, and elucidates on nature’s essential force with a
visual eloquence that is based on observation of very real things -
the geological layers, the chasms of a gorge, and the layers of
things, even the growth form of a mushroom or tree root. We
sense that life does not ultimately imitate art, but that art can
imitate life in Armata’s Seismografia works. We see here a visual
language that often resembles what we discover around us in
landforms, or growth forms, or body details, and cannot put to
words, or in images. There is also a conceptual edge to Ludmila
Armata’s play on and with variations of surface effect, energy and
design with a tactile and visual interweave.

Letter from the Centre of the Earth proposes a
communication between elements of nature, including ourselves.
These forms are ultimately not abstract at all, but hidden poetic
epigrams from some concealed space, or an existential place of
origin, Armata’s artworks are symbols of intuited experience.
These works on paper challenge the stereotypical belief that
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technology is the only source for contemporary artistic process.
The simple act of drawing, and etching is an extension of this,
with physical resistance from the plate, which locates the work in
relation to the body brings the artist in touch with a physical and
tactile world. Etching, like drawing or painting, lives in two places
at the same time; the moment of its conception, and the moment
of its realization. The artist touches reality through the process of
creation, and another reality is thus brought into being. Reality is
an abstraction, Ludmila Armatas art seems to say, but one that
brings us closer to what a feeling could potentially represent, if
feelings could ever be represented. Life itself is an art, but it takes
our consciousness to recognize this, so we are the collaborators in
that process. And reality remains that very real source for our
imagination, for our sustenance, and Lumila Armata’s art
transposes and transmits, communicates all those instants and
feelings realized, into another state of art.

Footnor
1. Ludmila Armaa cited in Ludmila Armata: Recent Works, Go I Press, 202, np

2. Tbid

3. Rudolf Arnheim, Entropy and Art; An Essay on Order and Disorder (Berkeley & Los An-
geles: University of California Press, 1971, p. 43

4. Ludmils Armaca in conversation with John K. Grande, 2007
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STEVEN NEDERVEEN: DIVINE RE-CREATION(S)

‘mbued with an aura of mystery, Steve Nederveen’s paintings
develop scenarios of nature that are imaginative. These paintings,
with their depictions of nature, and vistas have a deep, atmospheric
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CLAIRE BRUNET’S REPLICANT SCULPTURE

egardless of the venue, or the technique, Claire Brunet’s
Rsculp(ure reveals an interest in the social aspect of culture.
Her recent art is less about the relation of forms to space, or the
three-dimensional modeling of art, even the surface appearance of
elements. More often, it concerns itself with issues thatare central
to today’s society: health, environment, and identity. Her art
affirms these concerns with what could be called a displaced
realism, something that offers clues to this sculptor’s general and
philosophical level of inquiry into life.

Born in London, England, Claire Brunet early on chose to
become a sculptor. She sculpted in clay as a child, and her mother
was a potter. Her father Jacques Brunet worked with Claude
Castonguay to develop Medicare systems in the 1960s, reflecting
a social concern that was communicated to his children, including
Claire. She took art classes early on and always made art. It wasa
natural progression. Since then, Claire Brunet has dedicated her
entire life to the pursuit of all things endemic to the three-
dimensional discipline, but she is a sculptor whose recent works
explore the close ties between human culture and the culture of
nature. “The thinking and the making should always be connected.
The most important is the idea. It is not easy being a sculptor. You
have to finds ways of always making sculpture, because if you find
another job that will take you away from your art and eventually you
will stop doing it,” the artist comments.

While the borders between nature and human culture are
virtually inseparable we are seldom aware of it. In a world where
virtual technology has adapted the meaning of culture to its own
purpose, to a point where the relation between culture and nature
is less clearly defined than it was even in the 19th century,

JOHN K GRANDE - ESSAYS & REVIEWS

questions about our relation to nature are very crucial to our
society’s survival. Increasingly, artists like Claire Brunet question
the great gap between images generated by micro-screens, or on
billboards, and that abound and proliferates via the new
technology and our very real dependence on nature and its
resources for our communal and individual well-being. Brunet is
an artist who has sought to exploit the differential between what
we use, what we see, and what we cannot recognize that forms a
part of our everyday environment. This has resulted in a series of
sculpture works in bronze that involve strange replications of
elements from nature. They are presented as sculpture, but they
mimic real life elements in nature. These works are neither normal
nor abnormal, more like macabre juxtapositions of real life
elements - a pig’s head or a columnar stack of potatoes or a simple
rthubarb leaf. Brunet transforms them, even adds a human
element like a hand or an ear, to suggest our society has reached
a new level or context of reality brought about through genetic
manipulation, the transformation of foodstuff, the general effects
of economies of scale on identity and what we consume and use.
Claire Brunet’s art takes us out of reality using real life elements
of nature (ourselves included) to address central questions and
concerns.

Burnets art appropriates the real to bring us back into a
reality that is art with heart. Social concerns are significant to her
artmaking process. Ironically, the very first sculpture Claire Brunet
ever made at school in CEGEP was a Constantine Brancusi-
inspired stone column. That sculpture vanished. It was stolen, but
the principle of the column as a symbol of hierarchy and
civilization has never departed from her art.. Early Brunet
sculptures were formal, and explored pure forms, given the 1970s
era she was training in. She says she was likewise inspired by the
human body. Early on, Brunet experimented in glass fusion with
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forward

e Allsorts is not really a book. It is more like an ever evolving
cluster of musings, reviews, cssays and independent insights from an
art writer's worm's eyeview. Sometimes bite-sized, other times extended,
the one hundred and twelve texts that comprise this collection span a
decade of wandering across a nation of galleries, books, sidewalks,
forests and cities to investigate, uncover and witness art and the ecology
that i the creative process. As such, it is an embroidered, eclectic record
of the arts scene in Canada — with Montreal at its centre, but Toronto
looms very large and both coasts bracket the two. There is also a bit of
international coverage sprinkling this srange amalgam of art texts.

The book opens with a peck at a retrospective of the highly
accessible expressionist 19th century “fin de siécle angst® master —
Edvard Munch - whose images are now on checkbooks, blow-up dolls,
posters and key chains. The final Allsorts essay is on Michael Flomen,
whose outdoors-induced photograms personalize the invisible and
physical world phenomena. Between these two critical parentheses o
bookends you will engage in a roller coaster romp through my writings
—where you will run across Ana Mendieta rubbing shoulders with Bruce
Nauman, and Yoko Ono next to David Milne.

In form and content, Are Allsorts reflects the ongoing struggles and
sporadic victories of artmakers across time, in Canada, in Quebec where
Llive, and over land and sea. I am intimately aware of the artists’ plight
of having an original and unique POV and integrating into the
museum/gallery. Allsorts celebrates this struggle and is an independent
view on the arts. So my role has been to provide a background on a
massive and ongoing evolution of cultural diversity. I hope the reader
will embrace the sheer span of activity in our contemporary art scene
that Are Allsores witnesses with its odds and ends, treading water at
times, backstroking or in a full speed arts crawl. Carpe dewum!

~John K. Grande on the road somewhere
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a reflection of natural history and its processes. It is largely
abstracted from any consideration of specific place, and is portrayed
out of context in our era. We do not see a landscape, or nature in
general, as a source that functions in perpetuity, whether we are
there or not. Much as Flomen's does with his photograms,
environmental artist Alan Sonfist has examined nature phenomena
in their context. Element Selection (1970-74) enacted at the
Ludwig Forum in Koln, Germany, Cincinatti, Ohio and other
venues by Sonfist involved placing a blank canvas in a forest setting.
Here branches, twigs, leaves, were arranged in a natural way and
then this whole nature painting’ was allowed to decompose on site.
In a similar way, Flomen enables nature to be the proactive element
in a particular composition. As Sonfist has stated, “any form in one
stage in a continuum is shaped by other factors, often invisible.”
Environmental processes are understood to play a role in the
making of art...

William Kentbridge’s film tribute to pioneer film-maker
George Melies (1861-1938) of a live swarm of ants walking over
film, using Truffaut’s inverse tonality technque involved a
phenomenological dynamic akin to Flomen’s. Kentridge captured
the ants’ collective behaviour on film, while his sugar traces
activated the ants' movements. Using a light-filtering process used
by Francois Truffaut, Kentridge applies the same reversal technique
by changing the tonality of the film. The white paper becomes black
and the color of the ants becomes white. Kentridge describes this
work as a screensaver because of its semi-static quality, but the work
reveals a stream of frenetic movement created by hundreds of
moving ants. The insects’ movement becomes spectral as they
scramble and swirl across the blackened space of the film. A low
tech approach to photography in a high-tech era seems paradoxical
but it has enabled artists like Susan Durges and Michael Flomen to
bring out the unseen, expressive potential of nature. We are made
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aware that this is an ongoing, largely unobserved process. We
observe elements in nature according to the language of the cult of
the image. Each element is read as an object, isolated from the next.
Flomen’s art enables us to witness the interconnectedness of all
things, to realize their potential.

When the 19th century photographer Fox Talbot placed plants
on photosensitive paper, using sunlight as the active element, he
revolutionized the way images are perceived. Photography became
a process involving the expressive potential of the materials
themselves. Flomen’s photograms are likewise works that record
photogenic experiences. The photographer collaborates with nature
under unusual conditions. The range of elements we can see, and
what the camera can capture is taken out of the conventional and
our appreciation of the expressive potential of the Rayogram is
broadened. .. The dialogue involves creation, nor merely creativity,
that culture-specific exercise of the creative spirit enacted for
culture-specific art- audience. The photography process is unframed
and nature is inadvertently unframed in the process.

Historical precedents to Michael Flomen’s photograms made
with photosensitive materials — cameraless photographs abound:
Christian Schad, Man Ray, Lazlo Moholy-Nagy, Lotte Jacobi and
Carlotta Carpron and then Frederick Sommer and Robert
Heineken. Recent photograms capture the action of light on paper
under minimal conditions that direct us to a greater environmental
awareness.

Some of these photograms investigate the littoral zone, between
water and earth, the marginal zones of greatest activity in nature
the German mystic and herbalist Hildegard von Bingen (1098-
1179) wrote of. Using light sensitive materials such as Agfa photo
paper or Mylar painted with emulsion, Michael Flomen has evolved
his own language of photography, particularly with respect to its
relation to nature and natural phenomena. The process is one where
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Robert Markle figured as the ultimate life painter, capturing Yonge
St. strippers, combining neon and acrylic on wood, working with
charcoal, tempera and inks on large scale paper capturing the sexy
side of life. Joyce Wieland was already renowned for her nationalist
Canadian stance on art (as the stuffed beaver from her personal
collection or the famed Reason over Passion quilt in the National
Gallery of Canada collection testify). In the days before Nancy
Friday and Judy Chicago’s Dinner Party, Joyce Wieland was already
integrating traditional female arts - like stitching, quilting - into
contemporary art discourse. While books like Our Bodies, Our
Selves marked a movement towards women reclaiming their own
bodies, Wieland, as a woman of her time, wove an admirable
narrative on male stereotypes of women in Art History. Her
paintings like Untitled (murderous angel) (1981-1984), more
abstract Redgasm (1960), Artist On Fire (1983) or hilarious
Untitled (Goddess) (1984-86) are all about embarrassing the
stereotypes on their own painterly territory. Wieland is mock folky
with a tinge of tackiness.

Arranged into distinct sections: Studio, Home, Strip Club,
Nature is a Woman, Carnival, Art Gallery - this show resonates
with an air of exploration and expeditious social banter. Art as an
Open Field. Sweet Beaver Perfume designed by Wieland, a tiny
sensitive Self-Portrait from 1978 by Wieland, and a fun bronze
casting of a beautiful nude with French and English beavers
suckling from her breast (1970-71) all wield a Wieland sense of
humour. A sexual irony in blue denim shines through. From a self-
designed Wieland Penis Wallpaper (1962) with its phallic
flesh-coloured idioms in a pale blue sky, to Robert Markles total
take on burlesque. An infamous 1965 police raid on the Dorothy
Cameron Gallery saw a Robert Markle black-and-white nude
confiscated long before art was banal and mainstream in Canadian
society. Even Markle’s embroidered denim jean jacket is on view
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for his AGO show. Robert Markle (1936-1990) was in the process
of rediscovering his native Mohawk identity when he died tragjcally
in 1990, while Joyce Wieland (1930-1998) expanded her art
interest in animated film and the sequential presentation of
narratives before Alzheimer’s took its toll. This show tells the 1960s
like it is, with the age of Aquarius being a 24 hour happening.

%

THE SERPENTINE MOUNDS: IAN LAZARUS + BADANNA ZACK

erpentine Mounds co-designed by lan Lazarus and Badanna

Zack an environmental land art integration that involved
redesigning landforms occupies two hills on site in the African
section at the Metro Toronto Zoo as part of ZooART’s new
program. Badanna Zack the sculptor believes: “Our planet has
changed, not evolved, from a beauteous wondrous paradise o a huge
dumpsite.” lan Lazarus, brought a sense of topography and the land to
the project says: “l am pursuing aspects of a multi-faceted idea inspired
by the layering of histories and erosion through time. The resulting
sculptures do not stimulate history, but reflect trace elements or imprints
of historical evidence lefi by times passage.”

Opening on June 28, 2004, the Serpentine Mounds recalls
earlier initiatives such as the California-based Ant Farm’s
experimental architecture, design, and media arts initiatives in the
1960s and 1970s, More specifically the Ant Farm’s Cadillac Ranch
in Amarillo, Texas (1973-1977) had 10 Cadillacs ranging from a
1949 Club Coupe to a 1963 Sedan pointing vertically out of the
earth in a wheat field west of Amarillo, Texas. This Toronto-based
initiative recycles obsolete cars, and builds them into earth mound
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space and human intervention in these photoworks are subtle and
keen. A photo of teeming tourist crowds spilling along the narrow
streets into Piazza di Spagna, Rome (1999), is visually fascinating.
The details of the faces, bodies, and gestures, suggest that as
individuals, our group and social actions, mores, and interactions,
are not so different from one another.

Doug Hall visually frames his subjects and sites like a voyeur
who captures the herd instinct in us all. His photography suggests
that the ways we construct and build the world around us are a
direct reflection of our mindset. As Hall comments: “There is hardly
place for the wanderer and his split up sights, the walker and his
fulgurating eclipses -, you and me as we could pulverize the places by the
danced step of absence. The horizontal spreading out of the panoramas
leaves little place to chance as well as to the psycho-geographical errance.
The world “larger than life” is given only to the sedentaries. Kodak, on
the basis of the principle which there is an ideal point of view for each
site, baptizes it Kodak Point’. The world is therefore punctuated, follow
the dotted lines” Visually fun, beautiful to look at, Hall's photos look
as designed as the designed environments and social set ups he
photographs. They demonstrate a theory - a way of looking at the

world... ﬁ";?:

VESSNA PERUNOVICH: W(HOLE

Yugoslavian-bom Vessna Perunovich juxtaposes metaphors while
fusing them together in two very different media: video and
installation. Unconscious and conscious associations fly back and
forth, fuse, merge, and seem to defy any reasonable explanation.
Somehow, there is this combination of violence and domesticity,
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of the familiar and banal and the horrific and terrifying. This makes
for a very abstract and far away kind of artistic message. These
tensions could be part of your everyday experience when your life
becomes shattered by war, or domestic violence. Imagery of an A-
Bomb expanding into a mushroom cloud and of things being
blown apart into fragments definitely cannot reassure us of much.
These stunning images, (re-edited for this show) gradually shift into
micro-cosmic nature pattemns of grasses and the sounds likewise
become subtler, softer. This imagery wall is juxtaposed next to a
metaphoric house made of stretchy, sensual black elastic you can
enter and exit this house at will. This house is a construct more
than a reality.

The images shatter our sense of the ordinary and are as
upsetting as the house is reassuring. The videos, even the violent
ones, are strangely beautiful, have a hypnotic effect. The gentler
kinder close-ups of green grasses offer a note of hope, of rebirth
after destruction; contrasts are intentional and graphic.

The mixed media paintings in this show are laden with
contflicting symbolic message layers that play with ambiguities of
the human condition... not that effectively. A paradoxical figure
with a mask becomes a series of lines and primitive constructive
forms,...The installation that follows echoes the first. This hybrid
has a bed (also made of elastic - black this time instead of white) that
again suggests domesticity, again juxtaposed with video images.
Highlighting a place where Perunovich believes the “conscious meets
unconscious, personal meets social, illusion meets reality” W (Hole) is
avery strategic and self-conscious show. It simplifies what can be an
exciting subject - conflicting forces inherent to the human
condition. The dumbing down of themes makes me, for one,
suspicious. A more essential creative potential and dynamic has
been reduced to stereotypes and platitudes we all know and have
seen already - in the media.
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‘Walking along a well maintained dirt road for approximately three
kilometres from the Domaine St. Bernard involves a gradual
sensitizing to the forest interior of this place. Though this forest
setting is as common as dirt to the Laurentian region, as we turn a
corner we are surprised to see a small pond created by the activity
of beavers. Fresh traces of logs carved by them remain. A few steps
further and we can see up on a hillside a series of caves. These caves
are not natural. They have been made by someone, placed there.
There are five of them. They have rectangular shapes. The dark
earth within these placements gives them an ancient, primordial
feel. This is some kind of presentation within this landscape, in a
region once populated exclusively by native Amerindians. Later
early settlers colonized this region with the encouragement of,
among others, Curé Labelle, and, in some cases, the Jesuis...
Within Nils-Udos pre-Cambrian Sanctuary as this
integration is called, we can see a series of large scale boulders. They
are inscribed within the cavernous spaces that we look up to see.
They are like landscape notations, these boulders and the rectilinear
spaces cut in the hillside. The presentational aspect recalls that of
sanctuaries in Asia or elsewhere, but the icons or objects presented
within this reliquary are nature pure and simple, nothing more,
nothing less. Nature becomes the subject and object of Nils-Udo’s
piece. Nature surrounds the artwork, and nature is the artwork.
This phenomenological paradox is a natural part of the conundrum
that human perception usually engages in, particularly when we
enter into nature recognizing its diverse elements with urban eyes.
We have been trained by the effects of mediatization to read these
boulders as objects rather than a nature recontextualized within
nature. The act of recon-textualization in Nils-Udo’s pre-Cambrian
Sanctuary is one that enables us to distinguish between nature per
se, and the active interpretation and coding of elements that we, as
humans, engage in. Usually we label and perceive elements in
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nature just as we do in the cities. They are potential products,
whether they are natural or not. We read objects as non-sequitors
that existing outside any logical or relational context.

Nils-Udo’s pre-Cambrian Sanctuary reminds us, in the way it
is aligned, along a hillside and within a fluid and uninterrupted
context of nature, that these boulder/objects and the container
spaces they are placed in, are actual elements derived from nature,
yet the artist includes them in his conception as living legacies to
things that have happened in the past, and continue to happen in
the present, and will occur in the future. The process is ontological
whether it involves art or life. Behind these boulders and within
the cavern spaces, we sense the dark power of the earth. This
primordial and prehistoric force is omnipresent and heightened by
Nils-Udo’s intervention. It echoes the ageless quality of the
Laurentian Shield region, with its now crumbling pre-Cambrian
rock formations, where masses of rocks and land were moved by
glaciation...

The landscape is smoothed over in places, and huge deposits of
rock and stone look as if they were left by chance in others. The
topsoil is thin. Beneath it one finds a beautiful reddish sand, as if
this region were once part of a vast lake or ocean. We sense a
landscape touched by time. Traces of glaciation remain all over the
place, like the erratic boulders in the foress...

The landscape of nature, a natural history, parallels human
history, and is a background presence everywhere like the dark
earth. Yet natural history will always exist in relation to the human
condition, like stone, over the centuries and millennia. This pre-
Cambrian Sanctuary is a tribute to time itself, and has an aesthetic
of place that accepts the natural diversity of things. The multiple
caves, set into this hillside, suggest some ancient and mysterious
force. It is as if our lives were too short for us to realize the depth
and range of time. How lonely our ancestors must have felt at times,
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output of Kolaczs life and art, we get a pretty sharp and accurate
overview of world events, current affairs and politics. One image
depicts the New China (post-Mao) as a chessboard where the
squares are in the process of being erased. A man is painting the
squares (not Red Square) into obscurity. Rules are being written as
we speak that distort and defy the truth. Indeed, the new so-called
global economy seems to have distorted our sense of economy
altogether. One Kolacz image has two diplomats shaking hands but
the hand being offerred to make this deal is a snake. Another
artwork has a liar eating his lies. Downsizing (corporate or
otherwise) is a hilarious satirical scrutiny. We see a man on a horse
with no head. This awkward allusion has no eyes, just binoculars
and is clumsily operated by its manager/rider. As Europe’s Common
Market (now known as the European Union) went through its birth
pains, gradually expanding, a raft of new countries were absorbed.
The Union’s position as an economic union begins to look
increasingly unmanageable and bloated, even unjust for the Zittle
guy’ nations buried within its hypothetical borders. Kolacz catches
the irony of this dilemma, where after the collapse of the USSR,
East Block countries sought to join the Common Market. He does
this by depicting a gondola balloon with leaders from various
countries inside. Their collective weight obviously makes it
impossible for this balloon to fly. Meanwhile, off in the distance,
other leaders run to the balloon to try to get on board, desperate to
join the new Common Market. The basket is already full. They will
never get on. And if they do, the balloon will not fly.

In attacking mental illness, Kolacz seizes on the improper use
of heavy drugs as a palliative. The drugs are themselves a monster
that is potentially violent and capable of attacking. Kolacz’s
comments on the homogeneity of two-party political systems. This
is adequately summed up by an image of a dinosaur with two heads.
Feminist concerns surface surreptitiously in a few Kolacz originals.
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One has a man and woman on a tightrope. A knot is all that holds
the rope on which they are standing in the air. The woman holds
the strings and is able to pull the knot. The man can fall but has no
control over the strings. The Generation Gap is eloquently summed
up with an image of a large man and a small kid kicking him. Pure
irony exudes from the pores of a helping hand. This hand (probably
a new found business accomplice) will pull its partner directly and
emphatically into a nearby pit. There is no escape. An elderly and
jaded politician or bureaucrat with a grey face has two sexy women's
legs protruding from his head. They form the horns of this diabolic
and instandly forgettable character. Another bureaucrat/politician
has the image of a woman as corkscrew twisting into his lascivious
mind, or whatever s left of it.

The Spy versus Spy world of politics in Eastern Europe is not
so different from current business practices that go on between
international businesses in attempting to acquire knowledge of their
competitors’ future plans. Indeed any information can be controlled
and monitored in an age of technological and data information
overload. Kolacz simply depicts it this way: a man in miniature is
actually inside another man’s head. With a purely forthright sense
of fun, Kolacz catches the nature of contemporary TV education
programs in this way: two typical couch potatoes can be seen
looking at an image of a mind on the Television.

In an altogether contemporary image of deception, Kolacz
takes the painter Hieronymus Bosch’s Blind Leading the Blind for
ametaphoric step further into the postModern paradigm. The walk
Kolacz has illustrated is more like a gangplank one might fall off,
unaware of the real dangers that might beset us. In another work we
see a man who is presented walking a tightrope that ends in open
space. Itis an illusion. The tightrope may end, but there is a balloon
that represents his hope. The implicit message is that despite the
real life upsets that occur in our lives, we should never give up on
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our unceasing urge to progress, we set aside technological
innovations of the past and relegate them to the trash heap. They
are often every bit as, if not more, effective, ecological and efficient,
than the technological artifacts and tools that replace them.

Perhaps the most elegant example of Daniel Corbeil’s ingenious
ability to dance between design, aesthetics, invention and fiction is
smaller Table d’expérimentation (2002) balloon-like structure,
which has a series of tiny orange coloured weights tied to blue
ribbons that dance around its perimeter. The movement results
from a small fan installed beneath the platform whose opening is
painted a decorative blue and pink. There is a ceremonial sense of
humour, and theatricality, that pervades this Table
d’expérimentation piece, and all the sculptures on view at
Expression. It is as if they were modern-day allegorical processional
floats for some fictional festival, like those brighdy painted
sculptures invented and created for the Agricultural Festivals in
Quebec in the 19th century, but their purpose and destination
remains a neo-mythical mystery.

s

DAVID HAMMONS: WHICH MIKE WOULD YOU LIKE TO BE LIKE?

aying on and with found and consumer waster matter David

Hammons is a master of the double entendre. At Zwirmer &
Wirth, he has included other Duchampian quips that include an
earlier piece titled Flies in a Jar (1994) that consists of zippers and
twigs in a jar. The same goes for his U.N.LA. Flag (1990, edition
of 10) which brings some brighter color to the American flag. This
work resembles in a way Hundertwasser’s self conceived flags from
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an earlier epoch. A new Untitled (2004) piece, consists of a stone
whose shape recalls a human head, and on which human hair
(actually culled from a Harlem barbershop) has been carefully
arranged. Rubber Dread (1989) is another hair piece set onto an
ever so ordinary red rubber ball, and woven out of bicycle inner
tubes.

Yet another basketball hoop has dreads made from bottle caps,
and is assembled makeshift with rubber balls, botle caps in rows,
and becomesa cultural object equation, akin to folk art, but ever so
now - not new!

A master of the culturally spliced and spiced double entendre,
David Hammons uses all the Duchampian tricks of the installation
and assemblage trade with a sharper than usual sense of what he
wants to communicate. He enacts it all, whether in the installation
genre, or more singular sculpture assemblage with an apparent ease
and mastery of materials. The materials are consequent and relate
to the messages he wants to convey in that they are accessible, relate
to the street culture, to black pop culture, but without any tinge of
bitterness which is remarkable, to say the least! No better sampler
of Hammons humour can be found in this show than Which Mike
‘Would You Like to be Like? (2003), a piece that simply and
minimally comprises three vintage microphones, the kind you
might have found being used at the Apollo Theatre or Cotton Club
in the 1950s. Hammons’ object-based quip here refers to three
American black men who have ‘made it’; the boxer Mike Tyson,
basketball player Michael Jordan, and singer Michael Jackson. The
austere minimalism of the piece only furthers the sense of how
spare, and even barren the origins and the sources of a rich culture
can be.

A more ambitious work and one of the mainstays of this 2006
exhibition, Basketball Installation (1995) references two of the
ways black people can ‘make it’ in mainstream culture, either
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from headphones) of her mother's inherited beads, kept in a
trunk, many years later restrung and given to her sister on her
wedding day. Her large leaf patterns on a red and black
background fuse the modern and traditional in an incurably
natural way.

Seeing Karim Rholem’s gelatin silver photo portraits of Innuit
Gamilie Akeeagok and Aujuittuuq from the Northwest Territories
in their skins and traditional attire alongside a portrait of a 76
year old woman in his native Tangiers, Morocco is to experience
pure irony in art, images from one ancient culture to another,
bypassing Canadian culture altogether. Algerian Canadian Ali
Kichou's The Orphan Cow (2000) is a non-traditional tableau
of raised relief burlap patterns, Dayglo details and Gold.
Challenging conventional techniques, Kichou’s work breaks with
tradition with a strong cutting edge aesthetic. Sami Zubis
Jerusalem: A Gate of Hope (2000-2001) references the gates that
were once an entrance to the old walled city of Jerusalem and now
‘contain people instead of protecting in a conflict that appears
insurmountable. A huge frame/container has acrylic resin blocks
seemingly frozen at random into a wide plastic sheet, but there are
echos of traditional motifs. Zubi’s powerful, poignant work says
everything about the Arab-Israeli conflict but in a wholly
contemporary way.

‘While The Lands within Me brings long overdue exposure to
Arab Canadian artists work, one hopes to see these artists
integrated into Canadian art shows in the future with the codifier
‘Arab’ dropped from the work. Cultural diversity works best when
the labels are removed and the art is presented in a broader, more
open context.
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COLOUR ZONE: LAWRENCE PAUL YUXWELUPTUN

raditional native myths and the ovoid decorative forms

become a kind of popular painterly advertising for Vancouver
painter Lawrence Paul Yuxweluptun. He describes the
contemporary reality with great versatility and imagination
bringing out unconscious associations going back and forth from
the representational landscape to inner reality. The synchronous
visual legends seen in Paul’s better known Surreal’works and his
more recent neo-pop abstract ovoid-isms on view at the Liane &
Danny Taran Gallery focus on contemporary native issues of
sovereignty and cultural links to the environment. Beneath the
surface - be it @bstract or figurative’ - there is usually a spiritual
message, but a hybrid one. Lawrence Paul’s particular brand of
Surrealism’is a fusion of traditional native ovoid forms, markings,
symbols. In the representational works they are juxtaposed like
news items encrypted with symbolism, dancers, shamans and
white men amid a landscape that looks like it could jump out of

its own definition.
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As with the ['Tmagier show, the dynamic Swinimer / Halstead duo
sought to challenge the viewer's understanding of the universe in
Shawinigan by presenting a series of highly experimental works
investigating prismatic, spatial, refractive light and material effects.
It is as if these artists were seeking to advance the cause of
perception of physical Spacetime in a world caught up in static
digitally correct images by building hologrammatical and
interpretive hypothetical models that challenge us perceptually to
investigate more abstract, 3-dimensional and visual notions.
Clarity is less of a goal, but intent is an absolute for these artists,
for it provides the linkage between theory of object, light and
matter and transforms it into a demonstrative highly visionary
approach to artmaking, less caught up in symbols than in the raw
physics of it all.

The images on the wall - close up photos of Sculptured Time
- represent a contiguity of thought and literally draw in space and
through time as if art itself were a conjecture, an element that
encompassed the surface of hypothetical space, less as image and
more as projections of a hypothetical inner world or alternatively
of an absolute cosmos. They are not models for creative
interpretation, nor speculative science, but artists’ collaborative
experiments involving holographic, mirrored, effects amid black
walled space. Halstead and Swinimer are not seeking to exact or
demonstrate specific theories but bring their own notions of
spacetime (a concept that refuses to separate space and time but
brings them into a continuous immediacy and of relation) into the
realm of art, and in a gallery.

Viewing an eight by eight foot image of spacetime on a wall
is to witness the transformation of imagery by successive media,
and a changeability of meaning that results, as changeable as our
theories of quantum physics, super-string theory, an n-
dimensional universe and so on. We are brought back to
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constructivist thoughts on the role of art, and forward to notions
of a multi-dimensional universe as yet unaccounted for, even if
the conscious lens of science has the capacity to examine them.
The effect of this show is ultimately to witness the intangible
world of physics and energy fields, whose forces are ever present
yet hard to measure. It is a world largely beyond our perception,
but one that influence so many aspects of our daily life, even if we
are not cognizant of this. Three particular images of Spacetime
consisting of particles in accordance with Lee Smolin’s “Yoop
quantum gravity” theory particularly capture this sense of a
“hidden universe’, and physical cosmology.

The sculptural component of the show, largely presented in
the centre of the gallery, has four 3 foot by 6 foot semi-circular
mirror that circumvents these 3-dimensional allusions. The effect
is distorting and brings it all to life, animating while it likewise
distorts, refracts, and reflects an altogether ad lib world of
Spacetime. Two circular mirrors rest on the gallery floor inviting.
speculation and incredulous imaginative interpretation. Lines and
grid patterns traverse these, and again, there is the mini-wall of
mirrors that transform the simple arrangement into a kind of low-
tech Superstring universe, and one entirely confected by these
Ottawa-based artists.

Avideo titled The Beginning of Time presents Swinimer and
Halstead’s interpretation of the Big Bang and beyond...What
becomes evident is that Halstead and Swinimer’s art envisions litdle
or no separation between Realtime and Spacetime, as if there were
no gap between the flux of time, and this brings us closer to earlier
models of the universe, before we measured it all with a clock, and
when the cosmos played a more significant role in the way we
envisioned itall on a daily basis. Yet these artists are fully cognizant
of the latest scientific theories, that include one where cosmic
expansion has continuously slowed due to gravity, possibly leading
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VALERIE BLASS: SURFACE SITUATION

alerie Blass has that uncanny ability to seize a meaning and
V[hen leave it behind. She creates a proverbial metaphor out of
matter from the everyday, and then tosses it away by building a
relativity into the overall perception of the things she fabricates.
The materials imply that there is more than mere art object to the
situations she creates (though they are made of her art). This
doubling of meaning, to create an object and then negate the
object, is not necessarily Cartesian in its conception. It is more a
process where we read the objects as elements that are created in
partial and controlled chaos. That chaos is part of the human
condition. Each element references a particular notion of what
culture or perception of that culture may have been, is, was, might
be...And so with each sculpture installation, elements are situated
as part of a simultaneous similitude. This non-context is one that
exists in a vacuum. The vacuum is one that slides towards
immobility for it exists in a culture that collects its experience like
a museologist, pinning its samples to a cork board, and killing
them in the process. Future generations may wonder what they
were, if they ever could. We are moving towards motility, and as
visual commuters, we have become passive. We consume imagery
at will.Contexts have shifted, are shifting, are moving, are
disappearing... and we are oblivious to itall.

Valerie Blass challenges our view of what it means to be an
individual. She creates objects and then lets them just be what
they are, stands back, observes them, enjoys their ambiguity, the
impossibility of being able to entirely decode their contents, their
surface appearance, their deeper meaning. She is not a materialist,
or an anthropologist of the everyday, but she works with materials
to describe a dematerialization that is an evolving part of the
worldview that accompanies the digital age. It is not that the
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materials are de-materializing, it is that we see it all, and value it
all — the physical tactile universe in a different way....

Valerie Blass combines individual pieces and collectively builds
them into a scenario, like one might do if one were directing a soap
opera for television. These soap operas involve objects that have
complex and monocultural aesthetic worldviews built into their
history. Re-fabricated by Valerie Blass, and introduced into contexts
of contemporaneity, the art - whether flat or three dimensional -
becomes a textural and tactile texting of experience. This art
describes the real state of contemporary culture in our times. Blass
does this using art props that themselves are conceived and built
with a fabulistic, sensual, very fluid flair for describing a world in
mutation. The artworks are designed to cause us to question the
absolute order of things. They draw on elements of the everyday
consumer world, like foam, rubber, paint, wood, and whatever...

It is a very vernacular dance we are participating in when we
witness this art. The human condition is part of this dance. The very
abstract and mysterious impossibility to read these works makes us all
the more curious as to their intention, for these works are about
intention over and above the final object, or the completion of a
realization. This ambiguous formal play recalls the early sculptures
of British sculptor Tony Cragg that draw on the classic, and optic, and
blurr them into being laconic meditations on image and form (inan
age of multiple and mass re-production). Blass does this too, pulling
us visually this way and that with all that synchronous and tactile
input she introduces to us, thus inducing us into reading the her art
rationally, She then confounds us as to the ultimate readabsility of
form(s), experience(s), perception(s). This is a very literary act, and a
narration on bringing art to life. It leaves a faint impression on us, and
it remains in our memory as a visual blur, but a blur that s very clear
in its intention, its direction, something capable of inducing a
meaning using all the language implicit to deconstruction.
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decontextualized, just as the landscapes Burtynsky captures are
traditional in their layout and positioning as photography. This
natural world is somewhat artificial and driven and prodded by
technology. This technology designs the landscape of our needsand
desires. We design ourselves to fit those needs, or we opt out, or
find some compromise. We limp towards this Bethlehem of
concepts...products, images, anythings.

Allen Ginsberg wrote in one of his last poems about this
world...too many cars...too much everything...It is, finally, an
irritating reality even if it is a beautiful world. This world Burtynsky
records is a real physical one. The syndrome is one that definitely
exists. The cube-like densified squares of compacted garbage, scrap
metal, or tin cans in Hamilton, Ontario surpass anything John
Chamberlain ever conceived of in his sculpture. These are sublime
realities, and the densified oil filters with their colour range are like
a landscape of Jasper Johns, but entirely unintentional! The more
distant Romantic painters like J. M. W. Turner and John Constable
in the early 19th century glowingly recorded the effects of pollution
and gave it that beautiful tinted, sunset glow or atmospheric cachet.
(Lest we forget all that rain, steam and speed. London fog was
largely the result of pollution from the new mills of that era).

What are we to do with this world Burtynsky offers for us to
see? The ol fields in McKittrick, California are as dense as possible,
and they are nearly museum quality they have been operating so
long. The message is ceaseless...that human activity results in a toxic,
displaced, and interrupted landscape. This is the visual fodder for
Burtynsky’s lens. What motivates us to absorb, seek and consume
beauty, and to read it in such de-linear, rational fashion? What good
is beauty when a world is falling apart? Actually there are some who
would disagree...Beauty may be some universal that could bring a
value to it all, even as the center folds...

There is an admixture of pictorial and industrial photographic
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traditions in Burtynsky that is less about isolating elements, than
about providing an overview. That overview involves a sense of
scale, of distance and an appropriation of space.

With the Bangladesh Shipbreaking series taken in a 3rd World
setting the detritus, and deconstructed ship parts look like
modernist sculptures. These boats being taken apart remind one of
Richard Serra or David Smith's sculptures, yet are merely functional
and structural parts being taken apart for recycling. One recognizes
a strange Romantic quality to Burtynskys Shipbreaking series
reminiscent of the travel photos of Beato and other 19th century
colonial era photographers like Samuel Bourne and Francis Frith
who went out to capture scenarios of other lands. These photos
witness poor workers in a 3rd World country deconstructing the
transport vehicles that serve 1st world countries economies of scale.
As Burtynsky comments: 7 am interested in remaking notions of the
sublime in contemporary aesthetic whereas the sublime used to be
associated with nature. My early work looked at the pristine landscape
in Canada and the United States. After a couple of years of doing that
1 realized it was not enough, it was about two inches thick! Charles
Sheeler was one of the first to recognize a beauty in the destruction of
nature. But it is not a very accepted point of view even in the present,
and definitely was not in the 1920s.”

This idea of a sublime beauty links Ed Burtynsky’s photo-
graphy to a whole tradition in art. It has a lot to do with image and
representation like the surface of an eggshell. People have difficulty
seizing on ideas that are not presented in a beautiful way. In the
Oxford Tire series (1999) done in Westley, California, literally a
landscape of tires with passages between, the car tire is presented as
a kind of rationalized monoculture from the end point of the
production system. Detritus with a form. The scale of waste here is
actually so great it becomes part of a waste landscape, which is one
step further than T. S. Eliot’s Wasteland ever went.
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seaweed - to make surreal over-sized floral constructions using on
site materials. Initially conceived as a Jardin des priéres, Grenier's
fantastic Algues lanternes constructions were laid over metal
armatures affixed to tree trunks. This sea clothing acquired a skin-
like sculptural sea form and these were eventually installed in the sea
along the shoreline. Grenier chose these subjects because their
formal shapes have a universal quality - spherical, elliptical, cyclical
- that can be found in life forms everywhere. As the sun shines on
them their colouristic reds, mauves, greens and yellows become
luminous like sea lamps. Real nature imitates real nature... the artist
intervenes.

Adjacent to and on the outer walls of the Havre-Aubert
Aquarium, formerly a saline, Acadian artist Lise Robichaud from
Moncton, New Brunswick undertook an ambitious installation
titled Liens. Folky and enigmatic, Robichaud’s piece used an open
vernacular language of expression to express the forgotten
contribution of women and children who toiled alongside men,
often unrecognized, in the fisheries and coastal work. A compass-
like form on a rectangular wood piece painted midnight blue was
placed right on the Aquarium's outer wall. The basic rectangular
formar of Robichaud’s wall assemblage echoed the form of the
drying tables used historically in the fishing industry both in Acadia
and on the Iles de la Madeleine. In the middle a square comprising
lattice-wood from lobster cages elaborated on the historic place
fishing has played in this place. A pile of rocks collected on the
nearby shore by local assistant Laurence LeBlanc conceived to
represent the moon's eternal effect on the tides was placed in a neat
circle in front. Painted a luminous silver (a comment on local
economy?) the rocks and the local sea grass (the kind used in earlier
times to insulate houses in the region Zostere marine) that
surrounded it was a comment on nature's lunar cycles and womens'
own natural cycles. Strings attached to posts painted with local red
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house paint criss-crossed Robichaud’s rock and seagrass formation
painted evoking memories of the women who from time
immemorial have worked weaving nets for the lobster cages.
Robichaud's installation referenced the genealogical, cultural and
historical links, the common heritage that the maritime Acadian
and Madelinot communities share.

Luc Bergeron presented a sketchy rendering of a house and
installed this on an actual house facing the stoney beach in Havre-
Aubert. Adjacent to and surrounding this image, other painted
panels had renditions of the sky painted in monochrome - 24 in
total for the ever changing light each hour of the day - in subde
abstract tonal variations. The horizontal lines echoed those seen on
the exterior walls of the modest seaside houses here. This abstract
monochrome art installation formed a painterly collage of
atmospheric sensation and real local architecture. Bergeron
furnished his apartment inside the same house with black on white
drawings of a carpet, a tablecloth, rug, a wall tapestry and window
views, even a dog! Young local painter Isoline Vallée’s narrative,
cosmic reveries full of illusion and fantasy merge personal
mythology with a colourful illustration technique. An invented
maritime myth painted on a door included a flute player, a gallant
man, seashells and starfish!

Tania Lebedeff from Mont St. Hilaire created Improvisations
entre ciel et mer, an ambitious 48 foot mural out of 12 consecutive
panel pieces. On completion Lebedeff’s pleine air mural was
installed amid the nature that inspired it, behind the Musée de la
mer at Havre-Aubert on a promontory where sea and sky trailed
offinto infinity. These colourful semi-abstract paintings (which can
be seen at Art Station in Mont St.-Hilaire beginning October 13th)
expressed the flux and the flow of nature where the sea meets the
sky. Lebedeff uses drip, stain, and large brushwork technique to
create an homage to the sea-based culture that for centuries has
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‘Wind Sails made of aluminum and painted with enamel for
Moleres de Dei in Spain (1974). The same can be said of Spirit of
Valley 1 (1982) constructed of pre-cast concrete and steel in Sallent-
de Gallego in Spain. Sited on a all cylindrical pedestal in a
mountain valley this imposing sculpture recalls Max Ernst for its
primitive, surreal power. This instinctive work looks like a marker,
a transmitter for the Gods. It could even have a mythological
significance. The references are unknown to us. These powerful,
enigmatic presences are like signals, motifs for a lost civilization, or
some futuristic one. With these sculptures Orensanz achieved a high
point in his own vernacular style. The Sun Screen (1987) made on
Sea Island in the southern United States is an installation that literally
hangs in outdoor space. The many sections of PVC steel are attached
to steel cable and extend through space in lines. They have a
vernacular language and are conceived as ephemeral architectural
accents that alter the surrounding space, leaving a colourful series of
imprints and intersection in space.

There are a whole other series of works by Angel Orensanz that
have a calligraphic flair reminiscent of Michael Singers forest
assemblages from the 1970'$Orensanz does this is open space, literally
painting the sky. Our eyes are led to read the vertically repeating forms
in such a sculpture done out of doors in Berlin (1994), only o
discover tiny constructivist-like blocks that recur throughout like
compositional signals and cues. The occasional horizontal piece holds
the sculpture assemblage together. The curvilinear sweep of a freeform
assemblage done at the Colosseum in Rome (1994) presents
structures that have an inbuilt fluidity. They awaken in the viewer a
natural aesthetic sense that contrasts the old Roman Colosseum with
its arches and formal stone simplicity. There are even shadows of
Tatlin in the more formal sculptural assemblage piece Orensanz made
there. One senses a preoccupation with the universal in architecture,
despite the sculptural and spatial approach.

178 - ART ALSORTS: WRITINGS ON ART & ARTISTS

The Forest, Furrow and other sculpted film sills are fascinating
for they present nature, beach scenes, and any number of subjects,
and then reinvent this imagery. Markings, striations, tiny detailed
matrices that add an imaginative dimension to what is already an
imagistic still. A series of beeswax sculpture maquettes made by
Angel Orensanz in 1998 have a natural sense of design Textures and
striations express a simple humanity. They draw us in with their
sublime and humble sense of life. This is peasant cooking at its best!
The forms could be faces, but always reflect a universal, ultimarely
abstract sense of the natural world (of which we are a part!)

While we can perceive Angel Orensanz performance
installations as objects independent of their environment or as
elements directed towards other elements, with which they are
correlated; architecture, space, and the viewer, they also are merge
with the environment. A dialogue with space, and environment
repositions Orensanz’s artistic production, so that we realize this
dialogue embraces ancient, modern, contemporary art
simultaneously there is no basic dichotomy between the various
periods and disciplines.

Footnotes:

1. José Arguelles, The Transformative Vision: Reflections on the Nature and History of Hu-
man Expression (Shambala: Boulder, 1975), p. 279

2. Juan Miro, statement in Cahiers dart, Paris, April-May 1939
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winter as a particular striking phenomenon. More interestingly
perhaps, the animals of the farm interacted with this artwork
indirectly, and the piece existed asa phenomenon never subjugated
to segregation from a real life working environment such as Crater
Farm.

The most striking of all these is Out of the Blue, a work that
was exhibited at the Kiwi Sculpture Garden in Perth, Ontario and
subsequently in a courtyard adjacent to MOCCA Toronto and
the Edward Day Gallery. At Kiwi the work was sited in grounds
that contain over 3000 perennials, greenhouses and rambling forest
paths. Out of the Blue involved collecting and assembling trees
found around Shayne Dark's home. The act of assemblage was
like a sort of Natura Povera gesture (as opposed to Arte Povera
whose appropriations were largely, but not exclusively, found
manufactured and urban objects).

The antennae-like orientation of these beautiful undulating
forms underscored the diversity inherent to all growth forms in
nature, but equally challenged the notion that manufacture need
exclusively be human generated to be artistically meaningful or
significant. Coated with an ultramarine blue paint (used for theatre
and set design usually) the trees had a strange otherwordly look.
Strangely surreal they could be hyper-sized plants or special effects
props for a scene from Day of the Triffids. Whatever season and
whether the location is urban or rural, Out of the Blue resonates
with colour, and this projects outwards beyond the sculpture into
the environment. The work has an aura of life to it.

Shayne Dark’s recent assemblages have a social aspect that
emerges as a principal concemn of the artist, just as the nature is. A
series of metal sculptures, reminiscent of Claes Oldenberg’s, enlarge
forms, developing a Pop surreal character and dimensionality. In
this case, the form are derived from actual bullets that were
preserved by the RCMP police after murders. The exploded forms
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resulting from impacts that actually resulted in the death of people,

have a haunting beauty to them, again the effect of physics and

impact. Adjoining these enigmatic sculptures were wall works that

included documents, and other factual materials directly related to

the deaths. What terrifying monuments to violence these are,

accompanied as they are by writings, comments of the public, and

aabiding silence. As enigmas they can only speak of the fragility of
life. They exist as physical entities in a splendid sculptural isolation.

The forms are ambiguous, even require that we try to decipher

them, establish a sense of the mystery of matter and life. Ultimately

we are forced to ask questions about the absolutely purposeless

nature of violence, how little it achieves, and how lasting are its

damaging effects on family, friends and community. As Shayne

Dark states: “T am keenly aware of the rising incidence of guns being
used in crimes against society. The physical and psychological trauma of
the initial crime is magnified by re-victimization that so often results

from a confusing journey through the justice system and the ineffective

support network.”

The direction found in Shayne DarK’s sculpture is something
that has always been present - a desire to engage the viewer in a
process that involves our action as perceptor. In this way he has
always understood that sculpture at its best communicates as a
visual phenomenon. The visual sculptural effect continues to exist
in a tactile and very physical space. Ultimately it involves an
aesthetic of the future, one that is less ego-centric and more centred
on our place in the ecology of life. Each sculptural detail integrates
into an environment, and this direction is one that offers many
occasions within the landscape for its forms to be appreciated, to
transform the way we perceive a place. In this way the white cube
of the gallery space now becomes the diversity of the environment
which can include facets of the human and built world as well as
those of nature. The creation is the artist’s and the response is ours!
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manifested by West Coast artists had a strong Diebenkom-esque
tangent of pure colorism to it, as evidenced in the work of another
VSA teacher, Peter Aspel, though Agnes Martin, Ellsworth Kelly, Cy
Twombly, Antonio Tapies and Gaston Bachelard’s writings on the
Poetics of Space likewise influenced Sorensen’s painterly direction.
Jack Shadbolt on a visit to Bishop’s University was later to affirm
that his expressionism and Sorensen's “contemplative” approach were
“a stretch apart.” Yet Shadbolt’s admixture of Native culture and
modernist abstraction was a unique and hybrid British Columbia
version of modernist abstraction. The presence of nature was so
pervasive that the Group of Seven painter Fred Varley once
commented they were literally thrown out into nature when they
lived in Vancouver in the early 20th century. This presence of nature
is seminal © Gordon Smith, whose paintings, collected by Sorensen’s
mother, also an artist, were in the family home.

That presence of nature continually surfaces in Sorensen’s art.
It could simply be a succession of abstract elements read as colour,
texture, layering, and fragments, and always, it is influenced by the
here and now environment. On a recent trip south, Sorensen drove
through New Mexico and Colorado, a visual feast for the eyes, this
trip and the vistas, the curving, eroding horizons, the desert hills
bearing the remnant dwellings of Hopi and Navajo cultures, traces
of their culture’s holistic integration with environment. These
sensations and vistas were, for Sorensen, like “artifacts melding into
the bigger picture of nature.” Early on this trip, he had already done
a series of desert mountain black and white ink-works on rice paper.
Arriving in Mexico, the balm of the southern climate and the
change in the colours from the cold northern to warm southern
involved a period of settling in. His home village on Lake Chapala
inspired Sorensen, still informed by the same abstract devices and
desires, the painterly experience of his past, but this time with the
inspiration of a new found culture and environs. All this eventually
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literally exploded into a vibrant new body of abstract work. As
Sorensen comments: “To me there is still this celebration worth the
paint and its about an open door in the artist that used to be called the
muse. Now for me, its about feeling real in the environment, and
sensing a prevailing sanity and social coherence (...) and being able to
cope on the various levels required, and above all, to get to the paint! My
Jeeling in theory is that I'm tapping something new to me, and that
enables a multi-view of the inner voice.” Some of David Sorensen's
most recent paintings, referred to by him as the Estela series, are
vertical in orientation. They resemble Tibetan scrolls with a
variation of surface markings that look as if they were snow scraped
and build an abstract calligraphic effect along their surfaces. Also
referred to as Stelae by Sorensen, the Estela series in his own words,
“Came straight from an unpremeditated place”. They include Warm
Start, Snow P.Q., Ecriture (Yellow, Blue), Thorn in Spring,
Espejo Humo, Bottom Line and Lavender Crossing (all 2001)
For Sorensen, symbols and images, abstract and occasionally
figurative, are relative and perform a similar visual function. The
relativity of painterly reconstruction in a post-Modernist era
involves a relation of simultaneity in the visual matrix. Around
1998, Sorensen investigated figurative images as a way of
accomodating the new intercultural experiences that arose from his
two trips to Asia. Previously, he had created Water Resonance
(1993) and Fire Construct, abstract interpetations derived from
Japanese culture. In 1998 experiments with figurative elements such
as Buddha and Gurumayi, the leader of the Siddha group, came
into the work and merged in his painterly approach to abstraction.
Red Guru (1998), a work that formed part of a series of Buddha
images, depicts the meditative figure of Gurumayi, seated in a lotus
position. For Elamite (rotation) (1998) representations of images
- a face, a body, and series of heads, the last of which is turned in
profile - play with the very nature of representation. Combining
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(1992) at Parc René-Lévesque situated on a point in the St.
Lawrence River in Lachine. The book object version of Mémoire
de 1955 ou 2026 Roberval revisité, also on view for this show,
presents us with a container, a museum of memory if you will,
with seven drawers. The elements in the drawers are, in effect, a
MINIATURE archives that document LeBlanc’s childhood. The
scale is reminiscent of Joseph Cornell’s intimate dream-reverie
box-assemblages. The maquettes are Duchampian box-like
constructions  with drawers whose random contents are
testimonies to real life experience. It’s a private world to be
rediscovered by the viewer. The order we open up the drawers and
element of free choice affects how we perceive the work. A
magquette, photographs, slides, a replica of an 18th century
mechanical calendar and illustrated identification labels, all these
elements carry traces of the passing of time and have particular
associative values. Any of these artist’s books include
commonplace object elements; a Coke bottle, 1950s Brownie
camera, photos, a notebook, slides,a MODEL of a child’s wagon,
street maps, clues and traces of the past as do the drawers in
LeBlanc’s artist’s book De Verlaine a Nelligan en passant par...
(1995). The table top cover of this piece can be lifted up, to reveal
a second surface plane that contains the arm of a violin, a leaf,
and stairs in miniature. The wall mural tided Souvenir de 1955
created by Pierre LeBlanc in 1996, comprises five large steel plates,
that form a dark blue tabula rasa field of steel. Reconstructed
object elements - Duchampian clues to LeBlanc’s childhood - sit
on steel railway tracks that shelve these souvenirs; a child’s ball
made of steel and plaster, an old man’s rocking chair, an industrial
steel pylon, a tiny factory building.

LeBlanc’s artist’s book Sur les traces du non-poéme et de
Gaston Miron (1995) includes rubbings made in the renowned
Quebec poet Gaston Miron’s house. The chance-like ordering of
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the elements contributes to this sense of unrecorded history and
the way we order and organize memory in our minds. The actual
sensation of the objects/elements is recreated again and again. We
see, for instance, two lion’s heads and plaster reliefs of the letters
A to O. This archival object container carries traces of Gaston
Miron’s life in its drawers: documents, a printed card, a fragment
of a typewriter, photos of Miron’s bookshelves and living room
interior. The combinant elements are compartmentalized like the
rooms in Miron’s house. We invent the meaning, draw the
allusions with the clues presented to us. The whole scenario is
here to discover. Gaston Miron’s imagination, now these displaced
traces...What remains? We jump the chasm between word and
image and the linking of contexts becomes the artform. Numbers
refer to the year Miron was born — 1928, and there are other
random traces: family photos, a business card. It is as if these
objects and visual elements were a body contained by these relics,
this time capsule. LeBlanc plays with the mementoes: a pencil, a
MINIATURE alphabet, a pen and ink rendering of a quill pen
and hand, a photo of Miron drawing abstract notations on a
blackboard. Mirons illegal incarceration in the Parthenais prison
during the October 1970 crisis is referenced by the inclusion of
his prison number - 11 CD 11 - and a police mug shot photo. A
photo of Miron signing the Livre d’or du Québec next to
Quebec’s Minister of Culture while receiving the Prix Athanase
David is likewise included.An irony worthy of Byron!

Early in his career, Pierre LeBlanc made Les Autotables
(1984), the first of a series of artist’s books that would follow the
various stages of his career. The artist’s head features in Les
Autotables. Itis like a classic portrait bust, or St. John the Baptist’s
head ceremonially offered up...a cause célébre! Abstract angular
lines and shadows intersect, achieved by rubbing, photocopy and
masking tape layerings, add a Rayoniste-like flavour to this comic
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character. They suggest a rebirth of classicism, or antiquity, and do
so by fabricating entirely artificial scenes. The sense of mystery
borders on narrative, or fantasy. As with Nederveens earlier
paintings there are mystic symbolist elements that weave their way
into the atmospheres. The birds look ominous, like a portent of
some future event.

Nederveen’s dark, atmospheric paintings conjure up a sense
that these are places associated with a generalized vision of what
nature is or could be. And so whether these are real places that
Nevedeen paints, which they are not, is not relevant for these works
develop an aesthetic out of the absence of context, and it s precisely
this fictional, representational basis that becomes a point of interest.
These recent paintings brings us back to questions of identity, to the
way we construct our vision, and the way our notions of beauty are
influenced by archaic interpretations of what beauty is or could be.
These notions are re-created in a new era, and using new materials,
and the settings are different.

Nature becomes a reflection of the human persona, and the
spirit of atmosphere that permeates these paintings, the weathered
surface textures become what an ancient ruin, or castle remnant,
an antique pottery fragment, might have been for Lord Byron and
the Romantics, something we instantly recreate, build anew using.
the same aesthetic paradigm. We now do this, as Nederveen does,
using fragments of imagery, elements of reality, but we are no
longer compelled to envision truth as entirely reality-based. A
painter can create a landscape without actually copying it from
reality, or interpreting a scene from a specific place. This non-
context ironically becomes a context itself.

We now live in an era where civilization increasingly encroaches
on, even changes nature. To witness these islands of memory, scenes
of nature is to enter into a mythological journey. Nederveen evolves
these landscape journeys so that we enter into a dialogue about
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origins, the nature of beauty. These subjects likewise inspired the
Romantic painters like John Constable and J. M. W. Turner who
believed a landscape could represent a field of expectation. While
Nederveen’s art is informed by notions of the sublime and the
beautiful, his art involves direct painterly effects. He builds these
atmospheres. We try to look into these paintings, to read their
meaning, to intuit some historical or symbolic portent. We are left
asking questions about our own way of interpreting and reading.
images visually.

Existing out of any real context, these paintings carry a cadence
of Asian influence. Some of them are decorative in the same way a
Japanese screen painting might be. Above all, therse artworks are
elusive, marginal in their imaging. Birds literally float in these
created spaces. It is as if the birds were metaphors for an inner state
of being. Nature becomes a mystical link to our other selves, a
primordial history, something we all share.

Atmospheric effects, surface markings, alert us to the illusionary
nature of these paintings. We are in a non-space, a meditative place
where images of nature, or animals, birds, exist as links to an illusory
life...As landscapes of the imagination, they challenge the notion
of originality, and reproduce sensations of nature. The surface effects
in these paintings establish a secondary motif that has to do with
pure painterliness. These surface textures, markings, are about
painting in and of itself and not the subjects painted — the landscape
content.

A landscape becomes a mindscape, a metaphor for an inner
state of being and Nederveen builds them gesturally, with a painter’s
eye for what associative cues we might respond to, when we build
a visual meaning, an interpretation. A spiritual value is thus
established through the intriguing cues and elements set into these
scenes. We search for a meaning amid the cues, only to discover the
meaning is in the message, the message is the medium. It is our
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art, with the Wish Tree (1996), Cleaning Piece (1997), and more
significandy EX IT (1997) seems the most alive. Though these
works are not in the AGO show they have the most growth potential
for future Ono art. Her EX IT piece has row upon row of coffins.
Trees grow out of holes in the coffin lids. New life emerges from
these body containers. Its a powerful affirmation of the ephemeral
side of life! YES YOKO breaches the divide between art, nature and
society with compassion, above all, and wisdom ONO YES!

s

CARAQUET

eturning to Acadia in 2004, for its 400th anniversary of
tlement, one could hear accordion music outside the main
exhibition building beside the harbour just before the event
opened. Nearby Quebec native sculptor and artist Jacques
Néwashish created an installation over the duration of the event
that became an evolving performance. With a central boat form
it included spirit catchers and a forest of brightly painted poles
evoking a sense of the sea and its movement. The latest edition of
FAVA in Caraquet had as its theme Blue Architecture which
captured notions of the sea and habitat. A wide range of works
were presented this year including installation, painting, and
sculpture. This year’s invited artist was Pokemouche born Donald
McGraw . His exhibition comprised a series of portraits of native
Chiefs in full regalia and headdresses, in natural settings. Carole
Bherer built an installation that utilized the basic shape of a
habitation, and arranged a series of cut-out wood shapes that rose
and fell like a wave in motion. Painted in bright whimsical
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colours, each ‘tructure” in this composite sculpture had a
xylophone note attached. Carole Bherer's sculpture/installation
could thus be played, interacted with by visitors to the event.
Bherer’s art has continuously presented an awareness of our place
in nature, of the elements, and of the strong links between identity
and the landscape with a subtle and simple confidence in her
ability to communicate with the community she lives in. As she
states: “Each house represents a person and the sea is our point of
origin

Caraquet native Paul Ouellette presented an incredible range
of his sculptures he has been making for over 5 years now; carved
assemblages, drawings and multi-media paintings with objects
and elements found along the shoreline near his home. Always
lively, some are boats, racing cars, others people, historic or marine
events. Ouellette’s imagination is as large as the world and from
another time. Marielle Poirier presented a heart-shaped sculpture
installation in the central space of the event that included
elements from the immediate region such as huge recycled timbers
from a former blacksmith’s shop. Michel Marin constructed a
structure using blue tarpaulin, and balloons taking the theme
quite literally.

Jean Coté produced some unusual spontaneous multi-media
assemblage paintings using found objects, and painterly
abstraction. Lise Robichaud produced an installation called A
Pombre des Iris With its pickets and allusions to the iris, a flower
that symbolizes la francophonie, the Caraquet work continued a
piece Robichaud made in Poitiers, France in 2003 that alluded to
the displacement of the Acadians with the names of such settler
families as Comeau, LeBlanc, Savoie, and Thibodeau. Muriel
Faille made an installation with tiny boats suspended in space as
if in a dream. Made of deerskin these fragile boats communicate
something of the fragility of traditional life. Seen as a collectivity,
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our dreams, even if everything is indicating to us that we should
simply stop trying. In Power of Mind, a man again walks on a
tightrope. This time his thoughts become the hand that holds his
support in place. Like the Russian physiologist Ivan Pavlov’s dogs
we seem to be always dealing with conditioning to some degree.
Jerzy Kolacz catches it all with a candid splendour in depicting a
man walking a dog on a leash. He himself is on a leash but we do
not know who it is keeping him in place. There is some
Machiavellian impulse behind many of these art pieces. We see
dollar bills being pulled through a trap (the Internal Revenue
Service or Taxation Department) in one image. The bully supervisor
system is represented by an arm shoved into the head of another
man. Four images for the Horse’s Myth deal with the illusory nature
of knowledge.

Do we really know what we think we do? Kolacz is adept at
describing what humans do, and what makes them do it. The world
of technological double-talk and electro-gimmickry is exorcised by
Kolacz: two machines/robots screw each other. Are they ultimately
machines or humans? In a piece made expressly for the writer
Witold Gombrowicz’s theatre piece Wedding, Jerzy Kolacz treats
the author’s theme of a man who wants power butis then confused
when he actually has it with an image of a hidden crown.

The great tradition continues and one is reminded that Jerzy
Kolacz studied under the great Henryk Tomaszewski at the Warsaw
Academy of Fine Arts, and later became art director of KAW
(Krajowa Agencja Wydawnicza). Other images include one that
addresses sexual identity symbolized by a man talking to his own
penis. Some salient images of last minute desperation include that
of a train crossing a bridge that is collapsing even as it passes over
it. A second hasa man in the process of killing a piggy bank when
any chance of saving money has gone. The human spirit rises
endlessly despite all dilemmas of duplicity and lost illusion. In
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‘Willpower, a bird lifts an elephant with a rope. While this piece
was created for an environmentally friendly helicopter
transportation system, it could be a metaphor for the way the
human mind always finds a way of going over matter. So much

talent. So litle time.

JIN-ME YOON: A GROUP OF SIXTY SEVEN

een within the context of the Confederation Centre Art

Gallery's State(s) of the Nation show; Jin-me Yoon's A Group
of Sixty Seven serial photo portraits of members of Vancouver’s
Korean community seems a sublime statement on the manifold
interpretations of official history a nation can have.

Three murals commissioned to commemorate the Canadian
Confederation of 1867 as well as the inauguration of the
Confederation Centre in 1964: Jack Shadbolt’s abstract plays on
and with flag motifs in Flag Mural, Jean-Paul Lemieux’s sombre,
tonal painterly recollection, Charlottetown Revisited and John
Fox’s The Quebec Conference - presented alongside Yoon's two-
component piece are the easy part of this show - history in a box.

Cree/Chipewyan artist Jane-Ash Poitras’ newly commissioned
mural, Those Who Share Together, Stay Together (1997) and
Quebec separatist sculptor Armand Vaillancourt’s Song of the
Nations (created on site during the summer of 1996) meet Yoon's
work in a head-on clash of ideologies, tautologies, historical and
aesthetic assumptions. The relativism of each artist’s conviction
in State(s) of the Nation becomes glaringly apparent.

Jin-me Yoon's project was originally conceived, in part at least,
as a new Canadian’s response to the Group of Seven: Art for a
Nation show. Early modernist Canadian art history in a frame
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The transitional sculptures that followed seem as much
explorations of movement in space, and they use the minimalist
vernacular with a clear vision that the language is merely a way of
communicating and not some kind of Biblical pronouncement or
dogma. As sculptures they began eventually to develop into
configurations that merged a sense of time, and of experience, and
this became quite poetic, engendered a sense that sculpture is an
inner reflection or distillation of direct experience (and this was
sacrosanct in the hey-day of minimalism). Experience became
markings, weld marks, mottled metal surfaces, all contributing to
a feeling that these were approximations of feelings, something
that approached a sentiment but was quantifiable, and had its own
Cartesian logic. An approximation for a feeling became a line, and
another line was added to that. Eventually you had a kind of
mapping developing. Smaller scaled, well executed diaristic
diagrams in steel and metal, like the Diagram Block series (1974-
75) carried messages within the mass of metal. Tiny alloyed tin
forms were fit into larger planes of steel like notes from the
underground, or as Zelenak claims as an influence the floor plans
of African churches. Sometimes the inset metal shapes move or
drift in the same direction. Othetimes they are at odds with one
another. It’s a scenaristic drama. Ed Zelenak will turn these works
vertical so they became wall pieces, even as their alchemical array
of metals that include lead, tin, copper develop the dialogue on
place, the mapping of flat one-dimensional space. These poetic
paraphrases are among Zelenaks most comprehensive
accomplished works for they cut space, diagrammatically describe
space, always with a side reference to structure, scale, experience.
These evolved into the large scale Wall Pieces (1982-87), a
series that embodies a strong graphic yet sculptural language. As 3-
D representations of an idea, the Wall Pieces are always at the point
ofbecoming. Each configuration embodies a rational presupposition
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of what is a potential worldview. One diagram implies another, and
proceed to engage our imagination with their animated, but highly
tactile rational version of abstraction. Viewing these, we can sense
Zelenak’s Cartesian bias as a sculptor. Reason over passion...but as
the sculptor recently commented:

At one’s deathbed, one is never sure whether the sculptor’
rational beliefs and sense of purpose, or even his sense of
confronting the ephemeral nature of life through permanent
solid mass would all vanish into thin air in an instant, 1o even
be negated and rejected by the sudden realization of the
finality of it all™?

The way drawing relates to Zelenak’s sculpture in unusual, for his
sculpture involves metal, and mass and clean clear line. Very
diagrammatic lines give way to traces that reflect movement, or an
implicit motion. A potential site as depicted by lines becomes
displaced, and occupies another place in the plane within a field
that is all surface texture. We likewise see this in Zelenak's wall
drawings which are likewise very sculptural and integrate metal
decoupage sections. The relationship between Zelenak's sculptures
and his wall pieces is permeable, and the distinctions are very slight,
and a sculpture could be raised to become a wall piece, or vice versa.
The disciplines are decompartmentalized, and media flow into one
another, but always with a sense that experience is a physical and
perceptual thing. Zelenak’s is a pragmatic approach to materials,
but paradoxically as a work evolves over a period of time, it begins
to look preconceived while it is largely an instinctive, and ever
evolving series of consequences that lead Zelenak to arrive at the
final work.

In the 1970s and 1980s, Zelenak emerges as an intensely
personal, reflective sculptor, and the experience accounted or related
that we sense within these works develops a universal language that
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commissioned subway artworks so much that Stephen Cruise also
chose to work with terrazzo and tiles at the Don Mills subway stop.
In the interior areas, Cruise referenced archaeological digs made in
the area and the fossils, flora and fauna (biohistory and human
history) using elements such as a bronze plaque, a brick pier. Ourside
the subway, Cruise has made tribute to the famous race horse
Northern Dancer, owned by E. P. Taylor whose horse stable property,
‘Windfields Farm, was located near this site on Bayview Avenue. The
material used heighten the decorative bias of Cruise’s before/after
project. It integrates so naturally into the subway environment,
before/after is arguably the most integrated, yet least “ar#-like” of the
Sheppard Line public artworks. A more nostalgic 1000 square meter
wrap around mosaic landscape by Stacey Spiegel referred to as
Immersion Land has beatific renditions of cows in farm fields made
from 1,500,000 porcelain tiles. Like data bits, the mini-tiles run in
a continuous image along the walls from one subway platform to
the other. If you are close up, the landscape becomes a mirage of
myriad colored tiles, while from a distant platform the tile-mural
clearly communicates its idyllic imagery of agronomy, natural beauty
and cows. This rural landscape of southwest Ontario’s rich
agricultural region can now be experienced as a reproduction, by
people in transit in the ultra-urban and multi-ethnic context of
Toronto - the most multi-cultural city in the world.

S

GOYA'S LAST WORKS
Se[ in the magnificent ambiance of the Frick Collection this

seldom seen showing of Goya's last works is both fascinating
and provides viewers with the chance to see seldom seen carbon
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black and watercolour or ink on ivory miniatures by then 78 year
old Francisco de Goya (1746-1828). Usually used for painting
miniature portraits, the ivory flats were adapted by Goya for
freestyle sketch-like works. Goya’s process involved blackening the
ivory, to then drop water on their surface, and then reshape the
smears into faces, torsos, figural compositions. These bright
illuminating sketches, often with a feeling of incompletion are very
lively and quite unique amid Goya’s oeuvre for the light projects
from beneath the depiction. They reveal Goya’s acute eye for detail
and capture the social event in a lively manner. These include a
Reclining Nude, Monk and Old Woman, Two Children
Looking at a Book, Maja and Celstina and Man Looking for
Fleas in his Shirt (1824-25).

Also included in the show are the Bordeaux series of lithographs
by Goya of the bullfight theme, done shortly after Aloys Senefelder
invented Lithography between 1796 and 1799 to circulate his
musical scores and texts of his plays. Though the Bordeaux
lithographs works are more graphic than Goya’s paintings of the
same theme. Executed in 1825, they communicate the immediacy
of the event and the crowd through Goyas superb
draughtsmanship. The scenes of daily life, are incredible for the
veracity of Goya’s penetrating social analysis, all done with a pencil
on paper. A poor old man carries a woman seated in a box on his
back in one such image, and we see both sets of eyes staring out at
us — the poor man and the wealthy woman). Another has a beggar
in Bordeaux (probably a disabled war veteran) wheeling around in
avehicle by hand, a precursor of the wheelchair. The image counters
with an affirmative and hopeful resilience of the humanity at its
best. And there is a roller skater out of balance his arms extended
outwards and leg raised. . .always such sensitive lines, compositions,
an eye for what matters, what we identify with. Another captures a
man with a whip about to enact pain on his wife...And then there
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uses, or they can be integrated intentionally. The visual graphic
effects are nuanced, even humorous as compositions.

A duality exists between the orchestrated poetic nature-
observant nuance, and the haphazard real life physical effect. Her
etchings are enigmatic visual scenarios, that can border on
becoming caricatures of an absolute abstraction that while
concept-driven represents a state of mind. As Armata observes, ‘7
have always thought of the creative process as being like a chain of
interconnected impacts, emotions, decisions, incisions. I try to avoid
narration, to shut it down as much as possible™

Natural observation and physics as well as chance all play a
role in Armata’s etchings and aquatints. She is a master of the
intricate fragment. The fragments express isolation, and they
could reference a geological, bodily, or organic form. Physical and
natural phenomena are manifestations of moods, thoughts, and
feelings. And the effects are so dense at times they are like
confused concepts or intricate hypotheses, visual stopping points
along a roadway that leads to a graphic statement.

There is something human in a state of entropy, of becoming,
of dissolving, or in a state of becoming. ..and Armata’s printworks
are nothing, if not human. With Urn, Armata etches with strong.
incised lines. Out of the body of this central urn shape, the lines
take off on the surface, expand, undulate, and extend dramatically
off into open space. Finely etched lines, like filaments of steel wool
in the process of pulling apart or coming together are captured in
an abstract, cutting edge way. Visual fragment by visual fragment,
they achieve a graphic density and intensity that is quite unique.
The actual treatment of the plate after etching is what brings a
strong surface continuity to her art. As visual allegories her art
offers us a glimpse into some hypothetical or incredibly visual
(without words) state of being-ness!

At the heart of matter there is mater. At the core of the earth
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there is a molten energy. Ludmila Armata’s Seismografia (2005)
series of large scale etchings are like the seismic shifts and tectonic
plate movements we can never see under the earth that affect our
lives at the surface of this planet we live on. Ludmila Armata’s
Seismografia have been produced so they can be assembled in a
varying sequences on a wall. Armatas Seismogralia series emphasize
the surface effects of things, the traces left by energy or emotions.
These works express what Rudolf Arnheim in Entropy and Art;
An Essay on Order and Disorder refers to asa physical economy
inart, the most perfect form of aesthetic excitement where the “ree
orders of sensational, perceptional and emotional gratification are given,
by the fullest actions of the respective faculties with the least deduction
caused by painful excess of action”3 Ephemeral effects exist at a
moment in time, or can be left behind after the life has ended, these
works seem to say. Physics is the witness to it all, and graphics create
iconic traces of phenomena, emotions, perceptions. All powerful
earth forces register as tiny decisive lines, striations of human will.
The surface may pull apart, or recombined, and all these effects
allude to more universal unseen forces again, of the will and
intuition.

W are left with a sense of time, of the density and shape of
time, and of the perpetual changes that earth movements effect.
The seismic shifts on the surface of earth become a digital dance,
with scatological notations, scratchy effects, vertical vortices open
up and then close. There is a repetition of line in many variations.
The lines are like voices that speak to us from some distant and
inhuman, less unconscious source. This work is so far from
Surrealism, it reinvents realism as an abstraction for as Ludmila
Armata, who worked as a ski designer, a window display designer
inan erawhen there were virtually no products to display, and as a
muralist in her youth to keep body and soul together says, 4bstract
thought makes me able to survive any situation”*
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character of history, and how one-sided history can be. For the way
he neutralizes the colour scale, reduces it to oranges, pale yellows
and monochrome, giving it that Mark Tansey-like quality, Morrow
is definitely a painter to watch. Morrow’s fictions are like an
anthropology of the future set in the present, not unlike those
representations of cavemen and dinosaurs from prehistoric
unrecorded eras we all saw in history books during formative years.

S

LisA NEIGHBOUR: ILLUMINATIONS

ronto-based artist Lisa Neighbour’s 10 years retrospective at
the Saidye Bronfman Centre for the Arts consists of a series of
wall-placed and free-standing assemblages that involve light fixtures
that blink or simply emit a steady glow. The cumulative effect is a bit
disco and a bit nostalgic and retro. As outsider art, it is homespun,
and has a folky feel to it, but these works look symbolic, as if they
have a message to project, yet no matter how hard you try, you only
get this mystical buzz. Occult, even quasi-religious, Neighbour's art
centers around the accessible and delights in the visual effect.
Apparently this series titled Illuminations was originally inspired
by strings of colored lights and painted plywood images connected
to each other with flowers or garlands for the annual Portuguese
community festival of Senhor da Pedra at Santa Maria Catholic
church. In Toronto Lisa Neighbour subtly manipulates and shifts
the original purpose of such homespun religious decorum to poke
fun at the New World Order and the sanctimonious mantras of
globalization many have been convinced in their dictum.
Thus in several of the wall pieces, we see a crown which could
represent imperial authority, a wreath that could symbolize
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victory, and similar object symbols of meditation. There is even a
toy-like treasure chest with fake gold paint and a few coins
captured under the gloss. If this isnt ironic, I don’t know what is.
Beyond this, though Neighbour’s art is about marginalization,
and the futility of belief, and the works have a kind of joy in
illiteracy, in the impossibility of equating suggestive symbol with
reality.

George Orwell once intimated that any art that lost touch with
reality would inevitably end up in the garbage heap of forgotten
dreams. Perhaps Neighbour seeks to dispel our illusions about reality
with her illuminations, and for all their Salvation Army
wholesomeness (one of the works includes 50 retro lamps placed at
random on the gallery floor that blip their various colors as if trying
to compete with commercial signage) these works embrace the hopes
and expectations of people who have lost their greater dreams and
dwell in the innocent pursuit of minimal pleasures. If there is a belief
beneath these works it is that change when it comes, replaces one
vernacular form with another and the structure of the vernacular
language is the key to it all. Hurricane Andrew (2000) a circular
assemblage/installation with a whirl of neatly arranged black and
glossy electric cables that surround a singular red light, this encircled
by air humidifiers that emit a subtle cleansing sound, seems to really
be about social degradation. Why? Because Neighbour expresses the
gap between our trance-like dreams and the ultimate deception
neatly, and with care. Her art seems a further reflection on a state of
poverty, of dispossession, particularly because of the very careful way
she assembles, paints in the backgrounds, gentdy budges our
conscious reasoning and yet builds her mystic kitsch symbols. The
giant eye made of rows of multicolored light bulbs and background
painting on plywood could be a Hendrix-inspired ‘60s retro icon,
while other works depict flowers, foliate decor, a ‘trance wreath”and
a seemingly infinite variation of de-signage.
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interior process. The unconscious is manifest to become a landscape
of the mind. Its also a visual narrative that, like the spoken word,
exists in its own unique context of the moment. Iverson’s painterly
method captures something very personal - the portrait - and
renders it public.

For his latest show at Galerie d’Avignon, Philip Iverson has
literally drawn on and from a series of photo portraits of famous
contemporary artists to create arresting, mostly black and white
portraits. They have a textural and graphic sense, and though some
of Iverson’s interpretations come off better than others. Iverson
approaches them from a great distance, not knowing these people.
The subject portraits he uses are merely a jumping off point and do
not inform his treatment of the image. Seeing all these works
together is like witnessing a eulogy to the 1980s Art-Star system in
a less certain, more brooding, post-Boom, and new millennial era.

Philip Iverson may be better known on the East Coast for his
mural titled Yellow Boats (1996-98) exhibited at the Beaverbrook
Art Gallery The mural had textural and multi-surface layers made
of various woods, all collaged together and painted in places. The
mural was more direct and expressionist than Iverson's recent work.
It even included illustrative social and urban landscape elements.

Iverson, now a Montreal resident, continues to be influenced
by Pop Art and gestural figuration, but a trip to Japan with its less
agressive, imaginary landscape painting and scroll traditions had an
effect. Iverson now uses thick brushwork and earthy colours and
has returned to portrait and landscape painting. There is still the
active textured immediacy to Iverson’s painterly style but it is now
less aggressive than it was in his early 1990s portrait works seen at
Galerie Dresdnere in Toronto and Gallery 78 in Fredericton. The
new portraits are so limited in colour, and emphasize line and
texture, so much so that we focus on their surface effects. The
presentational style seems more important than the subjects they
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represent and so Iverson’s new portraits become icons that express
what a portrait can do in an age of image overload.

Among the exhibiiton’s paintings are ten large oil on wood
panels that include portrait headshots of Sandro Chia, Alex Katz,
Roy Lichtenstein, Janet Fish, Jennifer Bartlett, and Francesco
Clemente . The smaller, more intimate scaled ink on wood panels
which have acrylic borders, create a photographic distancing effect
almost like a memory. They are reminiscent of the painter David
Salle (who is among the portrait subjects). For their dark contrasty
ink brush caricature feel, Iverson’s portraits call to mind the German
1930s painters George Grosz and Max Beckman. Sometimes, these
paintings are almost too painted. working in black and white, for
Iverson, becomes a way of avoiding distortion for, as he says:
‘Colours distort what you have to say."This is an amazing commment
given that so many of Iverson’s 1990s portrait works were so
persistent in their use of vivid colours Portraits of Julian Schnabel
or Chuck Close (one of the most successful) become a vehicle for
exploring the art process itself. Iverson even goes through a
performance-like dance complete with strange clicking or clucking
sounds, the random clapping of hands and shaking of the body to
loosen it up until he intuitively feelsit is the exact right moment to
putbrush to canvas. Iverson does this whether there is an audience
or not. For Iverson painting is close to performance or acting, a
vehicle that affirms our place in the present.

SE=
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METAMORPHOSIS & CLONING

rom the grafting of a human ear onto a mouse’s back, to Dolly

the cloned sheep in the UK, examples of biotechnological
manipulation of the natural order of things are surfacing
everywhere, largely withoutpublic consultation, education, or even
the legal structures to handle the profound ethical issues raised by
this kind of enlightened research. This arrogance has extended into
many aspects of daily life, notably the food we eat, the planted
vegetation that surrounds us, and there is often no labeling to tell
us if products are unaltered or not. What will the long term effects
of such manipulations be on humankind and the environment?
The danger of introducing climate resistant species into natural
settings is that the biogenetically altered eventually wipe out the
endemics. The boundaries of human intervention in nature’s order
are being transgressed daily and for this simple reason the Musée
d’art contemporain de Montréal's Metamorphosis & Cloning
exhibition has attracted a great deal of attention.

Using photography, video installation, sculpture painting and
robots, the invited artists deal with arange of aspects including the
body, a certain loss of identity, the transgression of human and
animal forms, and the duplication and multiplication of the human
figure. Spencer Tunick, an artistic commodity in his own right, is
well known to audiences in North America for the photo shoots he
co-ordinates enabling volunteers to strip down to the buff in the
hundreds for group (not groupie) photos. The naked body is
Tunicks favored art material. The first involved 28 people and was
taken at the United Nations General Assembly Building in New
York in 1994. Others include the Boston Public Library, Maine,
the Nevada desert, Chinatown in Los Angeles and the Queensboro’
Bridge in New York City, each public space adomed with all races,
religions and body sizes in the buff. (The volunteers model in
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exchange for a limited edition signed Tunick print.) Tunick is
currently financing a world tour of future sights with sales of his
photographs and his photos have a festive flavor, like Woodstock in
a politically correct age. These landscapes of people break social
taboos and challenge the whole context and subject of the human
body. As Tunick states they create “a dynamic tension between the
bodies and ousside world.” Chinese performance artist Zhang Huan's
Foam (1998) has headshot photos of himself with family photos in
his mouth, his head covered in soap suds. There is a feeling of moral
suffering and anxiety in the partially obscured face, the photos, the
cleansing of tradition and personal history by rapid change. To Add
One Meter to an Anonymous Mountain (1995) has a photo of
Huan and his friends nude piled on top of one another on a
mountain top, fusing with nature. The color photo To Raise the
‘Water Level in a Fish Pond (Middlbe) (1997) documents a
performance in which Zhang engaged peasants to pose, standing
nude in a fish pond near Peking. These workers, exiled from rural
regions,evidence the rapid transformation of Chinese society -their
faces and bodies have a resigned expression.

One of the best sculptures is Marc Quinn’s Cloned
Morphology (1998). Made of blown glass covered in silver, it has
two heads amid a mercurial melted pool of silver. Forces beyond
reason are transforming matter. His Reverse, Colourblind Pastoral
Nervous Breakdown (1999) has green heads that hang from a
metal structure. They bleed a haunting green and red polyurethane
onto the floor. They're identical and their pain is identical. The
tension is unrelenting, as is the sense of absence. Gilles Barbier’s
genteel color photos poke fun at cloning. The clones are at work in
one such image, and in Plyform 2 (1999) the clones are delinquent
and smoke hash, shoot up, eat out of a bucket, lean against a wall
and pass out. Barbier’s I am a Dog (2000) sculpture has a life size
clothed guy with Reality Corrector Tickets appended all over that
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ecosystems we are a part of, and release us from the egosystems of
aesthetics. Out of the chaos of time-based events that occur in a
natural setting where Flomen situates his photo paper recorders,
forms that witness the consciousness of a place come into being.
These are visual legends with a sense of the mystery of the great
beyond, of the universe. They exist as embodiments of a paradigm
in the full flux of life. We sense a greater consciousness in these
stunning works, something we sense when listening to Gustav
Holst’s The Planets, a mercurial and unknown quantity that takes
us out of ourselves. These images are time-based events. They are
not passive documents that ‘record’ nature, humanity’s transgression
thereof, or dilute it all with beauty. Instead Flomen enters directly
into a dialogue with nature. The dialogue is not informational, or
object/landscape oriented. In the end these works come closer to
beauty than any rendering of an idea of beauty could ever do.

Flomen'’s approach to the image as photogram is simply not
often seen in  contemporary photography. There is less of the
concept, of the ideation. And there is more of the event of nature
in these photograms. And the event of location is a beautiful
phenomenon, but one that is not fixed on a general idea, or
stereotype of beauty. Nature is seen to exist as part of a greater
continuity, as part of a holistic continuum. These recent Flomen
works challenge us to look beyond the product label, the insignia,
the icon, to visualize what is really there. Instead of a collection of
objects littering a photographic surface, we have the events of life
occurring as they have for millennia. This continuous, ever
changing spectrum of chance-related effects in nature, whether in
winter with snow falling, under water, or on land in summer, using
the light effects of the moon, is what Flomen’s cameraless
photograms are all about. As Mexican writer Octavio Paz has
commented:
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“In the depths of modern materialisms there lay hidden, until
recently, the seed of the hope of resurrection. The reason is not
hard to understand: our materialisms are steeped in
evolutionism and therefore, unlike the pessimism of the
materialisms of antiquity, they are optimistic. This is what
distinguishes Epicurus and Lucretius from Marx and
Darwin®

These photograms exist as expressions, caught in time,
suspended actions that are not abstract, for they express a greater
invisible energy of life, and though they involve a process, they do
not lock any process in a moment in time. Michael Flomen’s art
makes usall the more aware of our distance from nature’s processes,
by recording those processes in an astonishing and haphazard way.
This approach to making images without the map, the rationale,
the caption, the apparatus, gives us the opportunity to make contact
with the subject of the art — nature — the nature of which we are a
part. This is a rare thing.

Footnotes:

1.5, H. Hammand, Hills, Lake, and Forest Streams: or, A Tramp in the Chareaugay Woods
(New York: J. C. Derby 8 Park Place / Buston: Phillips, Sampson & Ca)., 1854, p. 325
2. Naomi Rosenblum, A World History of Photography, New, York; Abbeville Press, 1984,
21394

3. William Glpin, Thvee Esays On Picturesque Beauty On Picturesque Travel; and on
Sketching Landscape, (London: Blamire, 1792) (London: Blamire, 1792)

4. Ibid

5. Henry David Thoreau, Walden or Life in the Woods (New York: Heritage Pres, 1939),
2195

6. Alan Sonfist cited in Nature the End of Art:Environmensal Landscapes (Florence: Gli
Ori, 2004), p.202

7. Michael Flomen in conversation with John Grande, Montreal, August 15th, 2007
8. Octavio Paz, *The Tree of Life"" in Convergences; Essays on Art and Literature, (Lon-
don: Harcourt, Brace, Jovanovich, 1987), p. 301
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styrofoam and white plaster figure covered with copper wires
extending out of it. Solemn and with a strong presence, Lanteigne’s
piece was appreciated by children and old timers alike. Roger
Vautour’s Métamocéan (2002) is, in his words: “un voyage i travers
un tunnel formel vers un destin inconnu” The work was a box-like
installation on stilts. Looking through the viewing holes cut into
animal shapes, you could see stylized, near-abstract paintings with
repeated designs of boats, or bird and animal shapes. French artist
Bernard Rossos tiny rock and stick assemblages arranged on
wooden backings look totemic, and are an nature-based allegory
for intra-cultural exchange. For the event Coup de pinceaux
francais, four women artists from France (Jacqueline Berton, Annie
Kiener, Elise Jacqueton, and Anne-Marie Desmazeaux) created their
own large scale painterly interpretation of Picasso’s Guernica.
Unveiled during the event, Brise collective (2001) by Caraquet
sculptor Norbert Gionet, represents Acadian culture’s the Maritime
links with a fibreglass boat and bronze figure and bronze buoy ina
sea of green glass waves. The stylized sculpture will be permanently
sited in Caraquet’s Fédération des Caisse populaires acadiennes.
The free event had artists exhibiting their craft and artwork in
parallel with other festival activities. Mario Cyr presented his
particular brand of collage figuration with works with titles like
Romeo, je te paie un biere. Fragment of wood, cloth, even an alpine
Beer label figure in this inspirational form of painterly bricolage. A
strikingly imaginative young artist Beatrice Savoie created works
that, while not technically superb, are youthful visual critiques of
today’s world. Etrangénique had a huge tomato in a wheelbarrow
with a granny/girl floating in the air, next to huge corn plants and
oversized wheat! Partons la mer est belle, a smaller piece included
Dali-esque lobsters and a sandy beach type atmosphere.
Originally a native of Caraquet, Moncton-based Lise
Robichaud created an installation that was unveiled during the
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opening ceremony. Titled Ecrire I'avenir, the piece alluded to
time, place and memory, not only of the past of the the future to
be. On a screen one could see the image of a hand wiring words on
a piece of paper, while below a flotilla of envelopes literally engulfed
the floor in front. Meanwhile a long horizontal mirror set against
the wall, enabled viewers to see themselves in the installation. The
effect of recognizing yourself amid all the imagery, suggested a
communal or social aspect to Robichaud’s message. When cultures
are threatened it is always better for them to maintain a strong social
network so as to ensure their mutual survival. The same can be said
for communication between threatened cultures. Michel Bona, who
teaches at the Academie Royale des Beaux-arts in Budapest, has
created some of the most masterful and detailed pastel and crayon
drawings, as the small finely wrought image of a man in beret and
coat titled Solitude (2002).

This year’s prize winners in the open competition were Lise
Rocher (Ist prize) for her 3-dimensional ceramic and steel
sculpture Homage to Jean-Paul Riopelle and Huguette, while
Marie Héléne Nardini’s conceptual assemblage of 3 opened
suitcases, each with a photo of beach, field, or sea inside won 2nd
prize. Honorable mentions went to Gorges Goguen whose La
Lutte mixed media collage had a hieratic totemic look, though it
used recycled elements, Nathalie Daigle and Monique Coté.
Montrealer Jocelyn Philiberts installation included interactive
branch and twig-like elements that tumed seemingly of their own
volition, as the machinery that manipulated them was hidden. As
Philibert states: “The earth is still primary material, primitive, even
an emblem of ‘nature’, but with the cloning and genetic
manipulation, even the idea of nature is being questioned... To my
mind, it is reality itself that is in crisis, in the face of the virtual.” As
Philibert’s twigs turned and moved hesitatingly, ever so slightly, in
circles on this reconstructed interior mini-landscape, the effect was
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sculptures in this Comtois show suggest that his generation lost any
fanciful, or natural language of expression, and were swept away by
the hieratical and aesthetic dogmas of that era.

The maquettes and sketches at the Musée des Beaux-arts de
Sherbrooke reveal an intricate and elegant felt inspiration. These
works bring Ulysse Comtois back to his origins as a tachiste, a
gestural abstract painter with organic and human concerns. As
studio maquettes, they are a more potent evocation of the human
spirit and individual’s capacity to communicate greater concerns.
Beyond caricature, more than replication, or the simple image
manipulation we now call art, these sculptures grows out of a
culture specific lifetime of experience and reach outwards, continue

the exploration.

MADE IN QUEBEC

A in Quebec has many of the intrigues and complexities of art
ywhere these days. Montreal, Quebec was the place where
automatism, perhaps Canada’s only self-generated art movement of
the early post-War years exploded on the scene. A mixture of
tachisme and automatic painting known as automatism was largely
a reaction to the conservatism of Quebec’s Catholic post-war
society. The stereotype persisted that Quebecers were hewers of
wood and drawers of water. The painter Paul-Emile Borduas’ Refus
Global manifesto in 1948 ushered this era in and the Quiet
Revolution that followed radically transformed Quebec society
from an English dominated colony to a full fledged francophone
province. The hub of the Quebec cultural scene, Montreal is a
vibrant multicultural city renowned for its innovations in dance,
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theatre, the visual arts and film. The paradigms dominant in art the
world over exist here as elsewhere, and the art for art’s sake attitude
one feels here is fuelled by a generous arts funding program,
sometimes to the detriment of the art being shown in the public
museums and galleries which can be predictable though never as
self-conscious as Toronto, where New York values and aspirations
are dominant even in the experimental areas of artmaking.

The Irish links are strong here, from the days when the coffin
ships brought immigrants from Ireland to Grosse Ile east of
Quebec City on the St. Lawrence river during the Diaspora and
potato famines over 150 years ago, many of whom died from
typhoid, cholera, and famine. Scott MacLeod’s The Great Hunger
show at Bishops University Art Gallery in Lennoxville explored
these Irish roots and linked them to Amerindian culture through
the potato. A native food source introduced into Europe around
1570 by the Spaniards the potato became a popular staple for the
Irish. The potato famines of over a century and a half ago, caused
large scale Irish immigration to Canada. MacLeod draws cross-
Adantic links in his mixed media on wood painting titled
Digging for Our History (1999), where we see a woman digging
potatoes surrounded by children juxtaposed with an image of the
potato plant. Smaller scenes of the Grosse Ile crosses of unnamed
immigrants in rows are set next to rows of planted potato drills
and we read an excerpt from Digging by the Irish poet Seamus
Heaney. A tipi-shaped canvas titled What the Buffalo Provides
(1999), pays tribute to the sophisticated ecological integration
that was, and still is, part of Native culture in North America. A
central painted image of a buffalo has words painted around it
that describe native uses for the buffalo: the brain (hide tanning),
the horn (cups, spoons, powder horns), the tail (ceremonial
ornaments), bone (food, knives, ornament)., hide (clothing), and
buffalo chips or manure (fuel).
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to advance beyond the limitations of its central paradigm. Above
all, Pierre Boogaerts’ photographic oeuvre calls into question the
formulation and function of the work of art itself. His works
resonate with a tenor of experimentation and exploration that was
the era in which they were produced. For this reason alone this
retrospective is a must see.

S

JOHN WARD: NATURE CLOSE-UP

scaping the predictability of a career as commercial artist in

Ireland, upon his arrival in Canada in 1969, John Ward
illustrated for such Canadian magazines as MacLean’, Saturday
Night, The Canadian and Toronto Life. By 1974, the variety of
projects and commissions undoubtedly inspired Ward to realize
his talents would be better fulfilled when the painterly subjects
were of his own choosing. While John Ward has explored the
medium of printmaking, his main interest continues to be in all
things painterly. His art was the subject of a major publication
titled A Painter’s City (1980). Since the late 1970s Ward has
lived north of Toronto, continually replenishing his body of
art, and has never looked back. A painter’s painter, John Ward
has sought to challenge his own super-realist beginnings,
breaking that mould, to then paint nature in an altogether atypical
way. Elements are expanded, colours are heightened, and the
variegated patternings become a veritable kind of nature map
seen from above.

When we look at these paintings what we truly witness is
a universe in microcosm. While the subject is often a simple
leaf from a tree, these paintings capture the seasons, the
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vicissitudes of weather, and the cycle of life, of birth, growth,
decay and death, and they do so very much by exploring the
details. There is an unrecorded drama that takes place in slow
time, over years, from season to season. The choice that Ward
takes to blow up and expand these nature subjects, to paint them
in large scale becomes a kind of statement. It re-locates the painter
or viewer in a landscape where we are diminished and reduced to
a scale of minutiae. It is as if we were ants and these leaves were
the universe. While American painter Chuck Close reduces his
realist blow up canvases to a series of grid sections, thereby making
scale a systematic experience not only for the artist painter but
the viewer voyeur, John Ward adopts a more natural style, and
approach. The paint is applied in a series of layers, and the derails
are heightened, and selected out. The canvas becomes a backdrop
and the subject something one delves into, as if the terrain initially
painted thus becomes altered by its own history.

In this sense, John Ward is painting a kind of natural history,
for human history parallels nature’s own. The two are seldom
regarded in tandem, or as parallel and evolving scenarios. In art,
nature is generally treated as an objector subject, but never as
something we are apart of. We participate in nature everyday at
the market, the grocery store, or on the screen. Whether image,
foodstuff or objectification, nature is central to cultural survival.
Artists such as Ward highlight this concern and preoccupation,
regardless of whether the art world can see it. It is undoubtedly
the way human civilization has largely ignored the simultaneous
fragility and resilience of nature that may lead to the world we
now live in, which is one where history is forever erased, if not re-
defined or, as some historians have claimed, altogether ended.

‘What is interesting within the tradition of landscape painting.
is Canada is the manner in which it evolved out of the Dutch and
Barbizon tradition in the 19th century (largely a European
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between a holistic, common-denominator viewpoint on what art is,
or can be, are effectively influenced by the digitization of the human
persona and of human expression by the new technologies. So
Simon FranK's performance/ritual/enactment is as much a burial of
meaning as itis a burial of an object. The symbolic meaning of this
enactment is that we may have to redefine what art is and take a
non-objective point of view, indeed an immaterial initiative to
understand what art is or can be. That is, if indeed art is anything.
in our era.

But an art valued solely for its name or place in the pantheon
of art history is not really artat all in the creative sense of the word.
Indeed Frank, by combining aspects of permanence and of
ritualistic burial seems to be describing the state of contemporary
culture, which involves a two-way push-pull against and with
historical precedent, history in its formal and classic form, and anti-
history. Art and anti-art also, perhaps. But Art with a capital A isa
lost memento of nature that had links to nature in mimeticism, in
classical definitions and canons (however rational they might have
been). There was always a respect for nature, and an awareness of
our links to nature in the aesthetics that were the base and
foundation for art of the West. In native cultures, which abounded
in Ontario and the region of the Tree Museum, as they did
elsewhere, direct rituals and practices bound the tribe to nature,
and economic and material divisions were not as harshly drawn as
in Eurocentric cultures.

If Simon Frank were an existentialist, he would have left nature
in the hole he dug. Instead, the piece of wood he cast in bronze
represented, for him, a heart. This motor for the body, exchanged as
an object representation of the living thing, left in the earth —a
memory of mortality. Will it ever be uncovered? What will people
think of this if they find i? A remnant of former living species, a
remnant of the reification of a living species in 1:1 scale? A spiritual

JOHN K GRANDE - ESSAYS & REVIEWS

act? Our communities are divided on the issue of what is a spiritual
act, on what spiritual is. This is a very real dilemma of our times. As
Frank stated during the event: “I am leaving this in the earth,
uncovered and invisible, in part as a memory of how short life is...”

And so this exchange with the earth that Simon Frank has
ritualized is an affirmation, albeit a personal one, that can be
recognized as a symbolic act with ultimately humanist intention.
Frank’s approach s less intellectual than a 1960s performance artist’s
might have been. What happens afterwards is as important as what
happens during the moment of the act of art here. Maybe now is the
metaphor, the meaning of this performance. We may be
misinformed if we regard the aktion that accompanied Core itself as
complete, and we have to look at the meaning of Simon Frank’s
exchange as ultimately about What Time does to Meaning. Not to
Things, but to Meaning itself. And What does Time do to Meaning?

5

E.). LIGHTMAN: A REGENERATIVE ART IN NATURE'S LANDSCAPE

helters have existed since time immemorial. Contemporary

artists have alluded to habitation and shelter throughout the
1980s and 1990s and into the new millennium. Mario Merz’s
igloo structures installed within gallery spaces are one example.
Likewise, Chris Drury’s caims and cloud shelters situated in the
out-of-doors establish a more natural dialogue between site,
habitat and aesthetics. In ancient times piles of stones kept out
the worst of the weather, and others provided temporary shelter.
The earliest shelters were caves. Many of these early built
structures had some relation to the size and scale of the human
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"W see, for instance, the image of a chimpanzee who is studying a
video of a moving vertical form. Should we identify with the
chimpanzee...? He is crouched on a platform next to a strange
rope-covered object that vaguely alludes to design, but has no real
function other than as a curiosity in the abstract. Meanwhile an
abstract painting completes this atmosphere of museology. The
museum becomes one where human activity itself, that activity of
observation as much as that of the chimpanzee, the various
accoutrements of the scenaristic installation (which is a situation)
all play into this theatre of the absurd. These anomalous forms
inhabit Valerie Blass's world are like the ghosts of political
correctness in art. They seek a form, but the form cannot be
decisive. Form becomes a paraphrase for a worldview where history
and progress are devolving. The devolution involves a de-
identification with materials. The virtual screen-bred universe
causes us to read reality in a non-physical way. A physical and
experiential world that is part of an ontological process — at once
cyclical and evolving in a continuum of time has now been put
aside.

As a culture we take time away from time, separate ourselves
from its mysterious and inexplicable processes. What seems
ridiculous, and absurd in Valerie Blass' iconography (which is a
situationist one that exceeds performance, exceeds physical space),
is that the vacuum is the metaphor for the form. Behind the wall
on which the painting hangs, not visible from inside, there is a
minimalist metal form. A vertical line of steel alludes to an earlier
period in the modernist experiment in art, and inadvertently to the
relativity of the times we live in, where many different contexts can
be accessed at one and the same time. These elements are individual
contexts that Blass has brought together, and within each there is an
echo of art, of life, and these things collectively describe the
situational character of life today.
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A dual reading of objects can be seen in Paysage en vert et gris
(2002) exhibited in Le regard des animaux at Dare Dare. One
mountain-like shape is entirely organic, which the second resembles
man-made structural materials. Like the Swiss art duo Fischli and
Weiss - who reconstruct entirely false environments to make them
look like the real thing - Blass reconstructs meanings out of objects
she fabricates. Chance plays a role. These forms, and objects,
achieve their final form in part through processes out of the artist's
control. We see this particularly in Mésure en pied, en jambe et en
queue exhibited in Exposer dans I'lle, a show organized by Espace
magazine. The vacuum itself forms these pieces. Patinated with
multi-coloured vivid patinas, Mésurer en pied en jambe et en
queue has that shiny, lustrous, sexual quality, no specificity as a
shape, as an object or what have you. It seems to be a living form,
and duplicated as it is it looks vaguely like a laboratory-cloned
experiment. The surfaces of these two forms look like growths.
Organic life has somehow escaped any rational definition...Are
they from another planet, or our own? The two shapes, Blass has
mentioned, have been created by a vacuum process that freezes the
shape at a moment in time. These are not necessarily functional or
structural in the old world Bauhaus sense but structures that are
fluid, sensuous, sexual, natural, even ecological, occasionally
geometric, and they challenge the logic of the straight line,
something Austrian artist Friedensreich Hundertwasser - that
artist/architect of the future — always challenged... The Noise
Paintings by Blass likewise do not arrive at a physical language but
construct their meaning according to an auditory language — sound
- or noise — an equation we find in the music of chance.

Verisimilitude, or the reproduction of shapes, of forms, of
objects, a multiple universe, enters into Valerie Blass’ sculptural art
with a pair of seals, each slightly different, that challenge our visual
reading or perception of what something is or could represent. We
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On view at the DeLeon White show, the sculpture installation A
Soul Lost in the Genome consisted of a cast aluminum pig’s head
that looked as if it were set in a tree trunk. The pig’s head, and a
series of pork chops, looked as ludicrous as was possible set into the
branches and trunk of this virtual —not at all real- image-based tree.
The aura of the unreal not only caused audiences to reflect on the
nature of simulated reality and the great distance that now exists
between the physical and the imagistic, but equally the enigma of
nature consumed being manipulated genetically. As Brunet has
commented: “There is a certain controversy in this installation as
Catholics believe that animals do not to have souls but humans do. But
the idea of gene trangfer blurs all these lines now, and the tree being
virtual appears and disappears.”

Brunet’s Potato Columns 1, 2 and 3 are enduring
mementos to one of humanity’s food staples, a plant that was
brought to Europe from the Americas and became a prominent
food source. They likewise reference the classical column
unintentionally. These cast bronze pillars of potatoes are ironic
icons, for they have human sensory appendages like ears
attached. The inference is that if we listen to nature, we may
learn something. The ear carries a more somber and potent
thought as we remember a human ear was attached ontop the
body of a mouse by geneticists during experimentation not so
long ago. Bio-genetic manipulation of foodstuffs by various
companies including Monsanto, all make us realize how little
we know. Brunet comments: "The potato is the staff of life for
many cultures. It grows in poor soil and represents man’s survival
through hard times. Yet human genes are now being added to
potatoes to allow them to grown in land polluted by heavy metals.”
Smaller bronze sculptures in the gallery window likewise
referenced taste, touch and vision. Each of the bronzes has a
human bodily referent; a hand touches a leaf, a human lip kisses
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a foot, and an eye that could have come from Michelangelo’s
David fuses with an eyebrow and tree branch.

Brunet’s art can be seen to be a metaphor for the
manipulation of nature, of species and genetics, and our
environment, what we are all a part of. The raw juxtaposition of
nature elements, and what is human, so endemic to the language
and atmosphere her art engenders, causes us to question the
great distance we are from nature as source — both spiritual and
physical. Appropriating the real, Claire Brunet’s sculpture
replicates a state of being so as to cause us to reflect on the cause
and effect, the relation between human culture and nature
which are ultimately inseparable quantities in the same universe.

~%:

JERRY BARRISH; ART FROM THE EDGE
— Pacifica to Berlin, and back again...

L:ring in the tiny coastal village of Isla Negra where he gradually
uilt his home over the years, the Chilean poet Pablo Neruda
would observe the sea in a boat on his property. Looking out one day
he perceived the wreckage of a ship, and watched a plank of wood
for several days. When it came ashore on the coast he made a writing
desk from this piece of coastal debris, an act of imagination and of
practicality. Pacifica-based sculptor Jerry Barrish has, over the years,
likewise gathered whatever may arrive on the beaches near where he
lives, and carefully sorts and cleans it all. This is part of his process
as a sculptor.

Jerry Barrish is passionate about his art, and like a latter day
Joseph Comell or John Heartfield makes assemblage works that are
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better site for a sculpture symposium could not be possible! Les

les de la Madeleine are themselves a veritable nature sculpture.
This archipelago of six islands some 65 kilometres long
interconnected by narrow sand dunes is a place where the
shipwrecks outnumber the ships, where 15,000 people live quietly.
Like the islands have an extreme resourcefulness in the face of the
years and centuries of hardship. It is said when Jacques Cartier
landed there there was another island that has since subsided into
the Gulf of St. Lawrence. The Acadians arrived here in 1792,
victims of the expulsion, with their priest Jean-Baptiste Allain. A
cross erected in the Bassin in 1809 in homage to Allain still stands
there. Politically attached to Quebec since 1825, the islands
geographically form part of the Maritime economy and culture.
The winters are softer than in the rest of Quebec...

The 3rd edition of the Mer Océanie Symposium Sur la mer
comme au ciel, coordinated by Martine Martin and supported by
Loto-Quebec, stimulated a greatly varied admixture of artistic
responses in a broad range of different techniques, each achieving
its own unique and vital expression. Some artists were from the Iles,
others from the Adantic region, still others from further afield in
Montreal, St. Hilaire, Quebec City. Many have seasoned themselves
in past Iles de la Madeleine symposia, and now return simply
because of the beauty of the place. The majority of the works were
installed in the Havre-Aubert, a cozy and quaint site, once a village
where throngs of locals would greet the fisher boats in the 19th
century, to then dry and prepare the cod fish and eels on long tables
out of doors. The hay is still stacked like the houses in the fields
around here, with a metal roof set on top...

Carole Piédalue and Ginette Poissant - collaborated on an
exhibition titled Correspondences at Galerie d’art Point Sud,
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located to the east of Havre-aux-Maisons where Jacinthe Laforest’s
woodcuts and Jean-Francois Cyr’s surreal intricate paintings were
also on view. Both live on islands, Piédalue in the urban context of
the Island of Montreal and Poissant in the much more isolated
context of the Iles de la Madeleine. Though each did not see the
others work prior to the show, when brought together these esoteric
paintings were remarkably complimentary and created a beautiful
harmony, a visual counterpoint that suggested a journey and
memories of some imaginary place steeped in nature and history.
Intemporal and sequential images of arches, pathways, bridges, each
painted in a semi-abstract style with tonal earth colours revealed
how stylistically related these artists’ works are 27 years since they
first met as students in Montreal.

During a workshop at Galerie d’art Point-Sud, the public were
invited to make prayer charms on paper imprinting their wishes in
clay and red ink onto paper. Later on Poissant and Piédalue set these
collective charms adrift from the shore in a tree trunk that served
as a “nature boat”. After stormy weather, when it eventually
returned to shore, the charms had disappeared, an offering to the
sea gods. In a special intervention for the Symposium, Poissant and
Piédalue created a sort of banner, a prayer to the wind on canvas.
From nature to nature with human intervention inbetween, in a
dramatic shoreline setting below a cliff facing Havre-Aubert, they
installed their banner of black and red markings horizontally across
an old wooden palisade structure. Connections with the unseen
energy of the cosmos were thus established...

Quebec City-based artist Katia Grenier whose minuscule
sculpture Revolution des fléches ouvertes (2000) was one of the
most inventive and spirited works on view at the collective
exhibition at the Centre culturel de Havre-Aubert, created a spiral
of shrimps legs for this piece whose posts were made of cotton
swabs. Grenier likewise played with the food of the Sea Gods -
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is near mathematical, that quantifies space, motion, with a metre.

The sense is that sculpture becomes a record of implied motion,

and the motivation here is to elicit a response from the viewer. This

is what Zelenak defines as a search for (objective) truths, but these

are expressed in a highly personal, even poetic way and these

sculptures become three dimensional maps, diagrammatic

equations for experience, and as a note-like style they seize us with

a sense of mystery, of the impossibility of measuring meaning, or

experience. His sculptures have a minimalist cadence but they look

more beautiful that object-like and who is the ultimate judge of our

experience of a work of art...As Mark Rothko has written; “Our
notions of beauty today are essentially Platonic. That is not strange, of
course, since we have already observed that our most manifest and
comprehensive reality is Platonic. (...) the artist, in addition to
portraying external experiences, can, depending on his skills, also portray

internal truths by noting and depicting the profound subtleties of those
external appearances’

From a Pop style fibreglass outdoor sculpture in the 1960s
like Traffic (1968-69) and U-Split (1968-69), to more
minimalist inspired sculpture studies and wallworks, through to
the more recent heavy installed steel works, ZelenaK’s sculpture
has progressed to become very much of its time, yet identified
with the farmland region he lives in. There is precision and a love
of the qualities of material, whether fibreglass, or steel, or copper,
or oak. Each material brings a resonance to the language of his
art. Many of the 1970s works are formal, in the way planes and
details are pared down...

Ed Zelenak used a minimalist style that, for its very
orthodoxy to then reject that by incurring a very physical effect,
even quasi-industrial (though the way these pieces are put together
is far from industrial as they have markings, traces). Zelenak will
leave the soldering marks often, and then play on the horizontal
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and the verticality of sculpture, so as to emphasize the relation
between body, space and architecture. Seen in this way, his
sculpture relates to Robert Morris’ performative sculpture more
readily than to Donald Judd or Carl André. The strength of
Zelenak’s visual and theatrical yet measured sculpture rests
precisely in the fact these works are ultimately theatrical,
performative and biographical (even if abstract), more than they
could ever be object-ness in describing the object-less nature of
experience seen from within.

There is an allegorical quality to the more recent and
recurring motifs found in Zelenak’s sculptures. These include the
divining rod that a dowser uses to find water, a symbol of rural
living, of a connectedness to the earth, to our very identity (in
the primordial sense) and tree and branch forms. Water is a life-
force and the search for water becomes a metaphor for our own
search for meaning in life in Zelenak’s sculpture. Still other figures,
suggestive of vases, urns, water vessels -- vessels whose role is to
contain, gather, or hold have been brought into the new
sculptures, works that are not at all small scale.

The vessel or container becomes a vehicle that speaks of
transport, and then there are sugggestive channels that describe
distribution and redirection, an economy of means that is the
ecological process — nature’s version of economy where procreation
replaces manufacture. The vessels Zelenak creates can have prows
like a boat. They look as if they were plowing acrossa gallery space,
or on the surface plane of a sculpture. For a recent show of these
works at Christopher Cutts Gallery in Toronto, Ed Zelenak
presented some of these recent works. Several are called the
Divining Rods series and they were sited in the centre of the gallery
space. Channel Pass (2000) comprised four and a half tons of steel
brick, shaped into two curving walls. The basic ogival shape
essentially feminine shape of these two curving walls is offset by the
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miniature, rephotographed to become large chromagenic colour
photos, Eldon Gamett’s Poe-like juxtaposition of two photos in
NO (1997); a bird’s blood spattered beak and rangy eye and a pre-
pubescent girl's body in NO, Gregory Crewdson’s haunting image
of oversized birds in hyper-colour ranging around a lawn in
Untitled (Birds Around Home) (1997). Why was Louise
Bourgeois, master of psycho-sexual disquietude not included in the
contemporary section?

‘While some of the examples seem almost t0o self evident in
thisart/film melee, Hitchcock and Art: Fatal Coincidences builds
a strong case for further shows investigating the pop culture
influences that filter into and out of art and hence into other areas
such as film making. If anything this show fulfils the 20th century’s
sublime and existential quest to reveal and entertain by delving
deeper into the more disquieting aspects of the human persona.

~%:

STANLEY SPENCER: ANGELS AND DIRT

n this, the first show of Stanley Spencer’s art ever held in Canada,
the Art Gallery of Ontario presents 65 paintings and drawings by
this quirky, yet fascinating artist. For a long time considered a
regionalist painter in his native England where he lived in Cookham,
a small English village in the Thames Valley some 30 miles west of
London, Stanley Spencer developed a unique narrative style and, for
the way he referenced the Bible, has been compared with William
Blake. But Spencer developed his narratives differently, in a highly
personal, and often obscure way.
‘What a complex inner life Spencer expressed through his art!
Sometimes the convolutions and symbolic meanings are exhausting.
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His earliest works such as The Apple Gatherers (1912-13), for
their residue of natural style, an echo of Gauguin's work, are more
intrinsically joyful than what followed. The landscapes are often
straight realistic portrayals, witness to what the eye beholds. We see
this straight approach in Cookham (1914) and Cookham from
Cookham Dene (1938).

A poignant critique of modern morality, Love Among the
Nations (1935) is jam packed with peoples of different races in
their respective costumes, embracing, enjoying each others bodies.
Its ultimate message may be be that conventions of race and age do
not matter when it comes to sex. The sketches Patricia with
Gramophone (1943-44), Patricia Shopping (1943-44), and
Taking in Washing, Elsie (1943-44) look less laboured than his
religious paintings. The dramatic sketches and paintings of Burners
(1940), or Welders (1941) done in the wartime shipyards at Port
Glasgow; Scotland have that same energy and documentary veracity
as Louis MubhlstocK’s realist treatments of similar war industry
themes in Montreal: man and machine interface. But Spencer loads
his paintings, crowds them, as if there were always more to capture.
Scrapheap (1944) is one of the most poetic and beautiful. The
waste and dirt Spencer so loved is evidenced in piles of rusted sheet
metal, the patterns of empty rivet holes, all set against a brick
background. Other paintings like Carrying Mattresses (ca. 1920-
21) are amusing, border on pantomime.

The religious themes Spencer addressed in a narrative style
fuse the everyday banality of English village life with dramatic
Biblical themes. They delight in the mundane, as if Spencer were
bringing God back home for tea. A simpler delight can be found
in the paintings less laden with overt symbolism, for Spencer loved
being literal, bringing Gethsemane back to the village square. The
swirl of details - a couch, clothes, couple and wallpaper - in Love
Letters (1950), is a sincere evocation of Spencer’s love for a
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assemblages from the 1950s and 1960s that rebuilt found
materials into walls of stacked elements painted a uniform flat
black.

Pierre LeBlanc’s capacity to integrate the detritus of
industrial society, to recombine these with maquette-like
elements, distorting the dimensionality, and spatial relation
between them, carries with it a nostalgia, not for the absolute,
but for a rapidly disappearing social and cultural context. As
human culture is redefined by technological progress, we lose
as much as we gain. Those who communicate via the internet
can become disconnected from the immediate physical and
tactile reality, and from their neighbours, their villages or
quartiers, even as they connect globally. A sort of anomie results
and this, in a world of impermanence, where historicity is
compressed and redefined. LeBlancs reconfigurations and
recombinations involve context. The variations in scale make
reference, in a strange way, to the way time distances us from
the things we were once most familiar with. MEMORY
becomes a place that exists within us that recalls and
reconstructs the past. By juxtaposing elements from other
times, he provides us with a sense of the texture and markings
of time. Integrating icons, diaristic notes, photos and diverse
elements, LeBlanc’s art renders the invisible world of collective
memory visible. These mimetic recreations - played with in a
variety of scales - envision the environment - urban or rural - as a
kind of museum of memory.

Artist’s books operate according to their own immutable
logic like an exhibition in perpetuity. The artist’s inner world
surfaces in texts, thoughts, word phrases, manifestos, sketches,
objects, and poetry. This independent artform re-composes,
innovates freely with ideas generated by experiences generated in
a more private realm than the usual art exhibition venue. The
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artist’s book has a life of its own. It exists long after the shows
have come and gone. It’s an exhibition in micro-format. Many
draw on the Duchampian tradition of the artist’s box. There is
always an element of choice. We can open one drawer, look at
one document, another photo, a note or object, all in the order we
want. The viewer can thus read their own meaning in the work.
‘We make intuitive leaps of faith, jump between the elements and
then the artist intervenes, compressing, juxtaposing, re-composing.
elements. As metaphors for memory, LeBlanc’s artist’s books
build a bridge out of bricolage, reconstructing and
reconfiguring meaning(s) in an allegorical way. LeBlanc’s artist’s
editions do not reflect a nostalgia for the absolute. The
nostalgia here is for that universal spirit we find in a social
context grounded in sharing and community.

We get clues to LeBlanc’s approach to sculptural process in
the layout of the artist’s books, the typography (where evident)
and presentation. The combined elements themselves are the
typography! The social concerns are expressed with a poetic
intimacy, and a sadness surfaces occasionally, as if one could not
catch every memory before it disappears into space. But there is
also this atmosphere of discovery, and that inexhaustible
childlike curiosity. Each contained element itself contains
meaning. This conundrum is brought into being by juxtaposition
and contrast. At the core, LeBlanc’s reconstructions are not formal
but vernacular, the popular unrecorded history that is real life.
The vernacular that surpasses the printed page and document is,
ironically, a history whose meaning lives on yet lacks proof or
evidence of its existence. It lives on in these artist’s books, like
music, the oil of life.

The large scale steel sculpture titled Mémoire de 1955 ou
2026 Roberval Revisité (1994) on view references to a previous
large scale sculpture Souvenir de 1955 ou 2026 Roberval
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Certain of Shayne’s sculptures like Strike Blue can, and do, explore
surface patterns that look like biotic design that can be found in the
natural world and are a natural response to evolution and
environment. Just as the piece draws on cues from nature, itjust as
much presents a synthetic unnatural appearance - embodies a
plasticity. The resulting tension communicates something sensual,
or naturally sexual. We see extensions of nature, jagged spikey
projections or surface effects that could be camouflage, or nature
designing itself in defense of some potential threat whether animal
or plkant. The result is an artform that speaks of millennia of
adaptation to environment. The colours can be vivid, and draw us
to them, reminiscent of Anish Kapoor's work for the iridescent
surface. In the same way as Anish Kapoor does, Shayne Dark draws
upon the appearance of things, the surface effect and object tension.
'We read the works doubly as both sculptural assemblages in the
case of more recent works, and secondly as art pieces that testify to
a more natural and resource efficient language of construction, of
building forms in space. The product metaphor eulogized by
sculprors like Tony Cragg is cast aside and the production rests more
intrinsically upon the ways nature herself builds and relate forms in
space. The environment in Hartington, east of Kingston, Ontario,
lends itself to such an approach. A beaver dam on the lake that faces
Shayne Dark’s house, provides sculptural detritus cast aside by
beavers and these wood forms are then recycled as sculpture by the
artist. A link is thus established between the beavers and the artist,
and the environment that plays such a crucial role in the support
and care for both arist and resident animals.

Shayne Dark colours his assemblages so they strike us with
their vivid and contrasting sense of place. They stand out as
something from within nature that have been selected and
reconfigured into artworks. Sanctuary builds a metonymic irony
by placing a second column-like form next to another on which
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extended branch forms each coloured brightly in a blue pigment
recall nest forms built in nature by the ospreys that nest in
eastern Ontario region not so far from Shayne Dark’s home.
Resurrection has a hedgehog like resilience, brightly coloured
in yellow, it exists as a phenomenon in and of itself. The forms
themselves, undulating, and projecting outwards from a
hypothetical centre could be that of a creature, perhaps a sea
anenome, or the setting sun that dies each day only to be reborn
again the next.

The ephemeral aspect of these assemblages and their visual
optical power directs us to consider the very process of life, where
we are born, and eventually leave this earth. Angel, a work that was
exhibited at the Olympics in Greece, is another assemblage piece,
whose pristine white form extends outward into space mirroring
itself below and above. What Angel achieves with vertical form,
Pick Up does horizontally, where a seemingly haphazard grouping
of gathered sticks build outward from a centre as if by chance. The
effect is fascinating for the variation and continuity embodied by
this grouping. Habitat is a bright red reconstruction of a beaver
lodge - architecture by non-humans that udilizes nature for
protection and shelter most effectively.

Visual effects that are ultimately environmentally inspired find
their earlier embodiment in an undulating snow fence installation
installed at nearby Crater Farm, once the site of a meteor impact
whose effects can still be read into the landscape surrounds. The
artist’s intention for this large scale site specific land intervention is
not unlike that of Christo Jeanne-Claude whereby a visual effect is
construed by the artist for a particular site and the artist’s
intervention is temporal, never intended to last. This causes the
viewer participant to engage with their environment in a new way.
The artist intervenes to heighten awareness of a place. The
undulating snake-like effect of the fence could be seen in mid-
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jacket. It may be less cumbersome than the other paintings, but
there is less of that sense of drama we sense in the majority of
Peter Doig’s art. This sense of drama and the level of tension stems
precisely from the way Peter Doig exhumes and sifts through
themes and scenes to do with the nature-culture divide. Its a
source that continues to surprise us, just as Peter Doig’s highly
innovative and original painting do.

5

ANTHONY CARO: STRUCTURE-SCULPTED METAPHORS

nthony Caro’s remarkable career as a sculptor engendered the
Apos[-WaI period, and as Clement Greenberg’s shadow cast its
influence even in England, Caro sought to purge of figuration, to
establish new orders of sculpture where pure aesthetics became the
context for judging a sculpture. His innovations included
emphasizing horizontality in sculpture, the removal of the pedestal
and presentational “extra” and bringing life to what had become a
heavy, monumental or commemorative medium for the most part.
As the sculptures in this show evidence, the syntax and structure of
agiven sculpture played a role. Material’s capacity as a metaphor for
the human body is also evidenced in works such as Dejeuner sur
I'Herbe, The Rape of the Sabines, The Last Judgement and the
Descent from the Cross.

“What strikes one in seeing Caro’s output over the years in one
exhibition is the sense that in turning the pages of time one arrives
full circle - both aesthetically and in terms of what makes art tick
with Caro’s sculpture. The earliest sculptures are among the liveliest
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like Man Taking off His Shirt (1955-56) and Pulling on a Girdle
(1958-59) less self-conscious, less grandiose. At his best, Anthony
Caro is agile, quick in assembling a metaphor or material relation
- never overburdened. But Caro did reinvent the wheel. In so doing,
he proved he was a master of allegorical abstraction. He invests his
best sculptures with an atmosphere that re-configures figuration
abstractly in a strange, elliptical way. The post-War context (or
should one say burden?) of figuration was exactly what Caro and his
generation at St. Martin’s School of Art in London sought to
eradicate and obviously Greenberg played a role in encouraging this
direction. The remarkable works in the Tate Britain’s current show
evidence Caros very visual and structural syntax at which he is a
master. To the educated eye, these “exercises” are nothing less than
brilliant but the concerns are primarily pure aesthetics.

The Last Judgement (1995-99) is a remarkable sculpture and has
the look of a theatrical stage set. It blurs the boundaries between
sculpture and installation. As in so many of Caro’s idiomatic smaller
exercises through the years they allude to architectural or structural
allusions introspectively but in a much more austere, minimal way
than his senior the American sculptor David Smith might have. A
recent work, The Last Judgement could simply be some horrific
grief stricken vision of the artist’s own mortality or of history’s way
of perpetuating injustice. The objects and materials in this work
range from brass, to ceramic, to concrete, wood and stone and echo
mid-1990s Trojan War series including Agamemnon and Achilles
sculpted archetypes. The Last Judgement is tinged with pathos,
sadness like some Romantic echo of Percy Bysshe Shelley’s poem
on the passing of an ancient monumental sculpture - Osymandias.
Many viewers will enjoy the visual quips, and purely conceptual
material games that Caro is well known for such as Gold Block 1
(1997) or Arena Piece Beginning (1995) where Caro walks the
line between assemblage and sculpture.
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lattice-wood from lobster cages elaborated on the historic place
fishing has played in this place. Just as these artists have brought
their own vision to these islands, so the place has filtered and
transformed their inner experience.

The contrasts between the open air events which emphasize
theactual physical character and presence of nature in Quebec and
the urban Montreal art for arts sake shows are quite remarkable.
The intertwining between these two tendencies will undoubtedly
produce an even more exacting and culturally uplifting brand of
art in the future.

Footnotes:
1. Culture and the Marketplace, CBC Radio, 1993, p. 58

%

ROBERT MURRAY: THE FACTORY AS STUDIO

t was after meeting Barnett Newman at the Emma Lake Artists’
Workshops in Saskatchewan in 1959 that Robert Murray turned
his talents from painting to sculpture. Murray’s self-prescribed
mission was to take the pictorial language of painterly abstraction
and transform it into three dimensions. In the resulting work, one
finds the preoccupation with surface and the play between flatness
and depth as in his eardier abstract painting. Murray is a true
modernist: Marrying formalist concerns with industrial materials,
he questions and expands the metaphoric language of sculpture.
Whether employing bright colors to unify structural anomalies or
engaging the movement of light on flat planes and curvilinear
forms, he creates an interplay of constantly changing surface effects.
Curated by the National Gallery of Canada’s Denise Leclerc,
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Robert Murray: The Factory as Studio is the first major
retrospective of the artist’s work in more than a decade and included
thirty-eight sculptures as well as models, prints, and drawings
spanning thirty-plus years. Murray's work marks a high point in
Canadian Minimalist sculpture whose proponents included Royden
and David Rabinowitch, and Roland Poulin. This can be seen in
the spare elegance of a work like Track (1966), one of Murray’s
“diagonal and support” pieces, in which two flat bands of steel are
propped at an angle on aluminum vertical supports. Other works
are more personally inflected. La Guardia (1968), for example,
evokes Murray’s love of flying, by translating a pilots perception of
space during an airstrip landing into a work comprising two curving
arches, one larger than the other, with two parallel tracks of Q-
decking (corrugated ready-made steel construction material)
running between them. The tracks follow a straight line, then tum
atan abrupt angle, much asairplanes do when taxiing on a runway.
Equally evocative of flight is Chinook (1968) in which an
aluminum column balances against a steel girder as if ready for
takeoff. Metaphorical and expressive, this work feels less hampered
than others by the rhetoric of formalism.

In experiencing a survey like this one, one gets a sense of the
unbridled enthusiasm for ‘60s Minimalist codes of practice and the
more idiosyncratic formalism of the “70s, yet these languages seem
so distant that they become hard to appreciate other than as part of
history. Murray’s sculpture gives us a sense of moving through space,
of how multifaceted our perception of form can be, but in seeking
to redefine sculptural expression, he created works that seem at once
0o pure and too competitive with the materials of which they are
made. Painted steel and aluminum look like plastic, contradicting.
the materials’ inherent industrial qualities. Still, there is a certain
contained pictorial beauty in these works, even if space and light

ultimately define the forms, and not the other way around.
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does it especially when you get close to her. A veteran of the
machine age art epoch Doug Backs Frantic is a politically
correct anomaly, a strangely shaped object that one can carry
around the gallery. This creature sculpture bleeps out an alarm
sound - like child safety devices do when it is more than 30 feet
from its surrogate receiver Mom. As Norm White says; “The
precious truths which we carry along from year to year, never
changing, are among the hard, brittle gears of our personal
machines... our technology is nothing after all but a reflection of
human anxieties, prejudices, lusts... humour and haphazard
wisdom.” His precocious robot kids will get together for their
own solo show at the Koffler Gallery in Toronto this summer.

%

ANDREW MORROW: THE WAR PAINTING SERIES

gifted young painter from Toronto, Andrew Morrow has
ccomplished a remarkable body of work for his age. The War
Paintings (2003-04) express an undeniable state of today’s culture
replete with image overload and material cultural emblems. Art
historical traditions ironically integrate in Morrow’s new found @art
media-based, part real) style of history painting. Locked in mortal
combat or simply looking on, the animals and people in Morrow’s
ownwords a ‘yeaction to feelings of frustration and powerlessness relating
to our climate of violence. It was also born from awe, at lifés potential
Jor incredible and beautifil physical extremes”
Influenced by Polish painter Jan Matekjo's historical canvas
King Jan, Sobieski’s Relief of the Siege of Vienna (1879), Large
‘War Painting; is an apotheosis of history with multiple views and
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cropped cinetic views, a cornucopia of personalities and figures
drawn from various historical, geographical and cultural time
periods. Whether Sumo wrestlers, armed chevaliers or World War 1
soldiers in gas masks, these humans live and fight uneasily together
in the same paintings. Absurd and witty, Large War Painting
witnesses athletes, an Indian chief, eagles, a rhinoceros, a cobra snake,
a wolf, and young alluring women. Amid assorted birds of prey,
police in riot gear seek to control this allegorical and personal painted
view of history.

The atmosphere is infused with a sense of endless competition
between people, and war permeates it all. Though we may read of
history in books, Morrow’s message is that the human condition,
the people, and natural history that collectively make up history and
indeed inhabit this canvas as fragments are an accumulation of
absurdity, not at all pure. The smaller Detail from Unrealized War
Painting works feature in a tiny mock painted format such cropped
elemental images as a rider and horse, an athlete, a helmeted football
player. These paintings witness a series of simultaneous perspectives
not unlike the way images are cropped, edited in films these days. As
Morrow comments; “Through the combination of various viewpoints
and the manipulation of classical perspective, seemingly impossible spatial
situations are made coherent and understandable” Horizontal War
Painting (2004) has a central division with two opposing “@rmies”
of people, events on either side.

The subjects in Morrow’s new paintings range from galloping
jockeys to bartling dinosaurs and the armies could as well be animals
as humans. These people and animals are Charles Darwin’s legacy.
They fight willfully whether the sport is athletics or militaristic
expansion. Many historical and media moments are brought
together in a single painting. These paintings are as much about the
prevalence of violence in today’s media and culture, the sound bites
and video clips we all know so well, as they are about the fictional
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particularly for an artist no longer in Europe, whose family survived
the European Diaspora. The scene is set with Marion and her
mother lying on the same bed together. In front of them is a set of
spoons, the only object from the past brought to North America
after emigrating and we can also see a tipped glass and stain, and a
document with Star of David. The mother is quite resigned, arms
crossed and half asleep, while the artist daughter looks at us the
viewers. A lot of these people look exhausted like Raincoat Portrait
(1999) with a man seated barefoot in his armchair or the incredible
‘Woman (1997) a small sharp portrait, or the nude man with towel
in the austere surrounds of The Footbath (1998).

We are forced to deal with this awkward state of emotion. It is
one that persistently resurfaces throughout Wagschal’s production.
Indeed, what is awkward is likewise what gives these works
something human - the faces and bodies are in a listless state of
suspension. These people literally hang in a non-space of the artist’s
creation. In one of the most intense and lasting images of a couple
I have seen in quite some time, Attachment (1998) the folds of
sheets and bedding literally form an interior landscape. The pose is
formal, even classical, but one has the sense of time moving along
and of the quiet anxiety of daily life. The man looks downwards
into space his legs stretched out. The woman in her nighty has her
arms around his neck. The distended space in this and other
paintings becomes a metaphor for the way these aging people
identify and build reason in an ultimately irrational universe. Space
moves inwards. Their bodies extend outwards. Hence these are
likenesses, but that have their own atmosphere, often grey, pallid,
solemn, covered in sadness or the pallor of repetitive events, survival
being the ultimate miracle of it all. These people’s lives are not
fulfilled, just lived, endured, and the successes seem small despite
the effort but remain great for what they are. The monumental
painted subject of a fallen man astride a fallen horse in Ur (2005)

6 - ART ALSORTS: WRITINGS ON ART & ARTISTS

one of the most recent works in Channelling Ghosts: Marion
‘Wagschal Paints the Figure. Has a sense of play even when the
painterly risks are great, as do the two fighting boys next to father
who is asleep in Spill (2000). There is even a tinge of symbolism to
one or two of these paintings as in Woman with Still Life (1998)
where an elderly seated woman poses adjacent to a human skull
thatssitsin a pile of drapery.

There are likewise a series of small to middle sized portraits that
include several egg temperas on boards paintings, one of fellow artist
Judy Garfin, another of Sandra, and yet another of a lawyer.
Cyclops, an older painting from 1972 could be a nightmarish self
portrait of the artist as monster. We see a woman painting entirely
nude, with only one eye visible in her slippers. All in all, Marion
‘Wagschal remains one of Montreal’s best kept secrets and one who
deserves much more exposure than she currently has received.

‘While the venue is Plattsburgh, New York, this is one of the
best recent exhibitions of her work — well worth seeing. We look
forward to a major retrospective from one of Montreal's main public

museums.

WOMAN As GODDESS: ROBERT MARKLE
AND JoYCE WIELAND

In those protean days of feminist liberation - the 1960s - guys
could be macho and chicks could be sensual. Two Ontario artists,
one male and one female, were part of that process. Curator Anna
Hudson had the ability to recognize that these two very different
artists “were not opposites” and that each contributed to “an
interesting kind of chemistry.”
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FRANCOIS MORELLI: DOMESTIC FLIGHT

For the past 20 years Francois Morelli has been involved in
interdisciplinary art practices; performance, sculpture,
installation and drawing. In northern Quebec at Lake
Nemiscachigue, a meeting place and trade route for northern native
peoples in pre-colonial times. Morelli’s performance enactment,
The Man of Nemiscachingue (1995) involved %artooing”his body
with images of fish, insects, an eye, scissors, and even an
appropriated drawing of a light bulb by Thomas Edison (an
inadvertent reference to Hydro Quebec’s involvement in the
region). Harnessed into a Baroque-like pair of leggings, Morelli
waded into the waters of Lake Nemiscachinque, pulling rocks
behind him in appendage-like pouches and throwing them ahead
of him. As he changed from a gestural mechanism to a floating
amphibian, the “tattoo’s” washed away and the pouches became
anchors as he floated face up to the sky. Returning to the shoreline,
he built a caim by the lakeside —a nomadic habitat in miniature.

Morelli's performance, the subject of a show at the Horodner
Romley Gallery in New York in 1995, was not theatrical in the pure
sense, but rather a story whose narrative dimensions revealed
themselves as the actions progressed. The enactment was a
reenactment, a kind of meta-myth or proto-history that suggested
a broader cycle of events. The main component was energy — both
Morelli's and nature’s.

The grid-like forms in Morellis current show look manu-
factured but are actually low-tech structures assembled with pliers
and wire in a ritualistic expression closer to craft. The juxtaposition
of domestic objects from everyday life incorporated in the pieces
with grid-like grills that support and contain them creates a serial
tension and continuity in these assemblages. The result is a kind of
elegiac web of object structures that reference all matters of family
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and private life. Autobiographical, even sentimental these works
describe the subtle checks and balances, the displacements, role
reversals and transformations of energy that take place between the
changing generations in a family over the years. There isa thythmic
flow of wing-like forms precariously balanced on a series of metal
high-chair constructions in Squadron (1992-96). As they extend
into the gallery space they suggest the untrammeled energy of
youth. One of them breaks the pattern and touches the floor,
weighted down by a pillow (Morellis own). The Bridge (1994),
one of the strongest works in the current show, alludes to the
changes in roles and sensibilities that take place in a family as
each generation succeeds the preceding one. A pair of inverted
crutches is supported by a backpack frame in the centre of the
piece. The children’s shoes and boots enclosed in the wings of
the piece are segregated; the left feet are on the right side, and
the right on the left.

Despite the somewhat aseptic look of these works they are
extensions of the same preoccupations seen in Morelli’s
performance art. Without seeming well womn or cynical, Morelli
achieves a balance between his own personal life and his concern
with our physical relation to environment. The 36 matching pairs
of shoes displayed along the outer edge of a flat circular cage in
Heaven’s Gift (1996) convey a feeling of a centrifugal force, as if the
cage were turning like a wheel. We cannot approach the cherubic
image of a child’s face, a found silk photo collage in the centre of
Heaven's Gift, because the parameters of the sculpture render this
impossible. The Incident (1996) has a wooden high chair fallen
over on its side with a pesticide sprayer placed on it. There is an
implicit suggestive violence here that paraphrases the traumatic
events in family life we all know but seldom speak of. Again, in
Domestic Flight (1995) we have this sense of a hidden narrative,
a fragment of a personal story taken out of context. Kitchen knives
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This cosmological figure has three heads. Are these rounded forms
a conainer, a structure or a cage for all the intricate recombinations
of wood within? Even the pedestal it stands on is an assemblage, as
if everything is tentative, abstract, could fall apart or recombine in
an instant. There is beauty in this work! Andrew Dutkewych's
blindfolded figure stands on a real carpet, A smaller figure stands in
his hand. Like an allegorical story within a story, the piece engages
us posit a meaning out of this mysterious figural sculptural presence
who is vulnerable, it moves forward despite this, as if in a state of
temporal and spatial suspension or dislocation. Linda Covit's Zen-
like Buddhist looking Silent Bell (1997) is a curious form made at
Est-Nord-est in St. Jean-Port-Joli. out of linden wood, wrought
iron, and preserved with oil and pigments. Created in response to
travels in Japan, where she visited various Buddhist sites and read
broadly on the subject this large, pure elongated bell extends from
ceiling to floor exuding a sublime spiritual air. The serenity, passivity
and wholesome beauty of this work seems at odds with its size.
There is an open book we can leaf through with white gloves. At
text read:

“When we gaze into the darkness that gathers behind the
crossheam around the flower vase, beneath the shelves, we
are overcome with the feeling that in this small corner of
the atmosphere there reigns complete and utter silence; that
here in the darkness immutable tranquility holds sway”

This passage could effectively describe the wooden bell. Photos of
trees, ropes, a tipi-like structure, and close-ups of praying hands,
and of monks, a sculpture studio in Japan all add to the mystical
quality of foreignness Covit is mining with this project. Claude
Millette’s La Déchirure (2000) is a human-scaled Corten steel
sculpture burnished brown on its surface. The form literally breaks
open as if ripped apart by some force. Millette, who actually uses
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dynamite with his casts to create this effect, has a unique style
involving chunky forms that fuse and segment from one to the next.
The implicit movement in La Déchirure and La Garde (2000) are
analogous to plate techtonics, where seemingly immovable angular
forms do in fact move, but reluctantly, like a struggle between force
and counter-force. Enigmatic and paradoxical, the tension between
the integrity of these forms and their explosive breaking apart create
a strong sculptural effect. The forms challenge the very formalism
they mimic by breaking it apart, opening it up. Liliana Berezowsky’s
Karena (1992) is a wheel of steel with a cube form in its centre out
of which a pile of menacing pointed staves project. Is this a military-
industrial production metaphor? It defies its own look because it is
has no ultimate function or purpose. This ingenious device is
designed as if it were a cog in a larger machine yet put together as
it is, it becomes a curious aesthetic riddle. An earlier Berezowsky
from 1994 titled When I Say I Love You, I Am Looking At My
Reflection In Your Eyes is a pedestal/column composed of steel
and glass with a tear-drop shaped beveled mirror in the centre.
Sensitive and whimsical, it expresses all the unexpressed ambiguities
inherent to our innermost dreams, desires and reflections. Tell Me
You Still Believe in Beauty (1995) has a stuffed crow who sits
perched on a glass chair. Its pure enigmatic magic strongly contrasts
the seeming impregnability of the formidable Karena.

A series of 1% maquettes accompanies the more penetrating
works from these artists’ personal collections. One immediately
recognizes the range of contrasting approaches to public projects,
and equally how compromises render so many public projects as
generic as dishwashing liquid. A Berezowsky maquette titled The
Abundance of the Seasons has object elements rendered into
sculptural form: a jack, golden leaf silver balls, sundial, and hom
of plenty - next to an architectural scale model. Linda Covit’s
magquette includes a shelf comprising five towers; Tower for
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invisible forces, their bodies are about to be blown away and merge
with the wind, as if they might dematerialize in a minute. Plane is
simply a painting of a transport plane, loaded to overflowing like a
pig with armaments and troop gear.

The most infamous of Art Wars’ participants, Mendelson Joe
is a long time self-taught artist with a long history of social and
public intervention. His portrait of Mulroney with a face like an
ass is not really as grotesque as you might believe. One need only
look at social caricature in the era this Barrack was built - by James
Gillray, Thomas Rowlandson, or even George Grosz to realize its
part of a long tradition. Mendelson Joe’s works only look
grotesque because caricature and public criticism are sadly
diminished in the late 20th century. Former Prime Minister
Mulroney was in Mendelson Joe’s own words “Canada obedient
Reagan-Bush surrogate” who “committed Canada to our first official
war since 1945. At George Bush’s behest, our leader declared Canada
officially at war with the Iraqi people! Bizarre! Insane!” As Joe states
“You can take a stand or you can take a fall” Achieved with no
public input in an absolutely Undemocratic way, Canada’s war
involvement ‘“amounted to a U.S. arms test in the name of
petroleum.” Thumbs up fer the American Way is as succinct a
statement about this political climate as one can find. We see
Canadds Prime Minister in military fatigues. His face is an asshole
and gestures with the thumbs up amid a background of bloody
abstract painterly confusion. The “enemy” is a solitary Arab
hobbled over and wobbling across an open desert scene of sand
and sky with reams of smoke from military strikes wafting along
behind him. He waves a pathetic little white flag of neutrality but
its tip is covered in blood. War Talk updates the debate with a
pair of portraits of the home base peregrinations of Prime
Minister Chretien and President Clinton, each with an asshole
shaped face. Chretien holds a miniature American flag in his hand
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and in the background one recognizes Innu soapstone carvings
on a shelf like the one that saved Chretien and his wife from an
intruder at their Sussex Drive residence in Ottawa. Clinton is
presented in a rustic Americana setting of wood panelled walls
with a kitschy naive landscape painting while a blond secretary
kneels before his (hidden) proclivities, her back turned to the
viewer. Where’s ‘Da Blood? describes the war as it was, an hands-
off adventure in advanced technology, star wars with a difference,
remote and precise yet abstract as a video game. The sky is full of
flames, warfare gizmos and airfire. Traces of paint spill down to
the bottom of the canvas like blood. Innumerable innocent lives
were lost at a distance with all those sophisticated war toys.
René Price uses kiddy-like imagery to express the horrors of
real war toys that kill and maim innocents. There is no absolution
in all this and Price points his finger at each of us who endorses
the warspeak of the consumer toy industry. Terrorized Teddy
Tours comprises a Teddy Tours Bus whose innocent tourists - a
bunch of stuffed Teddy Bears ran into some terrorists and were shot
through with 150 rounds of 22 bullets. What a holiday! The bus’
destination reads “Louvre”but t could as easily be anywhere in the
world where local conflicts are played down, to keep those tourists
dollars coming in. A series of Price’s ingenious hand built War
Boats with his characteristic rough 1’ ready style have been installed
on a blue tarpaulin within the barracks. Warlord is an airplane that
for all its imperfections and imprecision, its amateurish Maple Leaf
symbols, looks like it was built by a kid or at least with a kid’s
imagination and just for fun. The Cross Fire mobile simply has
DayGlo plastic kids guns affixed to opposing ends of several multi-
coloured wooden dowels. The guns at both ends are equal,
identical, like the perpetrators of any conflict who seek resolution
through violence and weaponry - and who might even be using
weapons manufactured by the same company in the same country.
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It is interesting to realize that species are inter-related between
continents, from hemisphere to hemisphere, and that they carry
elements of nature’s design, and a2 memory of their evolution within
them. As a species humans likewise are related, and nature is a sort
on ongoing primordial reference for each of us, that can uncover a
deeper sensual matrix of associations, fears, sensations.

Like a kind of visual writing Bernice Sorge’s Leaf series
engenders what is nature within the sphere of art, and seeks to
realize nature’s great role in life, without over-riding it. As humanity
seeks to transform nature, hybridize species, and engineers new
genii, Bernice Sorge’s prints become a testament to an era when
nature existed in its own context, as yet not manipulated by science.
Sorge states, “My printing plates are a preservation of the original
DNA of the leaves before genetic engineering” As we move along the
course of intervention, and transgression, humanity may actually be
endangering its own future, for all its sense of control over nature,
we actually rely upon nature, and could understand its cycle and
processes better so as to survive within nature’s context.

The more recent Swimmer series involve elements from the
previous works, and include notions of emigration and
immigration, as we sense we are all swimming through life, an
immigrant will feel all the more exposed, like a body floating within
a greater fluid body of water. The interplay and layering of
experience becomes incredibly complex often. And a dichotomy
takes place between what we remember of a distant place, and what
we actually feel, and where we are is likewise a place, yet the two
cannot be connected. “The swimmers is a view of emigration as a
search for home, the water symbolizing the no-mans land (...), the
unknown. Here, the leaf becomes the mnemonic code.”

Photographs of Bernice Sorge’s family members from the past
integrated into the Genus Folia series are intriguing for the way
they are integrated within a larger panoply of nature imagery. The
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nature is altogether different from Syria where Sorge’s family
originated. On her excursions into the forests and fields, Sorge
forages through nature’s maze. The elements she collects become
documents of a particular place and time, and some life that was
there. The ecology evidences a sense of identification with and in
nature, reflecting earlier studies and an interest in botany and
biology. The intertwining of images seems appropriate to her art,
some human, others historical, others patternings and embossed
textural. Collectively these artworks literally could be called a kind
of photo-and-art-synthesis. The placement of these elements and
images in her art acquires a symbolic portent that is personal and
associative. For Genus Folia, Sorge states that she, plays with the
small sepias from her mother’ immigrant trunk to reconstruct a family
lost through emigration and calls her process p hoto-analysis.”

Yet we each of us can associate in a similar way with these
images no matter where we come from, for each of us has a similar
immigrant story (if we are non-Native) no matter what part of the
world our ancestors came from. We gather a feeling of the passage
of time, of the evanescent, near disappearance of memory from
event, and yet traces remain, from which we as people can construct
universals, associative thoughts, and sense the experience that, like
ancient lore, is becoming lost by displacements, replacement, and
general neglect, despite the supposed quality of our rapid new
communication systems. Story telling is a part of Sorge’s own family
history, and she recalls her mother telling stories from old legends,
and lore, “I work within the memory of my mother’s memory,” Sorge,
2003. Her art reconstructs meaning(s) and association(s) with her
family past, but it acquires a wholly Canadian echo. Nature as
metaphor becomes a vehicle for transforming the way we read
ourselves, particularly in a world where images involve a disconnect
from reality, and indeed manufacture a synthetic parallel reality
without regard for the physical tactile continuum, of life.
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instance, consists of a simple crystal sphere with the words: “This
sphere will be a sharp point when it gets/top the far corners of the room
in your mind.” Three Spoons (1967), places not three, but four
spoons in a plexi-box (despite, or because of, the title).

Duchampian tricks of the eye and mind informed with a Zen-
like sensibility were always Yoko Ono’s forte. While sometimes they
seem a bit obvious, in the broader scale Ono’s imagination and
vision they helped push the London and New York arts scenes into
the mainstream of Pop culture in the 1960s and 1970s. Her actions
and writings liberated not only women, but men as well, from the
habits and mores of the post-war patriarchy. FOR THE ROSES,
NO BOMBS! W see it in Sky TV (1966) a rare Ono videowork
features a live feed of sky and cloud movement onto a gallery screen.
‘Water Piece (Painting to be Watered) (1962-66) with its natural
sponge, eye dropper and water, reveal a basic sensitivity to nature’s
energy, movements and processes. Yoko Ono never abandoned this
wisdom and continues to thrive on the exchange between materials,
energy and idea...

Among the objects, installations, works on paper, photodocs,
and films presented for the Yes! tour are Onos classic 22
Instructions for Paintings (1962). Originally exhibited at Sogetsu
Art Center in Tokyo in 1962 Ono displayed instructions as
paintings in an attempt to push the visual art to some optimal
conceptual point. As Ono said: ‘Tt would open up a whole new
horizon for the visual arts. I was totally excited by the idea and its visual
possibilities. To make the point that the instructions were not themselves
graphic images, I wanted the instructions to be typed.” (An earlier, less
purist series with instructions on canvas were shown a year earlier
at the AG Gallery, New York.) One Ono instruction painting:
“Write five hundbred telephone numbers on a canvas in a space as large
as your palm. The numbers can be overlapped with one another. Also,
the numbers can all be the same. Observe the drawing by enlarging it
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with a microscope. Also, you may take a picture of the drawing and
enlarge it to the size you prefer.”

Yoko Ono’s involvement with John Lennon opened up a whole
exchange. She commissioned billboards stating WAR IS OVER!
for Times Square, New York and DER KRIEG IST AUS! for Berlin
in 1969, Acorns for Peace (1969) consisted of one acom mailed to
each of 96 world leaders with a request they plant it for peace. John
and Yoko’s bed-ins for peace in the Amsterdam Hilton, and in the
Bonaventure in Montreal, the Surrender to Peace add they took out
in the New York Times (1983), helped fire up a generation who
lived with idealism, loved their performances, and followed their
ideas and work with a passion. These interventions and actions
often involved reduction, unfettering the materialist mind. Ono’s
comment! “Make yourself dispensable, like paper” This ephemeral
(Asian?) vista view surfaces continually, in the her videos and films.
Fly (1970) documented a fly moving across a woman’s body- the
commonplace event becomes epic. Her early Fluxus films No. 1
and Eyeblink stretch and elongate a moment into several minutes.
These Ono filmic experiments presaged Andy Warhol’s later
continuous real time time films. For No. 4 (Fluxfilm #16) better
known as Bottoms, Ono captured a body bottom from derriére.
The shots are so close-up, it becomes an aesthetic statement.

‘What remains, after all the 1960s ideas, concepts, idealism and
excess baggage have evaporated in thin air? The LIVE notion that
these events, performances, art concepts were all about,
documented in this exhibition - Yoko Ono Yes! - are now heavy
and laden with self-importance. LIKE LEAD! None of this art was
ever intended to become ART! Nor was it destined for the Museum
of Modern (F)Art (an early Ono performance). Even George
Maciunas, that Fluxus ringleader, deplored all the later
merchandizing and commodification of Fluxus art. I personally find
the new turn (nota U-turn) Yoko Ono has made into installation
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meets post-colonial Canada in 134 frames. What immediately
strikes a chord is the forthright openness with which Yoon’s
individual portrait subjects have posed, each facing us in front of
Lawren Harris’ Maligne Lake, Jasper Park (1924) -- from The
Group of Seven: Art for a Nation show -- and then again, with
their backs to the viewer, before Emily Carr’s Old Time Coast
Village (ca.1929-30), a painting in the permanent collection of
the Vancouver Art Gallery. Jin-me Yoon constructs her artistic
discourse around questions of identity, using the no-man's land of
the idealized Canadian landscape.

The images she has chosen to use are not so much direct
appropriation as a restructuring of their accepted meaning, with
the introduction of an entirely different social context from that
of the Group of Seven. Jin-me Yoon's A Group of Sixty-Seven
(also in the collection of the Vancouver Art Gallery) does not
decry the old and hackneyed definitions of nationhood that the
Group of Seven or Emily Carr’s landscapes represent, but instead
simply uses them as a neutral backdrop. Indeed, the backdrop,
for its very neutrality, when repeated sixty-seven times, becomes
a serial patterning like wallpaper.

For many Canadians, the Group of Seven myth itself is a
fabrication that grew and grew like a proverbial beanstalk. While
purporting to be national, the Group phenomenon was largely a
product of central Canada, and idealized a resource-based vision
of the landscape of the Canadian Shield. The Rockies, Alberta
and Quebec were occasionally thrown into the equation for good
measure.

Media build-up on the Group in the 1920’ involved Eric
Brown, Director of the National Gallery of Canada, who selected,
published and disseminated Group of Seven reproductions to
public schools; and Barker Fairley who, as editor of The Canadian
Forum, used their images in conjunction with texts on economic
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and political nationalism in the 1920’ and 1930’s. As artists the
Group identified with the land more than with social or
intellectual causes (painters as hewers of wooden easels and
drawers of watercolour).

While our definitions of nationhood have become
increasingly blurred and distorted, fragmented into a variety of
guises in the process of accommodating all manner of cultural
and historical anomalies, the Group of Seven myth has, for all
intents and purposes held firm, been consolidated and
embroidered upon. Emily Carr’s and the Group of Seven's
paintings have now become icons we identify with, less for the
landscapes they depict and more as symbols or icons of
reassurance in an era of global change. Now that the romantic
myth of the great Northland, and the stoic backwoods
individualism early modernist Canadian art espoused has largely
passed, we are left with paintings that have become imagery
devoid of any social or historical underpinning, rather like an eco-
tourism commercial.

In State(s) of the Nation, Jin-me Yoon's work becomes one
searching, questioning artistic identity among many. Jane-Ash
Poitras, for instance, uses national icons eclectically to create an
amalgam of figurative, autobiographical, personal, abstract and
historical references. There are ironic echos of Shadbolt’s flag
motifs, as well as Native patterns interspersed amid representations
of provincial coat of arms. The lower section of Poitras’ mural has
the banded colours of the Hudson's Bay Company point blankets
and a maple leaf as rising sun. Poitras’ eclectic, grab-all approach
to data communication is both painterly and whimsical in its use
of coded, personal and official historical data.

In wha she calls the Cave Wall of Canada, Northwest coast
pictographs are but part of the graffiti, along with a rough painterly
map of Indian nations, a photo record of Native peoples, of a
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habsitat. Species from different parts of the world are thus linked
within this house/habitat, which is nature itself.

E.J. Lightman’s Pinecone Seed outdoor installation and
Skyshelter heighten our perception of the environment they have
been created in, and address our ancient connectedness to the
earth, placing this tradition firmly within the living history of our
times. Her initiative demonstrates how art as architecture can help
to make us aware of how vital our links to the natural world really
are. These links are a source of nourishment in material, spiritual
and physical ways we are often not aware of. Within nature we see
ourselves more clearly.

Through Lightman’s art, we see nature more clearly for the life
force it really is. This work has an implicitly regenerative, intuitive
vision of the life process. Connected to nature, we become aware of
the energy of life. The energy is both ethereal and physical.

Footnotes:

1. Pierre Bourdieu and Hans Haacke, Free Exchange, Stanford, Ca.: Sunford Univer-
sity Press, 1994, p. 41.

2. Simon Frank, artists statement. E. Lightman: A Regenerative Art in Naturés Land-

scape. —ﬁ

WORLD UpsiDE DOwN

'he first thing one sees on entering World Upside Down one
is Jim Logan’s The Diner’s Club: No Reservations
Required (1992), an Amerindian take on Edouard Manet’s Le
Dejeuner sur Cherbe. Western art history’s Greatest Hits go
Native with Logan’s Classical Aborginal Series and this
painting, one of that series reverses the order with clothed women
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and a nude male stretched out on the grass. Challenging social
and aesthetic conventions is what the exhibition World Upside
Down is all about. As curator Richard W. Hill says, “The world
upside down is one in which the symbolic order is turned on its head.
As an artistic strategy, symbolic inversion illuminates and challenges
the visual conventions that police social hierarchies.” While these
works truly do challenge social and political hierarchies, and the
selection is excellent, doesn’t that simply set up a new set of
hierarchies that claim to be non-hierarchical?

The best work in this show, to my mind is Yinka Shonibare’s
Mr. and Mrs. Andrews without their Heads (1998), which plays
off Thomas Gainsborough’s quintessentially English portrait where
landscape figures so prominendy. Born London, UK, 1962
Shonibare is of African (Nigerian) descent and unusually he
transfers the original set of assumptions to make this re-creation a
three-dimensional sculptural one with an African couple whose
heads are “missing”. Interestingly, the wax-print cotton costumes
on the sculpted woman, assumed to be African textile patterns, were
actually adopted from imported textile patterns, that over time were
more associated with Africa than their source country.

Challenging the stereotypes, Lori Blondeau’s Lonely Surfer
Squaw (1997) is a backlit digital print portrait of the artist herself
as a bikini-clad native woman. She stands, Club Med-like with
surfboard in the incongruous and rugged winter
landscape...Likewise Mark Miller's 2004 DC Comics release
Superman: Red Son tells a new tale of Superman. Superman
appears as a heroic Soviet who arrives as a youth to grow up ona
collective farm in the Ukraine. Capitalism or communism — what’s
the difference now? Miller re-works the Superman
icon/logo/symbol delightfully just as General Idea re-phrases Robert
Indiana’s graphic 1960s LOVE icon, for another era. Like many
works in this show AIDS and Superman: Red Son captures that
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ULysse COMTOIS: MACHINIST WITH THE SOUL OF A POET

riginally a painter who hung out with the Automatiste group
Oin Montreal, Ulysse Comtois got into sculpture in the 1960s
and went on to represent Canada at the Venice Biennale (1968)
and win Quebec’s Paul-Emile Borduas Prize (1978). Influenced by
Alexander Calder in the late 1960s, Comtois progressed through
a succession of modernist styles from realism, to tachisme, to
geometric abstraction and figurative abstraction. His sculptures
are the product of a highly structured mind. Formalists love form
and the first modernist generation’s idea of sublimity was
undoubtedly a purity and elegance. Comtois’ poetic sensibility
put a humanistic glow to the prevalent rthythms, geometric
abstract patterns and pure forms seen in his sculpture. These
previous unseen studio maquettes, are more poetic, and have a
19th century cadence akin to a Jules Verne novel or beaux-arts
sculpture but an enduring, honed down abstract structural sense
remains.

Exhibited posthumously, as Comtois passed away in 1999,
these works are a real discovery, for they markedly contrast the
more austere and geometricized abstract official sculptures in
wood, aluminum or steel, that Comtois was best known for. One
such sculpture Column No. 6 (1967) now stands in the Atrium
of the Alcan Building on Sherbrooke St. in downtown Montreal.
The sculpture is composed of 46 identical aluminum pieces that
spiral around a central column. A human structure and a highly
geometricized one and very much of its era - the 1960s - it uses
polished aluminum as its main material. One can see why
Comtois earned the title of being 4 machinist with the soul of a
poet’from this piece.

At the Musée des Beaux-arts de Sherbrooke, 35 maquettes by
Comtois assemble wooden structures and apply wax by hand over

132 - ART ALSORTS: WRITINGS ON ART & ARTISTS

them, gradually filling in a form. Though small scale, they are as
allegorical and abstract as any of Anthony Caro’s assemblage
works, with their allusions to Biblical themes. Like Caro, Comtois
dwells in allegory, builds a metaphor, piece by abstract piece. The
imagination is essentially linear and Cartesian whether movement
or the human body or utopian architectural structures are alluded
to. Some structures engage our imagination with their complex
formal language and tentative relational groupings. The forms
have some classical essence. They trace their path back from
abstract figuration and tachisme even further back to the origins
of modernist sculpture, even to Auguste Rodin. The surface of
things always hints at, and elaborates on, an underlying structure.
The allegorical nature of works like Suite Romanesque #14
(1986) the integration of colour into the wax, makes it seem all
the more a symbolic stylized representation of the human form.
Untitled (Military Equipment on a Platform) (1985-1990) or
Untitled (Abstraction evoking cannons (1990-1995) are works
that codify a narrative in the language of abstraction. Abstraction
dominates. The structures could be religious, or they could be
military hardware, or they could be simply drawn from the
territories of the unconscious imagination. These beautiful, elegiac
works are all about memory, history, the continuity of things.
These studio works ultimately demystify Comtois inner world,
his pracical method. With the geometric works on paper in this
show, these fairly small scale sculptures evidence Comtois’ real
strength as an artist was in the private or preparatory works, even
more than in his sculpture commissions. In the latter, geometric
abstraction is distilled, pared down, reduced to become a model of
an idea that is largely lost on the public at large. The various abstract
orthodoxies of the post-war period exacted a heavy toll on the artists
of that generation. It makes one think post-war abstract sculpture
was almost too analytical, too demanding in its strictures. The
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One can also see Nauman’s more material Mapping the Studio
(Fat Chance John Cage) a video that has more to do with the
making of art than art. The recently acquired videowork
comments on the invasion of Nauman’s studio by mice.
Mapping the Studio features long sequences of inactivity
followed by brief images of cat’s eyes in the dark, and the
occasional mouse scurrying around his studio.

s

MACHINE LIFE

en McLuhans Understanding Media was first published in

1964 it ushered in a whole new era. The vision was of a global

village culture enmeshed in and by technology. McLuhan's comment
“the medium is the message” became a mantra for the 1960s
generation. Art and technology, the way human culture and mores
change in response to technological change is even more pertinent
an issue now than it was in the 1960s. Machine Life, organized by
the Koffler Gallery in Toronto and the Agnes Etherington Art
Centre in Kingston, isa group exhibition that brings together artists,
sculptors, and new technologists who have consistently applied their
creative juices to kinetic, robotic, and new media sculpture. Norman
White's Helpless Robot sculpture encourages visitors to relocate it
on a swivel mount in the gallery uttering pre-recorded voice
fragments. White is a leader in the field of machine art, and organizes
the Ontario College of Art’s annual Sumo Robot Challenge for the
art school each year. Bellevue, another White automaton actually
disguises itself as an abstract painting. Simone Jones in collaboration
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with Lance Winn projects images that rise and fall via a motorized
tripod mechanism, seemingly erasing and creating the image as it
loops up and down. Peter Flemming’s Manual is a wholly
domesticated robot that makes its circumnavigated deposits of dust
piles on the gallery floor. The patternings and circular piles are quite
beautiful in and of themselves. A broom attachment then sweeps
them up in an intentionally meaningless action. The repetitive doing.
and undoing of this robo’s actions is a horizontal version of Sisyphus
eternal hill climb. This robot is a distant cousin to the servant robots
designed to do human tasks, even robot pets, but a human
technician still has to reload the dust into this machine, and adjust
the broom device.

Jeff Mann’s Adult Contemporary projects a seemingly
innocent pre-Las Vegas 30-second clip of Céline Dion singing.
Viewers can participate by shaking a ambourine that alters
sound and image speeds. David Rokeby’s n-Cha(n)t configures
a community of verbal processors. This community of screens
form a network. They speak simultaneously, producing a verbal
and visual chanting effect. The seemingly random selection of
words and the chaos of it all is definitely not poetry. This
gathering of machines, orchestrated by word and sound
fragments seems a highly resource intensive way of
demonstrating a concept. The results are simply not that
interesting. Lori Andison’s Camouflage 2, like Doug Buis’
Grass Machines from years ago, mechanically motivates wild
grasses to move back and forth. The thythmic “natural effect”
though construed and machine made, is quite beautiful. One of
the most amusing sculptures is Andison’s Maid of the Mist
(presumably named after the famed Niagara Falls tourist boat).
This futuristic looking mannequin is some Mama with holes in
her clean white head out of which mist vapors exude. This maid
of the mist blows off steam straight into space this way, and she
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year;, a million cars there, and shoving them into cities not

designed to handle them and without pollution controls on

them.”
The implications or hidden messages are not at all meta-physical,
more often suggest that the history of humankind is very much
linked to natural history though we are seldom aware of it. Ed
Burtynsky’s photographs suggest we may have to redefine our
relation to nature as cultures become incresingly linked and
interwoven.

Footnotes:

1. Alexander Wilson, The Culture of Nature: North American Landseape from
Disney to the Exxon Valdez, Toronto: Between the Lines, 1991, pp.

290-291=

2. All quotes from Ed Burtynsky from a conversation with the photographer in

Toronto, 2003. ﬁ@

BERNICE SORGE: TO NATURE, MEMORY, IDENTITY

Bemice Sorge has, over time, continuously evolved the language
of her art. She communicates her experience in a highly
personal way. Nature becomes a cue and the medium that enables
her to introduce universal themes of identity, migration, spiritual
essence, and we are curious as to the content of her message, for it
is not simply impact oriented, or politically correct, but genuinely
inquiring.

As Sorge states: “When I think of citizenship I think of a country
and I think of belonging to a place. But I have never seen the territorial
lines on the earth as I walk o gather the weeds to make my printing
plates. I lost track of the borders when my mother spoke of Syria, and
in my imagination I put the Syrian family in the Canadian leaves.
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Nature is the tympanum through which we will be able to hear each
other and potentially accept that all of us belong in some way to the
same tree.”

Sorge’sart projects envision nature asa common medium, and one
whose diversity reminds us that the human condition is as varied
and related as the elements of nature she discovers on her walks in
nature in the Eastern Townships where she lives. Recent thematic
series Sorge has worked on include the Genus Folia (2001-03), the
ongoing Leaf Memory (1996-2006) and The Swimmer (2005-
06) series. Nature becomes a sort of neutral yet active medium, an
unconscious membrane and one that transmits associations that are
highly personal, and touch on the common condition to each of us
where experience intertwines with memory to instill a sense of
identity. Emotion is thus a spirit of place, in this case, expressed
through art. Itis a place we all travel through.

With the Leaf series, we are surprised by the dimensional
variation in these 1:1 scale of life prints, a scale that confronts us
with the physical, very real self. Sorge has commented that: “The
leaves are direct impressions from the living originals (...) The viewer,
Jace-to-face with the leaves, is asked to stop for a moment in the here and
now, the apex of time where the past is but a silent preservation and the
future a continuation of the cycle.”

Each leaf print becomes a mapping of sorts, of a species. Each
variant leaf image echoes a universal language that is the genius of
nature. These prints have a relief quality, embossed texture that
reflects light and activates our imagination, for these remain nature
works that raise nature to a conscious level through the act of
reproduction. The leaf is a conduit for liquid and a generator of
life, and for Sorge these Leaf prints mirror that fact that, “The leaf
is a tympanum through which we breathe and perhaps through which
we hear the celestial music of the spheres that is only heard at the
moment of birth.” Sorge, 2006.
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an art world novice. I am talking about Ivon Hitchens, Henry
Moore, Graham Sutherland and Paul Nash, to name a few.
Riopelle’s vigorous, explosive style appealed to my youthful
enthusiasm, just as did Jackson Pollock’s encursions into spiritual
jazzy abstraction. The difference between a Pollock and a Riopelle,
to my mind, had a lot to do with the Canadian landscape, and the
Canadian artists attitude to the land, whether abstract or figurative.
It was different. Vive la différence!

‘While the post-war European painters saw the landscape as a
somewhat foreign or idyllic visual terrain they could play with
thematically, American painters seemed to want to revere the power
of nature by formalizing the land’s wild and spiritual aspects (as if
these could ever be contained, controlled or systematized). Jackson
Pollock, the country boy from Cody, Wyoming who became the
big city abstractionist is the primal example. American abstraction
did capture the unseen mystery of nature’s force, but why the need
to dominate it, capture it all by making the visual vocabulary so
mechanically prescribed? (Mark Rothko still is a delightful
exception.) Jean-Paul Riopelle’s Canadian tableaux embodied
something completely different. They captured the energy of nature
that is an integral part of the life of Quebec - that rural image. It
could be those aerosol spray painted geese we see in the 150 foot
long Hommage a Rosa Luxembourg (1992) now at the Musée du
Québec, or those splayed abstract collisions and agglomerations of
palette-knifes work from the 1950s and 1960s.

‘We must remember, as Northrop Frye recognized in The Bush
Garden that, for Canadians, nature is what has historically
surrounded us from all sides. Something of that legacy, that
memory, that presence seems to explode out of all Riopelle’s best
canvasses. There is always this unbridled sense that landscape as a
core source that cannot be controlled, and its joyful energy, that is
inherent to the language of Riopelle’s painting. This is that life, this
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nature, that landscape - Canadian and/or Quebec (take your pick)
that once surrounded us, and still does. We know it can never be
controlled, just as Riopelle never ultimately controls the outcome
of his compositions. It all comes together miraculously as if by
accident.

You can almost hear the sound of migrating geese in the later
Riopelle’s, the ones that follow his return to Quebec from the Paris
Galerie Maeght experience.

As a Refus Global co-signator in 1948, Riopelle became better
known than its progenitor Paul-Emile Borduas, particularly outside
Quebec. Yet his art always carried traces of that groundswell sea
change in Canadian art that the Refus represented. Riopelle’s
untitled watercolours from the 1940s have a fluid, almost surreal
aspect to them. The abstract paintings from the late 1940s through
to the 1960s almost look like aerial views of the northern panorama
as seen from an airplane. There is this feeling of space, of
movement, of forms and colours shifting in time, as though one
were moving or hovering above them.

Riopelle’s art likewise epitomizes that explosive energy that is
nature in microcosm, unbridled, uncontrolled, largely invisible and
unperceived. Raw transient energy and not that refined. A superb
sense of colour, harmony and balance. Resourceful. Textural.
Textures that collide with other textures to create material contrasts.
Seen as a complete entity in a single composition, the textures and
colours paraphrase the feeling one experiences in the landscape of
Quebec. It is not a feeling of being controlled, but one where the
chaos unfolds naturally, quietly, delicately, and with a rhythm all

its own - like Riopelles.
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up the casting studio before that the Ontario College of Art offered
her a fulltime position, a position that in Brunet’s own opinion
enabled her to transmit the knowledge acquired in the United
States to younger generations of Canadian sculptors.

For an exhibition held in 1999 at MEG Gallery in Toronto,
Claire Brunet played on and with a simple juxtaposition of real
physical three-dimensional elements from nature —some adapted
by the artist, other just plain nature integration— with
photographic images of nature. The effect was unsettling precisely
because real nature had more presence, and contributed to the
sense that imagery exists in a separate domain from reality, though
it can occupy real space. Real life twigs or branches extend out of
photograph of nature sites. Occasional colour is introduced within
a photo, making us aware of how imagery can be manipulated or
altered, even if it has the look of something natural. A tree section
has material added by the artist, again underlining how
manipulated nature is as subject and metaphor. The manipulation
exists in various domains, in science, or in art, or both. An arch
made of tree sections had arttached elements, and stood on a
seemingly artificial walkway. The bronze archway piece, for its
strange beauty and sense of a memory of nature and place, recalled
the sculptures of the Italian artist Giuseppe Penone. Itis now sited
in a garden in Quebec City.

Shopping at the supermarket or the grocery store, we are
seldom aware of labeling or what s real or not. Claire Brunet’s art
likewise replicates real food — potatoes, rhubarb, a pig’s head —so as
to cause us to question what is real — how we view it. At DeLeon
‘White Gallery in Toronto, Claire Brunet exhibited an ensemble of
three columnar potato installations, that Brunet titled Nature Age;
beyond Stonehenge. A circle of seven life size cast bronze rhubarb
leaves surrounded a ceiling to floor projected moving image of fire.
The circular configuration recalled Stonehenge.
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The rhubarb plant, a source of sustenance, is re-presented as a
bronze so as to ironically heighten our awareness of the real thing.
Artimitates life! Brunet comments that this work represented the
“Stonehenge burial site with the fire transforming the bronze in means
of transformation phenomenon of the nature. A circle within a circle
- Stonehenge sites, from Stone Age we went to the era of Bronze Age
to a present where nature is of the utmost importance, nature age.”

Brunet’s potato columns recall our primordial origins, much
closer to the context of nature than now and the essential role this
foodstuff played in the survival of many cultures. The columns
were placed on top of TV monitors and these were set into boxes
covered with peat moss. The projected screen images were of
moving water, a life source we can all identify with, and from
which everthing grows. Potato Columns 1, 2 and 3 played on
and with the extraordinary juxtaposition of image and reality,
symbolizing a distance our society now lives with, and considers
normal, that great gap between nature and contemporary culture.
The Stone Age, the Bronze Age and the Nature Age are the
three stages of civilization Brunet references with her columns.
Nature is presented as it is - the only difference is the juxtaposition
or arrangement of the various elements. This could seem surreal,
but actually heightens our awareness of the strange relocation of
nature, and of resources, in today’s culture. Apparently, Brunet
comments, human genes have been injected into potatoes, and
transferred from animals to vegetables during experiments in an
effort to increase production and resistance to illness. Gene
transfer or gene exchange has since become a subject of great
symbolic importance in her art. We seldom question the content
of what looks good as food. Surface appearance and colour,
texture all play a role is assuring us what we eat is good.
Unfortunately what is unseen can also affect our health Brunet’s
art seems to say...
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imported vision of nature, simply transposed onto Canadian
subjects by the likes of Owen Staples, Homer Watson and others)
to the topographical landscape painters who simply recorded and
documented the regions they visited, travelled through or
eventually settled, to the Fauvist and Impressionist-influenced
painting that immediately preceded and even paralleled the
breakthrough of Canada’s Group of Seven art. We should
remember that the Group of Seven were largely trained as
commercial illustrators and designers, working at such places as
Brigdens in Winnipeg and Grip in Toronto. As Group of Seven
painter A.Y. Jackson once commented:

“There was no definite division between painters and
graphic artists. Many artists painted during weekends and
in the summer months, and were illustrators and
commercial artists the rest of the time.”

Like Canada’s Group of Seven, John Ward likewise trained as a
commercial illustrator, graphic artist and designer. This initial
experience was insufficient for realism, or the simple depiction of
some potential narrative or scene did not enable the artist to achieve
a spiritual or emotional content. In a sense Ward achieves a certain
neutrality as regards his subject, only to then launch into the very
abstract interpretation of what are initially realist subjects. While the
Group of Seven were involved in building icons for nationalism, even
if unintentionally, Ward builds icons of nature. They source nature as
source. The fragility of the leaf structure becomes a nature matrix,
with its own variations. Light-dark contrasts, and a neutral backdrop
evolves these paintings into a realm where we are literally and visually
reading into the subject. These paintings flip back and forth, playing
on and with their purported subject. They go between representation
and a highly iconic, even abstract redefinition of the object/subjects
they depict.
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Leaves largely exist in a continuum of nature while painting
largely exists within the white cube, on walls, within a context
that is neutral, de-contextualized. Ironically the Norwegian
painter Edvard Munch would actually let nature act on his wet
canvases, hanging them on trees outside his studio, but the
nature — human culture paradigm is largely one where a line is
drawn, and the line exists to enable us to objectify and define the
meaning and purpose of nature, even to attach labels, to project
a production purpose to it.

John Ward is as postModern in a sense as anybody, and the
so-called contemporary artist can be as archaic in his or her denial
on the continuity of history and histology of nature as anybody.
And what of beauty...nature becomes a subject that necessitates
a denial or rebuttal of beauty in the postModern world, for any
suggestion of continuity or a relatedness to history, or the past,
would force artists to question their own originality, or even
their purpose. The multiform variations of nature John Ward
achieves underscore the fact that painting is not an altogether
objective activity, and that nature cannot ultimately be
commodified. Nature can, however, be re-contextualized, and
scaled up. Yet despite the scale and scope of these impressive
paintings, John Ward continues to explore the visual terrain in
nature, much as if it were a universe to be discovered. As the
artist explorer his roots remain in the world of discovery, and
reveal an essential curiosity as to origin, and the primal spirit
that humans may share as it pertains to our environment.

Nature is increasingly an island, a domain that is dwindling,
reducing itself, amid the incursions of a growing population and
economy. The expanding of the nature subject in John Ward’s
painting reflects a desire to understand what is omnipresent, and
yet this is a nature we are largely unaware of in contemporary life.
As abstract yet real paintings, these explore the visual flux and
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modern medicine where the human body is studied and dealt with
in fragments, in segments, rather than as part of a holistic continuity
or complete entity. The answer for the questions raised by an
artwork such as Divine Yellow is highly personal and can be
answered by each of us in our own individual way.

Artifice, theatre, and the links between art and life are extent
throughout the ever developing oeuvre of Shayne Dark. Given the
scope and scale of today’s artmaking practice where anything from
video, to multi-screen, to sculpture, installation, and more
traditional realms of painting, photography and the like exist in a
mutual relation as part of a broader phenomenon that is art of our
times, Shayne Dark has developed an approach that has much to do
with with layers of meaning. He builds icons that exist as visual and
tactile phenomena, something we cannot always relate to
environmental surrounds, (particularly with the earlier works)
sometimes while other recent works are very much about
integration into surrounds - a new approach.

Examples of the former can be seen in works such as In the
Round, Twist, Spin, and Collective Order. Collective Order
established a freeform arrangement of ball bearings uses simple
magnetism, A physical push-pull effect resultys. Twist juxtaposes
layerings of wood and builds smooth spiralling shapes. The ends
are metal covered. As enigmatic as they are these pieces recall wind
forms in a desert or erosion as it occurs in river or lake edges. These
forms interpolate, gyrate in space, and are as well built as old
fashioned wood airplane propellers. as sculpture they become
singular succinct engimas that stand outside of time defining the
space that surrounds them. He plays on and with materials,
transforming them, so they become something else. Again and
Againisa two by four foot wall mounted piece that is a kind of Pop
organic illusion. The patternings could be fouind in nature or they
could be designed by the latest up to date designer. This is op art
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where illusion exists in the way forms are repeated in microcosm,
in so many of nature’s forms, and alternatively it has that designed
look of a golf ball’s surface. Take your pick! Natural or synthetic the
subject is endlessly intriguing. In Due Time literally draws with
three foot long sticks on wallspace. With an eloquence worthy of
nature herself the piece literally traverses a corner of a wall and
continues on its way. The hesitant affirmation of the language and
form of nature and its re-application as material for the language of
art, Paradise Gate weaves a crown-like circle with white painted
sticks in such a way that light interacts, and it comes to life. The
allusion could be to Christ’s crown of thorns, or likewise to the cycle
of life. The relation between the sticks and space establishes a kind
of visual calligraphy, or shorthand composition that we read into.
The effect is visual edification personified. Spin has a spared down,
quasi-minimalist eloquence that draws on and develops its tension
simply from the spiral progress of a line of steel.

A more enigmatic work that contains within it a potential
narrative is Hunting the Ego. This primitive art brut piece is
made entirely of carved wood and it literally hangs in space. Its
tusk-like form has a lead covered surface, hammered
painstakingly by hand. Something of a nostalgia for a craft
aesthetic, and for an era when objects of manufacture involved
a broad-based human intervention in this art piece. The object
arrived at its final form through the skill of 2 human hand and
the acute observation and study that arose from observation,
design and the human mind. Contrasting this, The Promise is
a much more forboding structure whose bottom half is pure
black and with an upper section resembles that of a grain
elevator. As an architectonic form, this sculpture looks archaic
even ancient, but its a burnished aluminum surface and
formidable features have a redolent solidity. The form exists in
a kind of iconostasis as a direct real object.
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magico-comical. One night, as the event was drawing to a close, a
sacrificial or ritual burning took place by the harbour’s edge of
Antoine Thomas’ Présage, an impressive large scale wood sculpted
siren/sea woman, like those that once adorned the seagoing
wooden ships prows.

As Canadian anthropologist Wade Davis has noted, the
number of dialects and languages in the world are diminishing at
an astonishing rate, increasingly threatened by globalization. With
each language or dialect we lose, Davis affirms, we lose a potential
cosmology or worldview. Experience Acadian culture visually every
summer in Caraquet on the shores of the blue blue Baie des
Chaleurs at the Festival des arts visuels en atlantique - a lively
exchange, ever changing and evolving, a well from which you can
draw a taste of, and for, Acadian culture and identity.

S

OUT FROM UNDER: SUSAN FEINDEL AND CINDY STELMACKOWICH

ut from Under at the University of Moncton Art Gallery

brought together two artists’ installation works under the
premise that both addressed the growth of scientism in all aspects of
life. Feindel sees the earth as a living body and uses as her raw material
sonar scans from an Arctic icebreaker on which she spent time.
Stelmackowich’s installation treats the objectification of the human
body in medicine using charts, medical intruments and cut out word
fragments. Both artists’ discourses are limited by the same diagnostic
constraints the scientific researchers and medical people they have
chosen to deal with in their art have.
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Feindels artists book Speculations and Intersections: Canada’s
Eastern Continental Shelf (1999) draws on fishermens’ concerns in
the face of the legal destruction of fish habitats and mediaeval stories
of Saint Brendan and the Irish monks’ voyages to the Western
Atlantic (ca. 484-577) Cindy Stelmackowich’s wall mounted glass
vials with floating word fragments allude to how science categorizes
and labels virtually everything. Isn' that simply the scientific process?

A table of shiny medical instruments -a huge metal syringe,
scissors, a clamp - has two large jars with printed cut-out two-
dimensional models of a heart and lungs inside. The room is
darkened and has two anatomical charts of the human body (one the
respiratory system, the other the digestive system). Is the artist’s
intention to help us see how science simplifies our sense of what and
who we are, or inadequately illustrates the real situation? If this is the
case, Stelmackowich’s installation uses the same dry diagnostic
presentational methods as the medical world does. Another table has
alarge scale dictionary whose centre has been cut out. Words, phrases
and chunks of composite lettering can be seen through a magnifier
floating in a seeming non-space of de-identification. Suspending the
Laws of Medical Practice implies that the science of medicine
quantifies and labels the human experience ad nauseum but is too
spread out for us to get the message. Carefully applied coloured beads
appear as decorative “growths”on the medical charts. They represent
pain spots on the body. Stelmackowich’s appliqué beadwork from the
Pain Diary series appears on another table affied to marbled paper
that strangely resembles a cut-away view of human skin and fat
sections. The beads create an eerie effect: the black ones congregate
like cancer-like spots, and there are white beads in another...
dictionary fragments refer to the eye, lung, kidney,...

Susan Feindel’s It will Smell with the Breath of a New Born
Baby in the next room is lit by ceiling lamps that descend to justa
few feet above the floor. The dark abstract painted works give the
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itautopia. (André Fournelle, a friend of Pierre LeBlanc’s calls it an
uncomfortable utopia.) Montreal’s development has followed the
pattern of gentrification and mushrooming suburbs and city
quartiers, like Céte St. Paul, where LeBlanc grew up, have
suffered as a result. These neighborhoods and communities
have to be reinvented to deal with the vast changes taking place
in society. For LeBlanc, the destruction of our cultural and
architectural heritage, in his own words “highlights that these
are world problems and that the changes to our constructed and
natural environment are irrevocable and universal.”

Pierre LeBlanc expresses the state of contemporary
culture, its dystopia, and engages in creating recombinations
that propel us into a dream world that was once a reality. His
souvenirs exist in the present and are anathema to the ongoing
physical transformation of our environments. The artist’s books
and artworks presented at the Musée de Lachine are very much
about a world where memories of events, people, and places,
exist in a private sphere. Any erasure leaves traces and LeBlanc
integrates these remnants, those willfully discarded stories and
histories; photos, mementos, drawings, object elements. They
enable us to build meanings, re-visit those people, places and
times, but this history is ingeniously manifest in material
juxtapositions. Scale, architecture, traces of human activity and
minute details are redrawn.

Up until the present, Pierre LeBlanc is best known for his
large scale site specific projects, such as Les Mots Nous
Regardent (1999) at the Ecole Saint-Jean-Baptiste in Val-
David, Passage Est-Ouest, Drection Nord (1986-89) at the
Centre hospitalier de Saint-Jérome and Souvenir de 1955 ou
2026 Roberval (1992) situated outdoors at Parc René-Lévesque at
the Musée plein air (Lachine). Souvenir de 1955 ou 2026
Roberval (1992) at Parc René-Lévesque is LeBlanc’s tribute to
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the family home at 2026 de Roberval in the neighbourhood of
Céte St. Paul where Pierre LeBlanc was born and grew up. It
has since been destroyed and demolished, is now justa memory.
His parents moved there from Iles de la Madeleine and there are
traces of this maritime heritage in the steel boat oar that
supported by two pillars, creates the form of a bridge. At the
end of this bridge/oar, we can see a miniature replica of the
house Pierre Leblanc was born in. There are numbers from
LeBlanc’s childhood home address, likewise referrred to in the
title, cut out of steel. The positive cut out steel numbers have
also been recycled to become an integral part of the piece. A
theatrical sense of reconstructed history is achieved by using
architectural fragments - both classical (an allusion to the
integral and cherished notions of democracy and civic culture)
and contemporary (the place where human souls are
engineered) in Passage est-ouest, direction nord. Theatre is
everywhere, if you want to find it, in the accidental elemental
inclusions we find throughout LeBlanc’s oeuvre.

History lives on in the hearts and minds of people. Long
after the wrecker’s ball has erased those buildings, these
neighbourhoods, it resurfaces in transitional small scale
sculpture works, such as Lieux sans temple series, Le calme
trompeur des grandes villes (Paris by night), and Soutiens de
Paris, #1 and in LeBlanc’s artist books. These sculptural
assemblages incorporate classical architectural elements, the
discarded refuse of overproduction. Often painted a uniform
white, an allusion to the way memory flattens experience into a
continuum, Pierre LeBlanc’s artworks implore us to reflect on
this state of constant transformation. The environment is seen
as a plastic medium, with replaceable icons, symbols, a place
where language is a physical phenomenon. The assemblage of
elements, and uniform colour, recalls Louise Nevelson’s
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a coastline, and painterly inscriptions. It is as if Doig’s human
subject had absorbed the landscape within himself and been
transformed by it.

Nature still seems a place to escape to, or into, just as it was for
the Group of Seven, but the haunting thought remains in looking
at Peter Doig’s paintings that we cannot escape social realities. They
are as present in the painterly psyche of these landscape as they are
in the city. Take Canoe-Lake (1997-98), for instance, a title that
could have been derived from the Tom Thomson myth and tragedy,
itself the subject of Joyce Wieland's classic Canculture film The Far
Shore. In Doig’s painting there is the immediate sense of tragedy in
the slumped over figure in the canoe, but the tragedy is somehow
intangible, something we cannot seize on firsthand. Strangely, this
painting with its stubby grasping tree forms in a darkened
background and the black foreground strip below seems a filmic
allegory for that Canadian sense of perpetual loss associated with the
landscape. Indeed, just as the Group of Seven or David Milne
landscape provided as sense of cultural cohesion so contrary to the
urban reality or First World war, its barren-ness and solitude
likewise implied a muted violence. Doig catches all this in the green
lake’s murky waters, the mute statuary of painted figure and canoe,
but renders it in a void-like mediatic way. Itis as if the displacement
associated with today’s technology has now supplanted the angst
that accompanied industrialism for the expressionists.

Echo Lake (1998), a work derived from the horror movie
Friday the 13th recalls, in a strange way, New York painter Stephen
Lack’s bucolic suburban and urban paintings, and uses secondary
media sources in the same way. Doig’s scale is much larger than
Lack’s and the paint application is thinner, sometimes stretching
right across the canvas. A police car and solitary figure with
downcast face rim the distant shore of the lake. The dull sky, and
atmosphere conjure up this desolate setting, one that Norwegian
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expressionist painter Edvard Munch might have chosen for his
angst-ridden scenarios of the human condition. But Doig’s nature
recreation is wholly contemporary in style, even if the landscape is
still northern. Post-Pop saturated colours resonate in 100 Years Ago
(2000), a composition dominated by the Romantic scenario of a
bearded figure in a canoe. The island that looms on the horizon, the
ethereal sky and ever so blue lake waters further the other-worldly,
post-Pop sensibility of a lost paradise.

While Peter Doig now lives overseas, these large format
paintings deal with the Canadian landscape as some kind of
intangible source, a place we can dream of; but never actually be in.
Doig paraphrases the human condition in an altogether urban and
very contemporary mediatic way. Paradise is lost, but so isany kind
of utopian dream or project. Doig’s earlier Concrete Cabin series
drew on Le Corbusier’s architectural inventions as source, his Unité
d’Habitation apartment buildings in particular and this spurred
him on to depict isolated dwellings, shacks and cabins, Most of
these scenes are not at all utopic, instead somewhat oppressive and
laden with some immeasurable burden of reality. In an earlier work
on view titled Cabin Essence (1993-94), for instance, we look
through a dense tangle of forest trees and only get a partial glimpse
of a building, like outsiders. Nature becomes an obstruction,
something that takes over and precludes a more comprehensive
vision of the building. We sense something of the nature/culture
divide here. Likewise, in Briey (Interior) (1999), the interior of a
designer house has the same foreboding feeling as the landscape
works. But here the barrens are Bauhaus-inspired interiors, linear
and textural, and there are no people in the scene. The barrier, in
this case, is no longer the forest or trees or even a landscape, but
a ladder that leads upwards to more emptiness. Ski Jacket (1994)
is a more open, joyful piece, that fuses figuration and abstraction,
a treed mountain winter landscape and the silhouette of a ski
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art integrates in a living landscape with sensitivity and as a
functional element that co-exists with nature and life. Bolted into
the side of the cold, hard granite is the 40-foot steel ‘7ogf.” Openings
have been cut into it to accommodate trees above. E.J. Lightman’s
shelter alludes to the natural history of the land around the Tree
Museum, and provides a quintessentially human intervention. Not
only are associations with shelters practical and reassuring, they are
an affirmation of human history and the way we envision ourselves
in relation to nature. As Lightman comments: “When I began
working on this project, I was not aware that I had built tree houses
when I was young. So this project is a continuation of sorts of these
earlier playfiul things done when I was young. ™ The fact that we are
naturally attracted to building structures that protect us, or are a
defence against nature, is endemic to the human condition. Artists
who build or construct structures and shelters often apply a
modular or primitivist method, but the conception is always has a
direct relation to the art event, or the temporary, photographic and
theatrical nature of the art action.

The notion that structures can have a permanence within the
land is very unusual for an artist in our era, for it views the act of
art in a progressive way. In our era, art is often equated with
dysfunction, deconstruction and ineffectual entertainment.
Lightman has countered this attitude with a positive intervention
that embraces the ancient stone, and the old and ever-changing
landscape. Structure is conceived in terms of pre-existing elements
within the holistic continuum, the entropic landscape.

This shelter is a habitat that leaves nature as part of its form. A
human dimension is literally added to nature. No attempt is made
to disguise the structure. In this case, integration plays on the
contrast between prefabricated steel and natural structure of the
stone and land. A natural experience of the land is contrasted by this
conscious intervention. Lightman’s approach to working in nature
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contrasts with that of many artists who live in big cities. She does
not seek to deconstruct models of nature, nor to transpose images
or objects into or onto nature. Lightman’s initiative perceives a co-
relation between nature and humanity. It is an inescapable fact that
people who live in close contact with nature are imminently aware
that nature is a volatile and resilient presence in the land.

Nature may be fragile, and human intervention may transform
nature, but humanity must develop ways of protecting itself from the
effects of nature — just as other species may do through camouflage,
breeding and specificity. The bold integration of a roof structure,
angled and bolted with steel support beams, could be called positivist,
or modernist, and supports the notion that nature is inextricably tied
to the human experiment and to our presence within and on this
planet. It is interesting to consider that species can be related, even if
in different hemispheres. Ina sense all nature is likewise related by the
life process, whether northern or southern. Pinecone Seed 2004
comprises an oversized pine cone that itself is an amalgam of cones
that represent a northern species of tree. The larger cone is also an
assemblage, made from many cones. The work has been dipped and
covered in wax, then cast in bronze. From that quintessential
Canadian symbol of nature - the pine tree — to the altar-like micro-
shelter made of coral, cardboard (like the larger pine cone also dipped
and covered in wax, then cast in bronze) and pine cone as its central
components, Lightman has created an homage to nature within
nature. The other and smaller “structure” Lightman has situated on
this sheet of glaciated northern granite combines pine cones, coral
and a cardboard box that unifies the structure/assemblage.

The species of coral that makes a window-like element in
Lightman’s box structure comes from a southern part of the world.
The assemblage also has an element common to urban life in a
production economy: the cardboard box, usually a product coniner.
A pine cone cast in bronze in a 1:1 scale sits inside this miniature
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woman, and delights in a deco style. His mission, to communicate
a religious message through art, literal and laden with the English
village life vernacular, can be seen in Christ Carrying the Cross
(1920). Here, details of ladders being carried by workmen (or is
itdisciples?), of a cottage crammed with “angels”leaning out of its
windows, seem too naive, even as Spencer sincerely believed in
this message. Ditto for The Crucifixion (1921). The landscape
and Christ on the Cross seen from a bird’s eye view, though
modernist, even art deco, looks incongruous, as if God and real
life met awkwardly at some crossroad in Stanley Spencer's mind.

Spencer’s paintings from the 1930s are haunting and obsessive
depictions of his sexual awakening. As evocations of an inner life,
they reflect a bizarre obsession and guilt that turns inwards. Toasting
(or Sociableness) (1937-38) shows a nude couple cooking a slab of
meat in front of a fireplace, while Consciousness (1938) casts its
shadow on a gossipy dressed-up couple. As expressions of convoluted
relationships with both of his wives, these paintings share something
of the macabre with Bosch and the painter Edward Burra. Spencer’s
penetrating portraits of himself and his wives are painful, poignant,
and with a feeling for the spirit within. They conclude with a Self
Portrait from 1959, when he was dying from cancer. Amid the
angels and the dirt, Stanley Spencer undoubtedly had a vision,
however perturbed and at times confused. It was entirely his own
and he never wavered from that vision.

%
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ANDREW CHARTIER: MOUNT ORFORD AUTOPSY ODYSSEY

enaturized, we think of nature as something distant from us,

whereas the environment we live in, and depend upon for
what sustains us, is nature. Water is a precious resource, and one
that carries traces of industrial contaminants within it. At Mount
Orford as artist in residence Andrew Chartier set up the chalet
where he stayed asa pseudo-scientific base of operations. Decamped
on site meant exploring local flora and fauna and integrating his
public art process into a nature art process - nature being the public
more often than not here, aside from the occasional tourist.

‘With from ten to twenty visitors each day, who dropped by
to ask questions about the natural and artifical in the modern
environment, and questioned Chartier’s approach to artmaking,
the project stimulated debate about the ongoing threat of
development at Orford and selling off of land for condominium
development near to Orford’s ski lift area.

Chartier’s summer of 2006 Orford experiment plays with the
role of animator. In this case his art becomes a pretext for engaging.
in a dialogue on the nature culture divide and environmental issues
but equally the contrasting machine and interacting body (artist)
infiltrating nature. For the project he brought two of his A-
Machines - mechanical prototypes for a prototypical world, where
logic follows design, yet design counters the logic of consumer
production. Among these were the Anemometer and the
Pluviophone. Chartier’s Pluviophone is an on-site sculpture that
registers and responds to rain and can measure acidity in water.
Using the natural effect of rain following gravity, this sculpture
moves a series of wheels, causing them to turn. The water from
several funnels collected to pass through a pipe where its Ph level
was then measured, and during a few days in June, due to consistent
rain and a provincial smog, abnormal pH levels (below 5.6) were
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weighty, stolid nature and outward appearance of the steel they are
made of. Indeed these “walls”have a defensive or protective quality
while the opening in the centre of the piece is smooth, light
sensitive. This inner basin catches and bounces light off its interior
walls. The directional nature of the two pointed ends of the
sculpture, its placement within a white cube gallery space, recalls the
early days of minimalism, and Brian O’Doherty’s essay Inside the
‘White Cube, originally published in Artforum that defined the
minimalist moment but again these works are allegorical,
experiential, and have a metaphorical cadence.

Channel Pass is one of ZelenaKs larger “ground bound” 9000
pound stationary sculptures. It could be a boat or vehicle embarked
onajoumey, but its interior form and mass make it more intuitive,
a metaphor for an inner journey. It is a sculpture infused with
markers that visually direct or define space. ZelenaK's Table 1, Still
Life With Divining Rod is a 1500 pound square sculpture, literally
a table with a concave bowl in its centre. The monochrome nature
of the steel table, with a branch/twig shape that both obstructs and
protects the bowl space inside suggests a search, perhaps the artist’s,
to find a meaning, but the source - water- and the meaning - are
quite literal, and direct us towards the natural and physical, not the
temporal world. The bowl could be a metaphor, or the actual
container that gives and sustains life. Another with the elegant title
Dowser Fountain with a Memory of its Forgotten Past comprises an
imposing round well composed of bricks made of steel. It is
formidable and suggest closure, fortification, and spatial confines.
There is a tension in this and other more recent sculptures between
their austere mass-volume (now scaled down, reduced), and a more
intuitive, feminine side that directs us to unseen forces that guide
us all in life. The divining rod metaphor is one such sculptural
device that posits an invisible source, and an unusual and very
potent one - water. Still other recent Zelenak forms reference the
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container or vessel, an archaic emblem that carries water or reserve
material.

The 16 small wall mounted plywood pieces have poured tin
sections. The tin filled areas, like the “inner bowls” in the larger
works, are areas of containment, that compliment stylized and
simplified landscapes. These child-like wall placed landscapes are
metaphors for a natural world, but they are inscribed on gallery
walls. The panels rephrase the temporal and spatial preoccupations
dealt with in a more abstract manner in the “ground bound”
sculptures Table 1, Still Life with Divining Rod and Channel Pass.
The wall pieces with their hieratic and symbolic markers cut from
tin, its painted clouds, its land and sky equations, is entirely
intentional. The fact they are arranged in a sequence and play off
the weighty steel sculptures animates, builds a sense of variation on
the show’s theme. The vessel or bowl shapes we see symbolize a
direction, and are like markers, but on a grand scale that direct us
towards our inner self. Nature plays a seminal role, and the journey
is a metaphor for our life journey. It is an uneasy equation, never
resolved, only intimated and intuited.

Ed Zelenaks sculpture continues to evolve with an acute sense
of sculpture’s physical and tactile qualities. As one acquires a broader
understanding of Zelenaks life output asa sculptor one realizes that
his sculptural approach personalizes a broader understanding of the
correlation between body, memory and architecture/structure(s).
His contribution as a sculptor is in the way he personalizes our
intimate, even instinctual relation to physical architecture,
environment and space. Zelenak does so in a quasi-scientific way,
broadening the discourse on content, experience.

The diagrammatic cues he develops are as much theatrical and
performance-related, as they are evocations of the 1960s when he
began his career, and when minimalism reigned supreme, but
Zelenak maps experience with a comprehensive and qualitative
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become more aware of the artwork as something that is at a point
of forming, not entirely complete. The process is incomplete by
definition. The seal doubles are somewhat ironically sited on top of
a piece of white lacquered bedroom furniture. The structure on
which they rest is also part of the art. Allusions could be made to
constructivism out of Russia, or to the discourse surrounding
structures and their meaning in aesthetics. Yet the two forms atop
this piece are anomalous and entirely non-structural in spirit. They
become analogous to objects deconstructed in space.

By expressing a super-sensuous idiom for art in an
environment, Valerie Blass actually carries her expression a little
further than most, to a place beyond the senses, but she does so
describing sensations visually, in an almost Joycean way. This is far
from the Classical ideal where rational representation and some
organic vitality conjoin. Instead Blass* aesthetic expresses a barbaric,
even marginal approach to what an expression is or could be,
although she revealsa keen awareness of those principles of organic
unity and presupposed order that accompany a modernist
projection on the material. We can link modernism to some
essentially classic motivation, ordered by an economy based in
rational progress, even if the avant gardists throughout challenged
this order. All art is incorporated into this ethos of an aesthetic. Yet
Blass can weave a story out of it all, for she narrates with materials,
and does not seek to confine her expression to a terminal
completion. And so these works embroider upon notions of
mimetic reproduction that so enthused the ancients in Asia or in the
West, particularly when it came to religious icons, or Buddha's. The
sacrosanct character of art lay in its imprisoning of aesthetic under
the banner of all that is unique. In so doing, art became entrapped,
for its aesthetic no longer could link to an ongoing ontological
chorus of souls, or to a beingness that is always cultural, endemic,
linked toa place. We are linked to no place, we seek place in images.
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Hence the apparently incongruous objects, reproduced, induced,
and assembled to project a dream-like manifestation.

Blass is Blass. Her art blasts into the places it wants to, with a
light step, sometimes there is light there, othertimes it is very dark.
It always carries a memory of the deformation of purist aesthetics
that has taken place, thus rendering the ritual of art history obsolete,
re-enacting a ritual that moves beyond idiom, that seeks to remove
any sacrosanct labels. The eventual or present mutation will melt it
all away, as if we had no memory, as if we could not remember our
own names. This is the fusion and erasure of codes and signifiers we
live with daily. This is the life we read into now, even as we live it.
The future is seen through a lens/screen, as if we had no peripheral
vision at all, in an auditory, less visual culture, and we fix on the
subjects we fix on, while the wind blows their way through this
eternity amid a pile of reality. And there is a little bit of art there in

that pile of reality too!

JACQUES LIPCHITZ: A RETROSPECTIVE

acques Lipchitz is a paradoxical sculptor, one whose work has at

all times confounded critics and historians. Part of the reason for
this is his unmitigated individualism, and the complete absence,
later in his life, of any relation to contemporary developments in
sculpture.

The current retrospective, curated by Alan Wilkinson, is the
most comprehensive since the 1972 retrospective at the
Metropolitan Museum in New York. Spanning over 60 years of this
prodigious sculptor’s career, it is rambling and eclectic, an attempt
by its curator to redress a much maligned reputation.
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KATHRYN LIPKE: Locus IN Quo

he Barents Sea region of Scandinavia, is the focal point for

Kathryn Lipke’s latest installation and multimedia Locus in
Quo show at Maison de la Culture Mercier in Montreal. Kathryn
Lipke adopts an almost categorical approach to her subject -
northern culture, environment and identity - bringing together
an array of materials, craft and high-tech tools, classifying nature
by way of process, material, image and object; all this to convey
the simple message that nature continues to sustain us all, despite
apparent neglect and abuse. There are surveyor’s transoms near
the entrance to the show. One of them has a map of the
circumpolar regions beneath, as well as a file drawer. Opening the
drawer you find cards with personal notations and reflections
inscribed by Lipke. One reads: Silence keeps things open’ while
another states ‘J¢ is essential to enter into these explorations from the
centre, the inside.”We look into the viewfinder of another transom
adjacent to this not to take a reading, but instead to witness a
myriad of close-up video views of undulating water and ocean,
wave motion, rocks and shoreline, that are coupled with distant,
oblique panoramas of coast and mountains. A third transom
brings the focus back into the gallery. Looking into this one we see
a large scale photo, actually in the gallery, of an empty chair placed
innocuously by the shoreline.

The transom, associated with mapping, and tonquering’ the
landscape through measurement, and mapping, is a seemingly
innocent tool, but so is the video camera. The video sequences
that emerge from two floor-placed monitors again emphasize the
physical landscape. Close-ups of the coastal shoreline, overlapping
images of the wind and sea give a sense of the cycles of time,
climate, and endless change, merging with distant views of the
Barents Sea coast of Norway and Finland. We sense the patterns
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of energy, of wave and air motion and the sparse, barren and
eloquent beauty of the northern Scaninavian coast. Visual
sensorial scenes of a homemade swing in a field, of a fish drying
rack with its graceful roof-like structure and an abandoned
fisherman’s house, provide brief imagistic clues and fragmentary
traces of the human presence. The emptying of our oceans by
factory ships, the pollution of our atmosphere, climate change,
all these effects are not immediately measurable, but the ordinary
details of a bed, an armchair, and a kitchen where even the plates
and dishes have been left untouched in Lipke’s video sequece are
a salient reminder of how this tragedy affects people’s lives. A
disaster has happened here.

The ocean, once a source of livelihood for these local
fisherpeople, emptied of its resources by factory ships and over-
fishing are the real reason they have abandoned their ancestral
place. A sign warning that dumping is forbidden, followed by
images of the detritus scattered near the seashore -scrap iron,
plastic and broken glass bottles - all add to this disquieting feeling
of abandonment and neglect, yet merge with the rhythms and
patterns of nature which are the platform on which it all rests.
The message could apply to anywhere in the world but is all the
more cogent in a northern environment, where each effect and
action like the shadow of the sun leaves a longer dent in the fragile
landscape. The image of water flowing simultaneously in two
directions; ocean tide flowing one way, of a river flowing the other
towards the sea are a sublime comment on our own lack of
direction in dealing with the resource renewal problem that besets
the world.

‘While Locus in Quo in Lipke’s own words, is intended to
createa place of inner existence’, when she transfers her energy into
the craft and object elements the show develops a narrative
strength by identifying and working with nature’s materials
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Bois will often use materials found in his immediate environment,
and along the shorelines of the St. Lawrence river. He finds them
in nature. He begins to discover a form, and this is integrated into
alanguage that suits the materials he has discovered and works with.
We can see this nature appropriation and re-situation in his own
backyard in Riviére-du-loup where he has build a series of stone
works, that resemble ship forms, or concave landscape
interventions. Following the surface of the existing land, and then
indented into it, these stone emplacements heighten our awareness
and sense of place. Set within these stone areas are tree trunk
segments. This experiment with art in the land led to the Emprise
(2000) intervention, Here, Du Bois installed found stone elements
that became like indented markings along the shore line of the St.
Lawrence river. Situated near a trail, the artwork was a sort of
metaphor for the traditional hunt. An inverse metal pyramid (man
made) set into the ground had a rock that directed the passers-by
0 a table made from a tree trunk. Between the table and the inverse
pyramid the two ships of stone had wood elements (from a pier
and tree limb) that had anthropomorphic animated characteristics
like animal life.

The ritual feeling of this landscape intervention is of a journey,
of boats going on a voyage of discovery. The approach André
Dubois has towards sculpture is not just respectful of the characters
of the materials he uses, but equally of the place he works in. He lets
the materials have their own voice, lets them speak within his
conceived artwork. This notion that an artwork has its own essence,
is an ancient one, and recalls the anthropomorphized sculptures of
African and Oceanic tribal peoples.

In his own backyard Du Bois built a 10 foot high structure
using stone and driftwood found along the shores of the St.
Lawrence river. This nature assemblage involved building a series of
steps using 2 tons of stone. Created in situ, Oeuvre au jardin
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(1997) became the support structure for its own completion as the
sculptor climbed upwards integrating wood sections into a naturally
undulating platform in the air. Stones were set in between the tree
branches to a considerable height. The project took a month to
complete. This sculpture recalled a story Du Bois once read about
a particular species of eagle who builds his nest, increasing its size,
until it deconstructs from the weight of stone and wood. This
interesting story could be a paraphrase for our ambitions, which
drive us upwards while we forget the foundations beneath that
supported us early on.

A Labri/a découvert (1997), another sculpture that used
nature to build a structure, again involved building the work in
stages. The nest structure of this piece was eventually reclaimed by
nature. Wild growth overtook the original form, adding to it.
Nature eventually overpowered the art! The backyard piece,
described by Du Bois as a process work, likewise became too heavy
and untenable, eventually deconstructing itself, according to the
laws of gravity. The language was appropriate to the region Du Bois
comes from, for this type of wood is very often visible along the
river shores, and this kind of stone is there too. The structure
suggested something hastily built and fragile, perhaps not entirely
impermeable or protective, but temporary.

One cannot call the language of André Du Bois’ sculpture
primitive any more than Giacometti is a primitive: each action or
sculpture is manifest only after a great deal of reflection and
experience has come to bear. Site Specific Assemblage with Found
Materials.

Though the materials may seem rough, they are what we find
in our North American, Canadian and Quebec environments. If
there is a discourse that could develop in literature and art, it is this
strange existential experience that nature and humanity share in a
country that was perceived of as wilderness, as a bush garden even
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and all. But Cardiff leads us like a tour guide into fictional
InnerWorlds in AnyWorld, describing specific visuals in these
environs, as we hear them in real time sound. Villa Medici Walk
has awhole fiction that develops alongside the walk that stretches
our sense of time and space so it becomes a quasi-fictional
environment. It’s less about the story per se that Cardiff unravels
and more about the perceptual tricks our mind can play when the
borders between fiction and reality blur, even if that blur s largely
technologically-induced.

A Hitchcock-like suspense develops in Villa Medici Walk as
we listen to the sounds of gunfire, machine guns. A boyfriend’s
micro cassette recorded messages talking of a destabilized reality,
marching boots. Cardiff, meanwhile, continues her walk,
describing places and giving us instructions like a tour-guide. The
sound effects are location specific. With headphones they are even
more exacting than, say, sitting in a film theater and watching
film visuals. We make this leap of faith...but beyond the
ambiguous plot fragments, private comments and real sound
environments, what is Cardiff really doing? Superimposing
imaginary space onto real public space, and introducing other
layers of perception onto reality? Is Cardiffs merely a standardized
“fictional” stance, or is there more than meets the ears, or five
senses here?

Cardiffs walks can include actually guiding art-goers through
the Munster streets or the MOMA collection (as she did for The
Museum as Muse), wearing audio-cassettes and listening to her
unofficial taped versions of reality or fiction, take your pick. We
are as captive and blinded to reality by her pre-recorded
soundworks as we would be listening to any other audio-guide
tape. Playing around with camcorders, CD players, assorted
gadgets, and last but not least with the (individual or collective)
heads of audiences, may alter perceptions, but fiction/reality
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dilemmas aren't resolved o clarified by the experience. Most
people are already aware of the reality/fiction stew, with or
without the various paraphernalia and gadgetry Cardiff uses to
instruct us, as she offers up a drift of a thought.

SE=

BRUCE MAU: MASSIVE CHANGE

n a post-McLuhan era where the horrors and pleasures of all the

Global Village have come to rest on a computer screen, Toronto
graphic designer Bruce Mau has assembled an incredible range of
broad-based information on technological transformation for
Massive Change: The Future of Global Design. While apparently
impressive and obviously full of “#nformation”, one wonders what all
this exhibition’s information can possibly do to enact change. While
the notion that design and designers can play a role in transforming
the future present holds true (just look at what the Bauhaus did to
architecture in the early 20th century), what is not understandable
is how one can “exhibit” such a vast range of specious and highly
specialized information and make it hold water with a broad-based
public. This is what happens when the information age matures. It
breeds more information which is far from design principles based
in real world observation, limits to materials and economy of
means. Instead we are witness to a surfeit of information on all
manner of issues from Cyberwar, to military economics, to tissue
engineering, to the worldwide grid, to integrated systems, to the
notion we are building a global mind. (How Orwellian... Do we
really want one?) All speculative, all interesting for eggheads, but
please don’t preach!
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structures are shifting, that they could potentially heave up like a
sheet of ice on a river in spring. This figural relation makes these
abstract and labyrinthine allegories interesting.

Demeure No. 5 (2001) has several layers of wood that, like the
other sculptures, involves attaching wood sections to one another.
A side view of the piece presents us with a tiny chamber or tunnel
we can look into. A chunk of light filters down through an opening
on the surface above. It is as much the light as the dark wood
structure that conjures up a sense of night in this cast bronze piece.

These new works by Roland Poulin prove him to be as active
and accomplished a sculptor as ever. The way he plays with space
reveals a sincere interest in the nature of built and inhabited
structures and the space that surrounds them. The sequence of
mixed media drawings in this show have similar angular forms as
the sculptures. Often two or three sheets of paper attached together
form larger collage works. The forms yet again represent abstract
shapes in the process of moving, shifting, twisting, and they are
standardized. The quiet theatrical aspect seen in Roland Poulin’s
sculptures approaches representation with an abstract taste for
symbolism that some have called Catholic. The formal
representational and hieratic reckonings these sculpture structures
embody seems less important than that near-Baroque sense of
gesture and abstract psychology they suggest. These unusual
sculptural conjunctures have built in flaws and measured
inconsistencies that make them fallible, and formal, yet

quintessentially human.
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CHANNELLING GHOSTS: MARION WAGSCHAL PAINTS THE FIGURE

ile the subject of Marion Wagschal’s paintings of people
are often set in bedrooms or living rooms, her art is
something of a sleeper in the art world. Not yet fully recognized
and a mature artist, it is quite amazing her art has not been
snapped up by a Canadian or American museum for a major
catalogued retrospective. What is more Wagschal has stayed true
to her own vision. This remarkable show of her portrait works
includes some very significant group portrait works. These
function not simply as likenesses recorded but alternatively as real
life reckonings of the history and experience of the peoples being
brought to life in paint. We sense that these paintings are neither
exposés nor clever realist captions. Instead these works are
psychological renderings, and resemble Leon Golub’s for their
atmospheres of sometimes tragic othertimes densely charged social
anomie. They also can be compared to the paintings of Lucien
Freud for their febrile, wavering lines that become synonymous
for a certain psychological incertitude. But despite the smell of
impending death and the absence of fresh air, even the sense that
these old peoples worlds are shrinking and moving inwards, and
that they have little to do with reality these are ultimately hopeful
visual experiences. The bodies and environments literally grow
outwards confirming a state or states of being.

If Jean-Paul Sarte were to see them he would understand for
they express the wartime experience and the desolate nature of
relations after incredible destruction. It is not the experience itself
now, more the inherited memory of all that. These paintings havean
edgy admixture of fate and destiny. After all, what is identity after so
much has been removed. And what is a relationship even if the
people are there when the potential for memory and place are
displaced, removed, relocated. It is a hard scene to work with,
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Burterflies, Hearing the Forest, 'Eventail, La Volute, and La Tour
Lumiére. Some of these forms involve grills, that are folded, or
triptych shaped. Mihalcean’s series of columnar pieces created for
the Pavillon Adrien-Pouliot at the Université de Laval comprise a
conglomerate of forms and materials. These evoke a strong sense of
the history and of civilization building upon itself, as if in multiple
geo-humanistic layers. The industrial and natural are juxtaposed to
create a balance between human culture and the culture of nature.

Claude Millette’s Lenvoilure d’Eole (2000) created for
CHSLD Vaudreuil and his Frebilité (1999) for the Symposium
Internationale de I'Estraide in Granby are, like the larger piece in
this show, comprised of sections of modular sculpted Corten steel,
an amalgam of allegorical cubes, again blasted apart with TNT
after casting. The most effective of all the 1% pieces, to my mind
is Andrew Dutkewych’s 1992 bronze created for the archaeology
museum in Pointe-Calliere in old Montreal. A vessel-like hybrid
shape reminiscent of an ancient amphora or vessel synthesizes and
integrates form beautifully and with a superb Cragg-like sense of
sculptural fusion. An elongated stone section and pot near the
main piece carry an echo of the central piece further into the
surrounding steps and environment of the museum entrance. The
way Dutkewych composes builds a tension of mystery, or
rediscovery, as the form(s) and function(s)reinterpret their meaning
by establishing an overall continuity, just as an archaeologist might
do with elements found from the past, layered under the ground.
Here is one of the most successful 1% public art projects I have
ever seen in Montreal, for it integrates an aesthetic and theme that
directly relates to the purpose and function of the archaeology
museum it stands in front of, but does it with style and a clear
vision of the Pointe-Calliere archaeology museum’s theme. The
spaces invaded by these Montreal sculptors works - the private
studio and public domain - are so distinctly different - they are
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like two separate worlds. Though each sculptors style persists in
either realm, the sculptures they make for their own edification are

more revealing!

AGANETHA DYCK: INTER SPECIES COMMUNICATION ATTEMPT

Whﬂe some artists and sculptors will create site specific outdoor
works to express their connectivity to nature, Aganetha Dyck
painstakingly chooses objects, the detritus of consumer culture, or
nostalgic elements like clothing or domestic objects, and engages in
a process whereby bees rework them in their hives. The results are
poetic, and express something of the inherent fragility of life itself.
In the Survivors show at the Royal Ontario Museum, Dyck
presented Hive Bodice (1994) as a response to the show’s theme of
breast cancer among women. The title of the present show, Inter
Species Communication Attempt is an ambitious one (particularly
as bees have no concept of art) but the results are edifying. The
sculptural component was previously exhibited at the Centre d’Art
Contemporain in Troyes and at the Canadian Cultural Centre in
Paris. We see, for instance, a pair of stereo speakers that have been
all but obscured by the bee’s wax layerings. Another has a kitsch
romantic figure of 2 woman in a long skirt, the kind that would
adorn a shelf at your grandmother's. The wax and honeycomb alost
organically fuse with parts of the figurine. Another has a wrapped
jar that looks somehow archaic after the bees have done their work
on it. Aganetha DycK’s process is like pre-fab archaeology.

The Romantics went to Rome in the 18th century to discover,
draw and record ancient Roman antiquities because there was a
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are enclosed in another set of wing-like structures — potentially
violent or simply domestic objects.

Morelli's assemblages are rife with ambiguous associations and
meanings obstructed through the device of the grid-like cages. In an
era when the private has become public, inverted by mass
communications technology, Morelli indexes the social character
of human development, seizing on the trauma and joy of family
life and exposing its hidden dimensions with a poetic simplicity.
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FLYING COLOURS: THE TONI ONLEY STORY

Medja attention came to Toni Onley not for his aesthetic or
artistic practise, but instead for threatening to bumn his own
art and prints in protest of Revenue Canada 1983 decision it
would tax artists on unsold paintings at the end of each year.
Revenue Canada ultimately changed its policy. A succession of
Toni Onley books have come out over the years (one might even
say almost religiously) the most noteworthy undoubtedly Walls
of India (1985) for which lifelong friend, Canadian man of
letters and Orwell biographer (The Crystal Spirit) George
Woodcock wrote the travelogue/text. Other were equally
rewarding for Onley’s remarkably evocative post-Turner-esque
watercolours achieved over the years in diverse regions of Canada
and the world. These include A Silent Thunder (1981), Onley’s
Arctic (1989) and the most recent Toni Onley’s British
Columbia published by Raincoast Books in 1999.

The latest book recounts adventures, anecdotes and real life
stories surrounding the myth and reputation of Onley. It begins
with childhood on the Isle of Man where he had a job cleaning a
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huge printing press, and include the air crash on the Cheakamus
glacier from which Onley and photographer John Reeves
miraculously survived. They hung in their Wilga plane in a
crevasse overnight in a blizzard before a chopper saved them from
near certain death from exposure. Onley’s numerous adventures
are marked by one salient characteristic which is his ability to see
the bright side of misfortune, and persist despite the odds.

Born on the Isle of Man, Toni Onley came to Canada in
1948. He first came to Penticton where his parents lived with his
wwo daughters in 1955, after the sudden death of his wife, Mary.
‘Working as a draughtsman and designer, and with an application
for a scholarship to attend the Art Institute of San Miguel de
Allende accepted, he held an auction in the Knights of Pythias
Hall in Penticton in 1957, where 250 works sold, many for a
minimal $5. Thus raising $1,300 he went off to Mexico with his
two daughters. The Mexican sojourn was a watershed experience
for his art. A year later (1958) he held a one-man show at the
Vancouver Art Gallery. The rest, as they say, is history.

Now 75, Toni Onley achieved artistic success in 1980 when
more than 1,200 of his works sold for close to $1 million to an
anonymous buyer - the “Fraser Valley Phantom.” International
public collections like the Tate Gallery, the National Gallery of
Canada, the Museum of Modern Art (New York) and the Victoria
& Albert Museum (London) include Toni Onley art in their
collections. The best reading in this book, to my mind comes with
Onley’s personal reflections on his experience as an artist;
exhibiting at Dorothy Cameron’s Here and Now Gallery in
Toronto; being told by Sir John Rothenstein that he is
quintessentially English in style after living in Canada for 15 years;
hearing Guido Molinari criticize the great Jackson Pollock;
meeting “Pope” Clement Greenberg at the Emma Lake Workshop;
visiting the Franklin cenotaph on Beechy Island in the Arctic or
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buckskin jacketed Pierre Elliott Trudeau, a newsclip about the
execution of Louis Riel, part of a CPR land contract, an infinity
symbol, and the text: “My ancestors came from many lands, (...),
some only recently and some long (...) centuries ago.” Poitras’ approach
to Canadian identity is hands on, pragmatic and playful. The
purist paradigms of official history - data, dates, phenomena —-are
now mere material to sort and sift, reflect on, play with, both inside
and outside the sand box of (a)historical time.

Armand Vaillancourt’s definitive statement on Quebec’s self-
determination from within confederation with its fleur-de-lys (a
colonial emblem from France) emblazoned on a royal-blue tree
trunk set dead centre, ironically has the same positivist view of
history as a process involving willpower, destiny as Canada’s own
version officiel. Beneath hundreds of found trees taken from a clear-
cut on the north shore of PE.I, a band of text from the United
Nations Charter reads “Pour le Droit Inaliénable des Peuples &
Lautodétermination.” Vaillancourt’s legacy is that of an artist
engaged in a struggle for liberation. His process, involving direct
action, uses available materials and the language of his construction
sited in a large alcove area adjacent to Jin-me Yoon’s, is largely
formal. The burnt and blackened forest area Vaillancourt witnesses
at Montague before be began the project was likened to by the
artist Brancusi’s pure sculptural forms. Vaillancourt’s aesthetics,
like his politics, is the outgrowth of a vision of real history.

The faces staring out from Jin-me Yoon's A Group of Sixty-
Seven assume an altogether ironic counterpoint in relation to the
historical determinism of both Vaillancourt’s anti-Canadian
statement and the Confederation Centre’s pro-Canadian murals,
not to mention the proto- or post-historical Jane-Ash Poitras
commission. Are Jin-me’s portrait subjects really outsiders looking
in on Canada? Cultural integration may be desirable, but
integration into whose definition of Canada, into whose Canada?
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Questions such as these raise the ante on Canadian art, causing a
redefinition of the old standard icons, and the new icons of re-
confederation, de-confederation, and so on.

It has been argued in critical circles that the traditions and
nature of Canadian culture are, in a sense an ongoing work,
incomplete, and that our nationalism is, as Marshall McLuhan
claimed, the anti-nationalism of a marginally placed nation, both
geographically and politically. Canada defies definition,
particularly given the country’s vast regional diversity.

Jin-me Yoon’s passport-like photos further the sense of the
individual as depersonalized, quantifiable subject. As one reads the
facial portraits along Yoon's abacus-like lines of young and old,
women and men, one senses a natural mosaic-like diversity
furthered by the repeated mountain or forest patterns. No fingers
are pointed, no one is accused. As such, Yoon's A Group of Sixty-
Seven becomes a quintessentially Canadian artwork. The
landscape becomes a paraphrase of Canada’s much maligned (not
Maligne Lake) identity - a constant.

The American tendency to ghettoize the art of cultural
minorities into categories such as Black and Hispanic, is relatively
new to Camadian art. If Canadians seem tolerant of cultural
difference it is largely through indifference. Jin-me Yoon engages the
viewer in a questioning of selfhood and nationality and does so from
a fresh perspective. The lineage of art she draws from is
postmodenist, fragmented, and marks a move away from subjective
or personal expression, while appropriating elements from existing
icons of culture and art. She structures her work and places it firmly
within the tradition, so as to provide the viewer with a deeper
understanding of both the artist’s and their own experience of
Canadian art and history.

Emigrating from Seoul, South Korea in 1968, Jin-me Yoon's
experience as a new Canadian involves as much a fixed set of
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Alarge painted panel titled No Kids Land has cartoon-like hoards
of kids who face each other in mobs with guns in a play/killing field
as if there’s an audience and this is a spectacle. Nearby isa 1/4” steel
plate toy wagon version of a United Nations armoured vehicle.

Who are the real peacekeepers in kid’s wars? The parents of
course. Both ends of the gunboat are identical in Gunboat
Diplomacy and there are flat waves painted in with a naive hand
on the prows at both ends. The gunboat and two smaller boats form
a ludicrous flotilla installed as they are on a blue tarpaulin in the
exhibition space. SS Abstract is Price’s ultimate serious attempt at
the fine art of assemblage, an abstract three-dimensional collage
construction complete with its Canadian Flag and crucifix shaped
mast - itself an “@bstract” symbol; in this piece Price has
contemporized the dazzle painting camouflage technique developed
by Norman Wilkinson in 1917, that adapted the “broken line”
principle of the British Vorticist painters for painting battleships
so as to conceal them and their troops. In this case, war imitated art
but in Price’s art imitates war.

A symbol of the perversity of war and its effects on regional
folk culture can be found in the ‘fourist rug” probably made by an
anonymous child during the Afghanistan war in the late 1980s
included for the Art Wars exhibition. Instead of the traditional
decorative carpet motifs associated with Baluchi rugs, we find semi-
automatic pistol and rocket motifs woven into the fabric. A folk art
response to a real-life war time situation, these carpets were bought
by journalists, carpet dealers and Soviet soldiers as souvenirs of the
war front experience. After the war officially ended so did the
production of these carpets.

Yugoslav artist Mrdan Bajic’s grenade artpiece is placed under
a plexi-dome and sited in sand on the floor. Bajic has replaced the
grenade pin on top with a primitive head. One can almost associate
it with primitive art or tribalism - this face that stares out from the
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top of the piece. But a tribalism that has been manipulated and
perverted by unnamed incestuous forces to the point where violence
and racism are thought to be the only solution. The pin/head has
a silver head and flailing arms and is encased in a vivid red
cockroach-like, Kafkaesque armoured body. The body is like a
nation that contains, restrains, limits its vision without foresight or
input. The references are not only to the Serb-Bosnian conflict, but
to all wars. Is there any grandeur in a grenade? Definitely not. And
this grenade conjures up images of war as a game, a technological
release valve for humanity’s unused creative potential, narrowly
trapped in the guise of weaponry and violence. The Serb-Bosnian
wars are but a symptom of more abstract forces - religion, history,
economy and this grenade/pressure cooker has the potential to
explode. Everybody becomes the ultimate victim. Everybody is the
emigré. Everybody comes to question the basis of nationalism in

whatever form it takes.

GERHARD RICHTER: FORTY YEARS OF PAINTING

erhard Richter’s mercurial career as a painter is controversial
Gand contested by many in the art world. Yet while his
paintings may be said to occasionally stretch themselves too thin
in terms of diversity of style and content, they likewise have great
pertinence for the political and aesthetic questions they raise.
Richter’s art is most interesting, to my mind, when it seizes on
the effects of electronic, photo-based and screen production of
imagery in contemporary culture. Parallels can be drawn between
Andres Serrano’s photos of victims of violence in the morgue and
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sense of mystery and lost history to them. Aganetha DycK's brings
a new resonance to our society’s lost and displaced yet
commonplace artifacts. She transforms them into near minimalist
objects, clothed in mystery. Somehow, the process is analogous to
what the Romantics were doing, but the discovery of ancient
grandeur is now contemporized and involves manipulating nature’s
own processes. Sometimes it takes several years of careful
administration, due to the bee’s brief six to ten week annual period
of productivity, to produce a completed object. The bees markings,
patterns, and traces are fascinating for and of themselves. (Some
might say more than the art.) There is always something fascinating
and mysterious about the way time transforms things. But is it art?
By touching an energy that is not our own, Aganetha Dyck’s art
brings the history of our culture back into the living dynamic of
nature, and this is something today’s art world can use.

The aesthetic is rather like the way Canadian artist Eric
Cameron layers paint onto objects again and again until they are
absolutely transformed. With Cameron’, we really do not know
what is inside unless told. Aganetha Dyck’s leave clues, traces,
mimetic signs of their former function. Once transformed their
function has changed. Once products, functional items produced
out of materials from nature, they engage in a partial return to
nature, but with the help of bees. We can smell the scent of the
wax. In a dimly lit gallery room at DeLeon White, studio remnants
of the bee hive boxes, small fragments of the hives, tools for bee
keeping, shoes and other objects, rest on two presentation tables
while a sound composition by Richard Dyck provides an eerie
buzzing accompaniment to the installation. In the catalogue essay
for the show, Virginia MacDonnell, who for several years has run
her own Queen St. art gallery, comments on Aganetha Dyck’s
process: “She doesn’t direct the bees as such, but rather responds o their
response to her work. It is — in the truest sense— a collaboration.” This
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show includes a new series of works that innovate by ironically
letting the bees transform the art, in this case small scale ink
drawings Aganetha Dyck made of bees’ bodies on braille paper. The
bees apparently dance on the dots (their way of communicating)
and then leave their own wax markings and traces on the art!

SKIN: DIEGO SAMPER

iego Samper, a Columbian who now lives in British
Columbia, has chosen the tangible subject of skin for his first
show at Toronto’s DeLeon White Gallery. The exhibit uses skin as
ametaphor for the physical body and likewise the earth’s skin. Some
of his works look like living tissue themselves, as their borders are
less defined, and their content/subjects are textural, with a variety
of constituent parts including ink, beeswax, and the like. Referred
to as the Codex works these hand made parchment pieces include
mineral, oil, and drawings. Near abstract, they are like maps with
shapes that look animal or human within them. The Codex works
at DeLeon White Gallery, are made of parchment, used since
ancient times to document the human experience. Its skin-like
quality makes it a stable medium for commemorating the soul’s
journey, the myths and deeds of humans and gods. The Codex
series are made over goat skins. Nature provides the support for a
human reflection on our place in nature, both in the microcosm
and the macrocosm. They have layers, strata, and like skin, they are
an epidermis. The vegetal and mineral co-mingle in the surface of
these works, and permutate, change, transform, even decay
eventually.
Samper, who lived rough in the Amazon jungle, published a
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which measures 500 feet by 75 feet and with ceilings 110 foot
high, within the designated space for Bruce Nauman’s Raw
Materials installation, one can hear fragments of the spoken word,
each a different sequence for each speakers. While Bruce Nauman
has referred to this work as a response to the intimidating the
space of the hall, Raw Materials literally echoes with its own
internal logic. It has a logic that ensures its own completed
thought sequence, and necessitates no alternative interpretation.
Perhaps this is the true legacy of Brian O’Doherty’s Inside the
‘White Cube rant. The cube in this case is no longer white and the
logic of exhibition display has been ingeniously thwarted by
Nauman. His art builds canons and truths out of thin air. They
evaporate just as readily...Fact and fiction overlap and then disappear.

Raw Materials feels as if one were listening in on a
schizophrenic multi-conversation. What is interesting is that these
sometimes beautiful, othertimes idiotic, sometimes incanted (as if
this were a kind of atheistic prayer space) word phrases are literally
and physically spaced along this long walkway-like ramp. We have
to physically move through the space to encounter the artand the
encounter is aural, not visual. Somehow it fills the space all the
more because there is no evidence of material culture in the
construction of this piece.

‘While some of these phrases feel unidirectional like Jenny
Holzer’s old hermetic and self-serving truisms did (we can receive
the artist’s thoughts but cannot respond to them) ironically
Nauman's spoken words suggest some kind of dialogue is going
on, but it is purely internal. There is a stark, even graphic Beckett-
like quality to Nauman’s sound bites and incantations. An
example is Good Boy Bad Boy - Tucker/Joan a segment of which
can be heard saying... T was a good boy, You were a good boy, We
were good boys, That was good I was a good girl, You were a good girl
We were good girls, That was good. I was a bad boy, You were a bad
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boy, We were bad boys..” Other speakers only present single snaps

of endlessly repeated single wordbits... "think think think....”, “OK
OK OK OK...”, “work work work work... “Get Out of My Mind,

Get Out of This Room...” Neither rap nor pure public Nauman

some of the sequences even allude to truth as the speaker that has

Consummate Mask of Rock does. This one plays on and with the

words (even spins and revolves the thoughts ever so slightly). The

circular sequences are more like an endless spiral of related but

continually changing inner thoughts. The length of the sequences

varies, just as the length of the thought phrases varies.

Consummate Mask of Rock even has a moral ..." Paper cut from

rock, releases rock to crush scissors. Rock freed from restrictions of
paper/scissors/rock, lacking context proceeds.”

From other speakers we hear thought phrases that refer to space,
not the space of the hall but inner mental space. Each word
combination is like a revolving cylinder in a combination lock that
itself is incomplete. Without the entire and necessary machinery of
sequential and idiomatic thoughts (expressed in word§ to complete
these they hang is space, remain incomplete. Nauman's sound romp
up the ramp at the Tate Modern has this incredible locational aspect
where the sounds he has generated act like visual phrases do in
today’ video technology. We walk and move towards and away from
them as if they were physical objects. The act of walking through
this forest of words, sometimes close, othertimes distant, involves
areas of opening and closure, and a sensory confusion one might
experience in a forest wilderness. So Raw Materials exists in a
perpetually changing relation to audience. Bruce Nauman's Raw
Materials, seen in this non-space of the Tate Modern's Turbine Hall
seems to express a dehumanization and standardization of human
destiny and imagination...Nauman circumscribes the space of our
thought like an artist/anthropologist who is studying the effectsand
audience reactions to his art.
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in this hypothetically monitored world. The cultural component
is like so many politically correct good intentions, one that might
pave the way to hell-like genetic manipulation, or copyrighting
gene banks and the production of synthetic crops on the farm.
Utter a word of truth and it minus-minus good (to borrow a
phrase from George Orwell himself). At The Institute, “truth” is
never far away, for every falsity is couchedin truthful terms. The
consequences of actions in this quasi-social creation are as virtual
as the constructs that brought it to you, for in The Institute’s own
phraseology it is all about “Creativity and Care - Home to the
Conscience of the Nation.”

Frenkel’s The Institute is art with no walls that manifests
itself on gallery walls. It could also be an art project without art.
The soap opera continues for those still pained by the dogmas of
what art could or should be. This pill anaesthetizes the converted
from dealing with any real social or cultural issues, and therein
lies the rub. This world, it seems, has erased any potential Utopias
and Dystopias, even Culture, but depends on the idiom for its
own bureaucratic and political survival. In Frenkel’s words, “The
Institute ™ grew out of a need to combine hospitals and culrural
agencies at a time of political upheaval and what was affectionately
called downsizing...now for the first time in Canada attention was
being paid to what constitutes an artist.” The Institute is located at
www.utoronto.ca/gallery - - dialogues welcome!

S

MICHAEL FLOMEN: UTOPO-PHOTO

'he relation between photography and subject can be a complex
one. Indeed the traditional and contemporary seem not that
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different when it comes to the way the photograph is perceived of
as somehow objectifying or alternatively rendering subjective the
photographer/author’s response. It is this notion that the
photograph can somehow surpass the reality by building an image
that Michael Flomen’s art challenges. As Flomen has stated he is
“not interested in showing things you would see”. And what a curious
burden photography carries, for those that document follow the
same aesthetic assumptions as their precursors from the 19th
century, even if that documentation is not altogether beautiful.
Conventional photography often involves manufacturing an
internalized event-type atmosphere, or the creation of an external
documentary record of a particular scene in time. And for those
that seek to turn inwards, to subjectify, distort, or manipulate the
photographic image, the results are edifying, and may even be o
others, but there can be something missing, This missing element
was there in the early stages of photography. It involved the
acceptance of chance, of the physics of place, and the photographer
merely illuminated the circumstances, the mystery that the camera
captured, somehow moving outside of the moment in time, by
capturing a moment in time.

To witness Flomen’s photograph of a firefly, the path of a firefly,
at night, literally as path drawn with light on paper, is to participate
in something larger than ourselves. Like Harold Edgerton's classic
photograph Milk Drop Corenet (1957) of a drop of milk forming
a crown, Flomen’s photograms capture the landscape of the near, the
microcosmic event, that leads us to a larger set of causal
circumstances. The phenomena of nature in microcosm have long
interested photographers, but to allow the photograph to exist
within the context it is recording is challenging, and fascinating.
This is a hidden world Michael Flomen captures, and subtly these
photograms move in a direction that is less imagistic, less about the
identification of object, subject, of the particular as record to be
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clues that this is either contemporary or antique as a scene. It
becomes an abstract configuration with no basis in reality: an
idealization of nature just like Eden, a paradise where nature is
edited down, where the colour scale and elements are more
limited than any reality ever is or was.

Another assemblage consists of many smaller works. Some
are abstract, while we see elements of nature - just fragments in
microcosm - in others. The overall compositional effect is
comparable to the painter Ida Applebroog’s assemblages. They
become a kind of visual language like writing with visual phrases
that connect to others. We attribute and connect potential
meanings to this series on the basis of our own social, aesthetic
and personal constructs.

Nature, for Peter Hoffer, has no markers. This is not a
specific place we can identify. Hypothetical, synthesized it is
patched, and edited like contemporary music. It is a place that
exists in our imagination perhaps more than any reality. The
nature subject is only one element in these presentational
paintings. In one of these paintings, texture patterns have been
achieved by placing a wet towel onto the wet plaster - thus a
pattern remains. We have the sense that Hoffer is collaging
figural representational nature with surface effects so they as
paintings they expose a series of processes intentionally. The
surface layers, the abstract drips and stains and the trees, the
land, the sky all are there to affirm the material and textural
object-ness of these works. Figural and abstract elements are
reduced unnaturally. Just as these recent Hoffer paintings
involve adding elements to embellish the figuration, they can
also involve the removal of features by sanding, thus enhancing
the material presence inherent to each of these paintings. Once
completed they are bathed in a layer of water-based resin whose
varnish-like surface solidifies to produce a clear surface effect.
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Like stage sets, where each element can be moved, replaced, or
re-moved, Peter Hoffer's paintings reconfigure our sense of what
nature is or could be, adapt it in time. These paintings catalyze
contemporary notions of nature and art, reconfiguring it all into
images of a nature that represents an ideal far from the physical or
temporal world we live in. Aesthetic and beautiful, but likewise
unnatural, these paintings (or assemblages of paintings) are
situational scenarios, enacted rituals that are part painterly and
part process-oriented. Like memories transfixed in time yet never
attached to a specific experience, Hoffer's paintings are idyllic yet
no longer based in any specific reality or context. They evidence
a process of denaturization our culture is now involved in where
contexts are endlessly shifting entities.

~%:

PIERRE BOOGAERTS: PHOTO CONSTRUCTS

well deserved retrospective of photographer Pierre Boogaerts'

works begins this summer at the Canadian Museum of
Contemporary Photography, reawakens a whole world of
conceptual photography that was, and still remains, an artform
that developed apart from, yet well aware of, the dominant trends
of minimalism, Pop and land art of that period. As Boogaerts once
wrote: “Our vision is socially an culturally constructed (...) We see
what we believe we have to see. This is the reason the image represents
more our belief than it does reality. In fact, the image represents
us” Belgian born Montreal-based Boogaerts was, throughout his
career, an artist who followed a train of thought. His art career
began in 1971 and effectively ended in 1990. He donated 20 years

ART ALSORTS: WRITINGS ON ART& ARTISTS - 11





OEBPS/image/AllsortsCorrected.final_NewAlsortsFinal164.png
dialogue with animal and plant species in each. In Spine, an
outlined head of a person, tree images, and an arrow/snake image
are all presented hieratically on the flat surface. There is a subte
relation between the various images in each painting that is purely
symbolic and collectively they form a cross in each painting. Their
symbolic portent varies according to your cultural worldview. The
raven in Native culture is a trickster while in the Christian Bible it
carries the olive branch of peace. The arrow/snake image in Spine,
for instance, could be a weapon if one read it from a First Nations
perspective. The arrow could suggest a relation to time, while the
kneeling figures we see in each painting could be male or female.
The figure has a wound.

The abstract relation between each visual symbol could suggest
we have become quite distant from the context of nature. We read
images and living elements objectively. This conditioned response
could be the result of a barrage of advertising and product
conditioning in our society. A traditional painting of a landscape
forms part of the complex layering in this painting, but it is just a
detail, an idyllic and materialist embodiment of an exploitative and
economic worldview of land. A tiny line of caribou can be seen
traversing the lower section of the painting while above we see a
butterfly presented as it would be in a natural history exhibition.

There is the same sense of an irony that plays on scientific
representation in the presentation of images of nature, living species
and the kneeling human body in Alpha and Omega. There are
drawings of pipelines in these two paintings that reference the oil
and gas pipelines that could disrupt the northern caribou migration
routes (suggested by the caribou herds in miniature) if they were
installed on the landscape. The neutral pinkish space on which a
wolf, a caribou, and again the traditional landscape painted into an
otherwise abstract and hierarchic symbology, makes for an
entertaining and unusual layering of experience. In the upper
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sections of these paintings, plywood backgrounds have wildflowers
from the Snake river region painted in. Mansilla-Miranda
comments: “limmersed in the force of the Snake River my soul received
a new baptism. Except that this time it was offered by the spirit of
nature. Art can be used as a tool to achieve peace, respect for diversity
and the environment and brotherhood among all species.
Economies of scale will ultimately be limited by the availability
of natural resources and quality of life is more important than
status, money, objects of desire like cars. We can see the world more
clearly if we understand our needs can correspond with real, as
opposed to manufactured, needs. The survival of minority cultures,
like the survival of rare and endangered species, involves a basic
respect for life and diversity. This is essential for our survival.
Ensuring diversity is a responsibility We can work with nature,
rather than against it. A basic respect for, rather than abuse of,
resources is a beginning... With a better understanding of our own
cultural heritage, we can save those resources available to us from
nature. In so doing we will ensure a better future for our children,

and their children.

JEAN-PAUL RIOPELLE : LANDSCAPE IN ABSTRACTION

ewly arrived back from Europe as a teenager, I remember my
first encounters with Jean-Paul Riopelle’s work at the then
National Gallery of Canada in Ottawa, an old office building on
Elgin St. Along with Borduas, Riopelle figured to my mind, to be
an abstractionist who embodied a whole different set of landscape
cues than the Europeans painters I had recently come to know as
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poetic sense, something that harkens back to the influence of Tony
Smith or even Frank Stella, sculptors whose work he witnessed at
the Form, Colour, Image show at the Detroit Institute of Arts in
1967. Out of the art-for-art’s sake ideology, amid the cues and
confection that Pop art and minimalist espoused, we discover, a
much more personal and ultimately ground bound allegorical
sculpture, Ed Zelenak’s art circumscribes and moves beyond its early
influences and origins, and in so doing evokes a beauty inherent to
matter itself.

Foommotes:

1. David Burnete & Marilyn Schiff, Contemporary Canadian Are, Edmonton: Hurtig, 1983)
Pp226-28

2. Ed Zelenak in conversarion with John Grande, March 2006

3. Mark Rothko, The Arescs Reality; Philosophies of Are, Yale University Press, 2004,

pp. 6768

DAVID BIERK: SELECTED HISTORIES

avid Bierk mines the pantheon of art history. Objects,

landscape, interiors, once painted to reify a particular reality
and cultural hegemony, are orchestrated, brought into
compositions, juxtaposed. The resulting artworks are alliterations,
build layers of meaning, where the original art historical contexts
collide, thus establishing a shift in meaning. The juxtaposition of art
from different eras within a single composition is daring, and
correspondingly invokes a new set of meanings. A simultaneity
develops where visual matrices, detailed down to the very aging
cracks, the bodices and portrait faces, the Dutch interiors and

42 - ART ALSORTS: WRITINGS ON ART & ARTISTS

pristine landscape representations, become metaphors for the
fleeting nature of life itself.

Imagery has become so accessible in our era. We could be
looking at an image of an African mask one moment, at a comic
book the next, and then at a car commercial on television. Each
element has been streamlined, edited, reduced to a minimum in
our mind’s eye so as to present an idea of what a representation
should be. We often reflect on nature, though most of us live in
cities. Yet though our experience tells us otherwise, we prefer to
envision nature in simple terms, as an untouched, virginal place.
The decline of any tactile sense of reality (the nature we are part
of) has been hastened by the real state of contemporary culture.
Simultaneity is the visible horizon on which images are interpreted.
Tt occurs in text, screen and televised media. It is this relativistic
reading of information - visual, textual - that has reduced our belief
in an absolute truth.

By colliding contexts, manipulating, rearranging, presenting
details or highlights of old masters portraits, landscapes, and
intimate interiors, even altering the scale and dimensions of the
source paintings, David Bierk suggests we experience reality as a
simulacrum of physical imagery. Whether it be a billboard on a
highway, or a streamlined building, the signage and the symbol are
hybridized and predesigned. We simplify it into a visual syntax we
have been conditioned to by the times we live in. Yet we still believe
there is truth in what we see, in the visible, and this is the key to
David Bierk’s process. He selects paintings from many specific pasts,
0 as to challenge our understanding of the way we read images.
Visual content is rearranged through the lens of our current
technology, scales are distorted, aggrandized or diminished. Visual
fragments become cues that allow us to bring a new reading to
images from other times, other places.

Emblazoned on several of these paintings are words. These, like





OEBPS/image/AllsortsCorrected.final_NewAlsortsFinal95.png
JOHN K GRANDE - ESSAYS & REVIEWS

in artmaking, and its essential artificiality, the unnatural
juxtapositions and contrasts very much relate to the era we live in
where contexts are rebuilt, reconfigured, shifted and often difficult
to decode in terms of contiguous history, whether natural or
human.

Always a playfulness, an inventive joy with the way things
interact...one such foray for Shayne Dark involved the simple
stainless steel and oh so industrial ball bearing. A built structure of
aluminum, a circular armature of sorts that curves upwards, became
a base onto which these spheres were applied. The repetition of
applying these became something of a cathartic ritual. By a simple
process of adding these micro-models, and repeating the process a
cosmos in miniature was built up. It became a landscape with
otherworldy proportions - whether Lilliputian or Galactic - an
invented, fabricated scape with a universal spirit. But the variation
in the forms was sectioned - mathematically sliced into a mere
quarter section. The segment made ita mere model, a Duchampian
metaphor for what it could be, and its essential patternings, that
formed the composite Quarter Round could only be completed by
mini-mirrors. These were walls that formed a backdrop for a
freeform extra-sensory and highly sensitized imaginative landscape.
Thus the circle - which symbolizes a spiritual or life completion of
sorts - achieved through the use of illusionary mirrors (the mirror
of the soul?) raised essential questions about phenomena of
perception and how our perception exists as separate from but
always drawn within an exterior or perceptual environs of light,
matter, sensory data. Questions about the temporal nature of
perception are raised by this artwork.

The freedom with which Shayne Dark chooses his material is
likewise evident in Zero. Here a circle of light, bright red orange
neon light is covered by shards of glass invoking some sense of the
chaos and trauma of events beyond our control, and that effect our
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very sense of reality, or certainty. Out of the uncertainty of tragedy
we are obliged to arrive at a new wisdom and a reassessment of our
lives, the purpose of our lives. There is a strange sense of something
not fitting, of things not being quite right, in this unnatural
becalmed installation piece.

Shayne DarKs Spire is an installation where the public interacts
quite literally within and through the piece. Here, rows of
potentially threatening spire-like shapes dominate the gallery space,
Hammered lead onto wood achieves an ancient effect, yet these
twenty lead spires seem as much enigmas from a higher or
otherwordly dimension as of this earth. As Shayne Dark states: “The
inspiration for this installation came to me while driving along country
roads and through small villages. The first thing a person notices as they
approach a village is the church spire on the horizon; a common symbol
of transcendence in Western culture.” Sound effects enhance this sense
of being ina constructed unnatural space, with audience comments
in fragments of what they thing contemporary art is or could be.
Spire is literally a forest of form assembled painstakingly by hand.

Divine Yellow establishes a relation to the viewer that is par-
ticular...It exists as a paradigmatic object. It could potentially
represent a woman’s breast, though it has a shiny brilliant yellow
reflective surface. The piece occupies space as a potential object. It
signals its paradigmatic place in the event of perception, which is a
train of intent that Shayne Dark establishes and pursues in many
forms. Built on a fibreglass armature, and one of a series of such
wall mounted works Divine Yellow includes tempered glass
fragments attached piece by piece by the artist. The whole surface
is bound together with encaustic. Essentially a response to breast
cancer among women, a phenomenon so prevalent in a supposed
advanced society such as Canada’s and indeed North America,
Shayne Dark’s work provokes many questions that relate to the
body, its relation to place, even the decontextualized nature of
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show more aware of the continuity of these artists' careers and
aesthetic preoccupations. We likewise sense the same for the
upcoming generations of artists that have followed these now senior
artists. We also sense Expo 67's effect as a cultural motor in the
Canadian scene, whose reverberations echoed on for a decade or
two. Calder's Man sculpture, the second largest Calder Stabile in the
world, still stands close to the original Expo 67 site as does
Buckminster Fuller’s geodesic dome site on Ile Ste-Héléne enduring
monuments to this great global cultural event.

%

ARTEFACT 2001

rtefact 2001, Urban Sculpture comprises contemporary
culptures installed in situ along Montreal’s historic Lachine
Canal waterway. Ranged between Des Seigneurs Bridge and Sir
George Etienne Cartier Walkway, these sculpture/installations play
on and with the public aspect of this waterway. Once an important
early Canadian transportation route, then a neglected place (some
of the original timber shorings and stone reinforcements from the
colonial construction era have still not been replaced) the Lachine
canal route and its surrounds are now undergoing restoration and
a redevelopment renaissance as urban living and recreational space
for Montreal. Bicyclists, hikers, roller bladers and recreational
boaters use it during the summer and cross-country skiers in the
winter.

Jean-Pierre Aub& Micro-climat (2001) isa grey monochrome
billboard image of a man cutting his lawn. The suburban lawn
aesthetic invades the urbanity of the Montreal metropolis in one of
its most historic sites. Utopie 4 vendre (2001) is an enclosed cube
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shaped piece of land surrounded by galvanized wire fencing in
which one small tree grows. Is this space ‘protected” or “contained”
Herménégilde Chiasson’s installation Démocratie (2001) has two
vertical banners suspended from a bridge to the water. Each has an
image of an upraised arm and, we are told, conceives the canal as a
theater stage where the arms are but part of a huge fictional figure
called Ophélie. The word democratie (democracy) appears on the
arms. It is not clear what and whose democracy is being alluded to
in this mediatic image construction. Is it the democratic right to
access public space or the accessibility of the media and image
production process? The latter as an art medium embraces a
tautology of production that could actually be anti-democratic and
work against any awareness or sensitivity to the actual site.
Created under the aegis of the Société Protectrice du Noble
Végétal, Cozic's Néo-nymphéas are a multicolored synthetic
floating flower arrangement made of multicolored tubes that moves
ever so slightly in the canal’s waters. The whimsical piece alludes o
one of the most significant icons of Impressionist painting, Monet’s
painting Nymphéas. Somewhat oversimplified, Néo-nymphéas is
a fun piece that perceives the canal as a metaphor for the fragility
of life and passing of time. Michel de Broin’s Entrelacement is
undoubredly one of the best pieces in the show, both in conception
and realization. The piece looks like an Automatist scribble, or a
Pollock painting, literally drawn out of tons of asphalt onto the
land. Its a perambulating, maze-like cycling path that could lead
an ardent cyclist to have an earnest accident...Michelle Héon’s la
mésure des vagues...recalls imaginary works Héon has already
created in Europe. On the Lachine canal her skeletal red boat
constructions are an amalgam of tie rods covered with fireproofing
solution, multipolymer glue and bits of clothing. Like shipwrecks
from another time, these vessels suspend our disbelief for an instant,
becoming a place where reality and imagination meet. Marie-
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sensation of looking down at a landscape from a great height but in
this case it is one over a kilometre deep in the arctic ocean, an invisible
world where there is no natural light. Acoustical data or “sonar side
scan” from ocean depths of one to two kilometres inspired Susan
Feindel to make these powerful, evocative installation paintings. The
markings, though not clearly identifiable, allude to the destructive
effects fishing gear (dragger trails) have on natural habitats and life
forms, such as the little known northern deep sea coral. For Feindel,
these landscape/seascape details are to the planet earth what
stretchmarks and assorted body details are for people. A video titled
Deep Sea Coral: A Crucial Habitat? enables gallery visitors to see the
first live northern deep sea coral ever seen in eastern Canada being

retrieved by scientists. ﬁﬁz

ROY ARDEN: AGAINST THE DAY

landmark showing of Vancouver School photographer Roy
den should not go unrecognized! Arden’s long career
investigating the interrupted zones of society has enabled him to
chronicle not only a landscape in transition but a social and visual
field. The works in Against the Day a title that references not only
the photographer’s term to go against the light (source) but equally,
for Arden day means the realm of economy and night the realm of
anarchy. What is interesting is to witness Arden make the jump
from expressionist influenced photographer with zeitgeist to more
invisible chronicler of a world where beauty is in the details (as is
the devil). We see a Self Portrait (#1) cibachrome print of Arden
with his jacket over his head in traditional stance with his twin-lens
Roleiflex, and countless colour portraits and visual details of urban
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existence in the Fragments series. Among the portrait subjects are
lan Wallace, Stan Douglas and Greg Girard, and the somewhat
Romantic Brassai-like Discarded Chairs (#1), Geneva (all 1981-
1985), whose subject is a random and very sculptural and
Tinguely-like assemblage of very ordinary chairs in a chaotic
entanglement. A photo of a pile of Life Magazines (#1),
Vancouver (1981-85) tells the tale of Vancouver’s very concrete and
material taste for the image as object, something that goes further
and further in this photographer’s career. We move from images of
people and objects, to images about imagery, to images about
various idiomatic attitudes to contemporary artmaking and
photography.

‘We have re-enactments, and re-phrasings of history, all brought
together in a non-chronological way, and very relevant to British
Columbia (and Canada’s) colonial history. Native Amerindians re-
enact The Passion Play in Mission, B.C. in 1898 and then there
is The Komagata Maru (1985) that captures images of Indian
immigrants on a ship that was turned back from British Columbia.
These sequential images have document numbers them, reinforcing
the anonymity of these peoples’ identities (...) 119, 120, 121, 122,
123, (....) It all looks like something out of the First World War
with the infantry, crew, and distant immigrants aboard ship...
Unusually this works well with Arden’s photos of Arthur Erickson’s
Museum of Anthropology on the grounds of the University of
British Columbia... The totems strangely dislocated and ethereal
amid flat glass and columned interiors. What a strange comment on
how everything went has evolved from a potlatch culture to reserves
and lost cultures in an urban wilderness. The stray, random images
of detritus in the back alleys of Vancouver are poetic, sad,
unforgiving. ..

There is something marginal about avoiding the compositional
phrase, the centring, or hierarchy that beauty assumes. These images
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Yellow Grid (1995) recalls the abstract painter Hans Hofmann’s
use of flat slab space. The absence of a contextual flow, the
application of flat layers, suggests a space we (re)construct visually
through projection and a visual reading. The illusion of painterly
space is achieved along the border sections of the piece where we
perceive yet another layer of surface painterly treatment. The paradox
between matter and spirit, the illusion of a reality that is
reconstructed, and not atall real, lies at the core of Sorensen’s painterly
investigations. This was what drew him increasingly back to
abstraction. The illusion of a succession of layers, of a manipulated
coloristic painted surface later becomes apparentin Grill Red Center
(1999) and Noir et Blanc (1999). This would be transferred into
works using both figurative and abstract elements in Sorensen’s
Dialogues period a move away from a simple reading of Sorensen’s
compositions as abstract.

U (2001), Ventana Azul (2001) and Espejo Amarillo (2001)
are among the most formidable and accomplished recent Sorensen oil
paintings from Mexico. They signal a new experimentation with scale
and combinations of mood and intuition. Using solid surfaces of
grids and lines, they maintain a central form, be it a blue square
(Ventana Azul), or a series of vivid lines or grids. The dimensions of
the grids, rectangles and lines vary within a single composition, and
the illusion is that each distinctive area floats on a multi-layered
surface of colour. The edges present yet another background field
surface. The initial stimulus for these paintings came from the
Havana series but the visual interplay of form and colour is less
rigid. U develops a more complex asymmetry by building with
the colour yellow. The varying grid sizes here are separate and
compartmentalized into various sections of the canvas. Orange
and yellow occupy the right part of the tableau, while two-thirds
of lower left section comprise a smaller, more intricate deep blue,
violet and ochre grid. In the top left area, a series of parallel grid
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lines suggest a larger dimensionality. The grid-like appearance is
broken where two lines intersect forming a U form. Ventana Azul
plays with surface dimensions differently than the former two
canvasses. A blue square whose paint marks allude to linear
formations rests amid a sea of grid and interlacing forms. These
vary from ochre to yellow to deep blue. The arrangement is more
haphazard, and does present a sense of layerings that are
interpretive and illusionary, ephemeral.

In all, David Sorensen has produced over 70 works in the past
two years, a significant accomplishment, but the most salient aspect
of his recent production is that it corresponds and builds upon a
universe of grids, joins, surfaces, representations. Throughout his
career, ironically, David Sorenseris painterly experimentation has been
infused with a spirit of what the Japanese call ji-ji-mu-ge or ‘thing
and thing: no division”, no separation between things. Each element
bears a delicate balance and relation to the others, and these visual
relations seen in each painting, or as an overall body of work,
comprise a language of painting uniquely his own. Form, colour,
surface, composition, the aesthetic is neither pure abstract nor figural,
but builds a new relativism. This is based on the here and now
presence of the painting as a visual phenomenon, something that
cannot escape each of us in viewing these works collectively: Ji-ji-mu-
ge suggests that what will occur in the future will reflect the present,
and David Sorensen’s art presupposes a language that involves the
interaction of vision, body and consciousness. The soulful painterly
experiment continues. David Sorensen plants it firmly in the here

and now!





OEBPS/image/AllsortsCorrected.final_NewAlsortsFinal71.png
JOHN K GRANDE - ESSAYS & REVIEWS

transformation and a silent communication between generations,
over time, across vast spaces, and the amalgam results in an art that
encourages us to read it all with a wisdom born of experience. By
drawing on direct experience in selecting elements of nature, Sorge
enables herself to participate in the theatre of life, while alluding to
a broader experience, one that goes beyond the self, and extends to
include family.

In a sense to witness photos of Sorge’s family from a long time
past is, like witnessing some shadow of the tree of life, where each
of us s linked to all others, both human and non-human in some
immeasurable cosmology. Family is a vehicle for expressing broader
emotional / spiritual feeling, of loss and of belonging. The sense is
of a place within that reflects many places without. An art that
participates in place, even if that place is as simple as one’s own
body and mind, spirit reacting to a series of outward impressions,
implies we have established a pan-geography of experience, as Sorge
is doing through culture specific referencing, and bio-specific
reckoning. The history of nature and human nature thus
intertwine. Seldom does culture reach this common denominator
in today’s art, where the concept rules, and knowledge succeeds
where emotion and feeling is denied.

Part of the impression in each print Sorge produces is of
texture, and another part is paper. Another element is comparative
placement of image and object within each composition. Colours
are usually earth based, and non-intrusive. The softness we sense is
away of letting the viewer enter into the experience, thus kindling
a feeling we are remembering something familiar. The art becomes
familiar through the act of sensitizing ourselves to what feels familiar
rather than what is. The metaphors thus established we read in a
non-linear way. It is as if these artworks define themselves through
the intention rather than the actual completed image.

Bernice Sorge’s art becomes an assemblage based in life, that
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draws on life, whether actual nature elements, or family photo
documents. These are brought into various juxtapositions where
the human and the natural, extend outwards, from form to image
and back again, and a bridge between art and life, and past and
present, exists in her art.

The voyage is thus one of self discovery, and identity breaks
apart in a more ancient world, only to undergo a complete
recombination in the new world. These two worlds endlessly
oscillate around each other, colliding with content from the past
and present in Sorge’s art. Her art expresses a physical and
emotional fragility, and a sense of how ephemeral life really is. She
does it with vitality, by affirming the ups and downs, the pathos
and joy of the life experience, instead of walking away from it. There
is no end to this process, where silence becomes a witness, plays
with time, and walks through a succession of wave-like fields, just
to be. The dialogue Sorge’s art is involved in is archaic and
contemporary, mannerist and fluid in its exploration. Each image
freezes a succession of elements, or a single form, but brings itin a
natural way out of life and into art. This interconnection between
things in life and inter-relation as elements in art brings physical

and spiritual together.

DAvID HiyNsky: NEw XANADU

he non-spaces of our everyday environment, often referred
to as ‘public space”, are very much a physical and envi-
ronmental equation for the inner state that Marshall McLuhan
presaged in his writings on technology, as for instance when he
wrote: “What may emerge as the most important insight of the 20th
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The contraption involved the use of a wheel with a drive motor
that pulled itself on its course along the walls, all this held in place
by a central wooden column on bearings with a spring and weight
system to keep pressure on the walls. The markings left behind
became records of this machine generated action in real time.

At the Southern Alberta Art Gallery, Alan Storey fully
exploited the 7 foot high walls by stretching a 35 by 5 foot
canvas like a drum skin across the tops of the walls. Draw II:
Machine for Drawing on Prairies (1989) had two openings
with the stylized shape of an oxbow lake. The wooden support
structure beneath likewise mimicked the trestle bridge of the
CPR and also had a meandering form characteristics of the
southern Alberta riverscapes. A staircase in the support structure
under the canvas enabled viewers to climb up and see what was
above. Sticking your head through the canvas into the light,
viewers could see a small vehicle based on the bump and go
principle with 5 pens attached to its rear. This vehicle moved to
and fro leaving its plow marks - like a tractor across the surface
of the canvas. The results were fascinating for they were affected
by the wear of the vehicles tires, and random patternings
developed every bit as intricate as intentional drawings. All of
this was embroidered upon with the sound of a radio on the
vehicle tuned to a local AM station that blared out country and
western music, the farmers’ weather broadcasts - all things loco
and local.

One of Storey’s most memorable shows Handle with Care
(Cause and Effect) (1991) held at Oboro involved drawing
machines. Six crates with instruments for drawing conceived and
created by Storey for the show kepta drawn record of their journey
to the Montreal gallery while being shipped. Stickers reading THIS
SIDE UP or ROTATE REGULARLY or other such messages
ensured each box contained a different drawn story upon arrival.

JOHN K GRANDE - ESSAYS & REVIEWS

They were shipped on different days so the voyage down the
Trans Canada Highway for each might be different. Most of the
drawings inside the boxes were then presented for the exhibition.

In Bloomington, Indiana, Alan Storey made a rudimentary
foray into World Wide Web art to initiate a Web Site for the
Henry Radford Hope School of Fine Arts with his Draw No. 6:
machine for drawing all over the world (1995). The piece
consisted of a floor-placed vellum Mercator projection world
map. The aluminum grid of the green terrazzo floor actually
showed like latitude and longitude lines through the vellum map.
From a web page, participants could attempt to direct the
movement of a drawing instrument, thus developing a
kinesthetic sense of the physical size and space that the continents
and oceans of the world respectively occupy. A Climatic
Drawing Machine was built into a tower-like structure based on
a Stevenson screen on the grounds of Toronto’s Power Plant in
1990. A cylindrical drum inside recorded weather variations,
literally a nature drawing recording temperature, precipitation,
air pressure, and wind, similar to the hygrothermographs used
in art galleries and museums for monitoring climactic conditions
and interior atmospheric conditions for the proper care and
conservation of art works.

One of Alan Storey’s most interesting and innovative works
involved building a Head Gear helmet in Paris that reversed the
order of sound. Two hearing horns took in environmental noise
and sounds from the right to the left ear and vice versa. In Hudson,
Quebec Storey made a privately commissioned device called The
Bird Listener for hearing bird calls. Again hom-like tubes projected
from ground level upwards into the arboreal heights of trees,
designed to enable people to hear the sounds of the many birds
who come to this town west of Montreal, in part because DDT is
banned. With no DDT the birds thrive on bug diversity.
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Again, like the outdoor works, the third suspended element is
minimal looking, rational and has had a natural skin applied onto it.

‘What nature creates naturally - patterns, diverse locational
relations between various living species and geological elements,
Gaudreau has fashioned as art. The interplay between the rational,
near minimalist presentationism of his art and the variation and
patternings in the natural elements he uses to disguise other man-
made elements builds a discourse where what appears to be
indigenous is actually introduced and artificial, and what is natural
has been displaced. This is the actual state of contemporary culture

and life.

ROLAND POULIN: BOX-MONUMENTS

'his tight, well orchestrated show of Roland Poulin’s latest wall

sculptures, many of which he calls Box-Monuments, is all
about the space, structure and inter-relation of forms there within.
Intricate, and well thought out and constructed, Poulin’s new works
yet again embody his penchant for the orthodox minimalist
language in sculpture. Unlike the large site sensitive wood sculptures
seen in his retrospective at the National Gallery of Canada in 1994,
these new allegorical works achieve a resonance precisely because
they are presented in such a hierarchical, yet intimate way. Tinted
in dark hues, these chunky blocks of wood are assembled into
formal “constructions” They echo a structurist rhetoric of rectilinear
forms, but there is always something very human, a slight non-
sequitor built into each of these beautiful works. A section of what
looks like a 4” x 47, is slightly askew, while another may have a
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narrow opening. These asymmetrical variations and intentional
accidents increase our interest in this language that Poulin has built
up. These constructions, a kind of architecture in miniature,
conjure up a sense of the monumental and of a maze-like
complexity, in a highly economical way.

The balance-imbalance equation is very subtle in this
show...Poulin’s concern with the physical relation of various
elements is a way of addressing spiritual or humanistic questions,
but in a formal, almost submissive way. In Relief en bronze no. 16
(1990) one of the few bronze cast pieces on view, there is a slight
down tilt to one of the truncated wood sections that stares out at
us at eye level from the gallery wall. This hint of gesture and
animation does not look contrived. It has an obvious hieratic bias,
almost like ancient Egyptian sculpture. The construction element
- wood - is subsequently cast in bronze - with its grainy texture
evident. Relief en bois No. 12 (Venetie) (1990), inspired by a visit
to Venice, has wood sections that have been cut and reassembled
thus creating an oblique angular composition. In its quiet entirety,
the piece looks like the kind of inner city walkway and architecture
one sees in old Euro-cities like Venice. The dark patinated wood
builds an intensity into the piece. Is this an equation for the human
spirit and its quest for a deeper meaning in life or simply a
reminiscence?

In Vénétie (1989) we have that same delicate constructivist
sense, but here we feel that Poulin is constructing a metaphor for
the passage of time and the way we rebuild our memories to fit our
conception of a given place. Relief en bois #9 and #10 (both 1990)
again play with intricate relational forms. The lower sections seem
unstable with some sections missing. We look into the geometrically
defined micro-openings. They can be narrow. The spatial variation
is complex as is the placement of the uniformly dark wood
assemblage elements. We intuitively sense these spaces and
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references from the past (her own in Korea) and a fixed set of cultural
references in her nation of choice. She has chosen these official icons
of Canadian painting precisely because they represent a collective
Canadian identity as symbols that are now intractable, a distant,
somewhat faded mirror of the present pluralistic state of Canadian
culture.

The challenge of integration in Canada is different from the
famous American melting pot where immigrants are more readily
expected to merge with the so-called American identity. Ironically,
Canada has largely maintained a silent point of view towards
immigrants. The racism is understated, unspoken. Yet, aside from
language, collective cultural identity is one of the few reference
points. It shields one from the overall nothingness of commercial
culture. Diversity is perceived asa strength that encourages greater
communication between cultures and peoples.

Can a country change? When our historical and cultural
reference points for our official icons of cultural history have been
so rigidly fixed upon the landscape, despite the urban reality most
Canadians now live in> Communication through materials, a
process of transcendence, may better provide a platform to exact
social change through art, for the process is alternative and does
not merely mimic the language of consumer culture and the
media.

Prototypes exist for socially engaged, yet tactile, sensual, even
narrative between artists and a personal, social and environmental
history. Marlene Creates The Distance Between 2 Points is
Measured in Memory (1988) used photography, drawing and
narrative text to reflect the lives of people in Labrador, and Cuban-
American Ana Mendieta’s outdoor performance/installations uses
material as varied as gunpowder, mud and wood or simply painting
on a leaf. The artist’s voice, when it has become disenfranchised by
conformity to official norms, symbols and signifiers, ends up in a
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blind alley of political suasion.

We are all globally connected, not only because of media
communications but also because universal problems of ecology,
sustainability and regionalism are now of great concern to all of
us. Setting up stereotypes of Canadianness, such as a Group of
Seven or Emily Carr, limits the palette to one or two colouss. It is
easy to shoot at the straw dogs of Canadian art history, much
harder to challenge oneself to explore and communicate one’s
experience in a physical, tactile way through materials.

Canadians of Asian heritage such as Takao Tanabe, Kazuo
Nakamura, Paul Wong, among others, are accepted as artists for
aesthetic and social reasons. You don't need political or institutional
colour coding and you don’t need generic bar codes to make art.
A global conscience, some spirit and a sense of place may
ultimately provide a more exacting and challenging vision for
integration. Of course, Jin-me Yoon’s discourse is her own, and a
post-Modern one that hinges on the fragmentation of identity, the
fractional impulse and codified message. Most interesting is her
use of the official-looking passport-photo format, which, in serial
presentation, is intriguing. The front view proffers acceptance of a
kind, and the back view a kind of rejection.

SHE

COMMITMENT TO COMMUNITY

ver 10 years ago, soon after I initiated the visual arts column
for the Montreal Mirror when their offices were situated
across from the Spectrum on St. Catherine St. in Montreal, La
Raza group were something of a permanent fixture on the local
scene. Comprising artist members Frank Caprani, Gerald Pedros
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At La Chambre Blanche, Abenavoli continued to pursue and
develop her earth sensitive acoustic and spatial theme Souffle de
laTerre. In Quebec City, with Assistant Programmer Christophe
Viau, Abenavoli made a series of tests of the sound under a layer
of sand. As she comments: “ The sand formalizes the ground zone
between the solid matter and the air that surrounds us.” With piezo-
electric recording devices, Abenavoli sought to create a synthetic
spatial effect. More important the project developed an exchange
between the geophysical earth sounds from centres around the
planet with actual movement of individuals within the gallery
space. The ultimate goal was to bathe the place in sound and
colour, particularly by introducing a gelatin blue light. On the
walls, a series of drawings, an irradiated blue effect from the lights,
and microphones that captured the sound of your movement over
a rectangle of sand in the gallery, all contributed to evoke a sense
of the fragility of this place in a continuum of space.

‘While new technologies played a central role in Abenavoli’s
artpiece, the overall conception and realization of this work was
emotional, visceral, an expression of the linkages between the
individual and the earth. itself Abenavoli’s installation played on
and with the two effects of sound: the inner sound activated by
the actual physical movement of gallery visitors, and the hidden
sound activated by the LISS seismic world site via the internet in
RealTime. The project went through a series of stages from
informal and exploratory in its initial stages, to more hieratic,
condensed and formulated as the project evolved and neared
completion. The earth co-ordinates of places where the seismic
geophysical sounds originated and the actual co-ordinates of the
gallery were inscribed and indicated within the gallery...thus
uniting the exterior and grandiose world as site with the
minimalist gallery. Place and space finally met!

The time span and evolution of the Souffle de la Terre

128 - ART ALSORTS: WRITINGS ON ART & ARTISTS

project made it resemble an ever evolving performance event.
The various specific experiments and realignments of
equipment and earth matter, the speakers and microphones
throughout the show were intended to make audiences aware of
the temporal nature of any art event, of any expression, and the
ever changing character of life itself. During the last week, the
two spaces - the experimentation room and the actual gallery
space - were joined together. Unified as if to confirm the
holistic continuity and completion of the art event/site and
place the two spaces came together to become a concrete and
final (yet and ever intentionally incomplete) form.

Lorella Abenavoli has painstakingly built this project, year
after year, into a metaphor for (our place within) the earth as
living organisms on a living organism. The planet earth is, for
Abenavoli, a place with an infinity built into it. The universe,
a place where time is extended and attenuated, is something we
locate our activities within, yet we are unaware of the micro-
worlds we interact with. These experiences are such that we
cannot really conceive their entirety within short span of our
lives. and so the unseen macro-gyrations of plate techtonics
meet the more minimal bodily motions and experiences within
the space at La Chambre Blanche for a brief span of time to be
re-enacted in another metamorphosis in yet another locale
perhaps some time in the future.

S
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where innocence exists right next to the human psyche, and things
happen as a result. That sense is what makes these sculptures
somewhat humorous for we see these people/sculptures for what
they are....no more, no less.

These sculptures are invested with a life that requires new
material associations, the juxtaposing of things. Some of these
sculptures are altar-like, very vertical, with anear-Egyptian frontal
formality, as sculptural assemblages go. Showmanship is part of
this sculptural language. Bring on the dancing girls, or at least
remember them when you are staring at a blank wall. These
sculptures are like mementos in a showcase, all this done with a
studied casualness. We cannot look through them, but only at
them. Just look at Lady from Krakow, for example. This
Leonardo rendition is entirely post-consumer, and post pre-fab.
These sculptures stand there, or sit there, animating space, as
inanimate constructions. The object language involves materials,
shapes, the language of plastic and other material coalesces. This
language is one that involves the unspoken, the gestures we can
empathize with, that never involve words. This world is an
animated one. It exists in art, as in life, all this... When Barrish
made his first film Cockfight, it took him seemingly forever... It
was the accomplishment of this film that made the artist rejoice
for having fulfilled what he set out to do. That was a documentary
film, and Barrish went on to produce narrative films afterwards,
like Dan’s Motel (1982), or Rembrandt Laughing (1989) and
Shuttlecock (1991). They have a similar tendency a tendency
that we find in these sculptures. It’s all about the moment when
we forget ourselves, the stop frame station somewhere between
our innermost sentiments and the usual banal public persona we
basically dislike but live with.

The colour of the plastic plays a role. Its like the psyche of
plastic, for it is brilliant. Whether shiny or tarnished, light passes
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through it. Colours can be limited to black and white, or be
limited to just a few, as witnessed by the musical orchestra
assemblage whose only colour is in the billiard ball heads, yellow
tympanum bowl, and red cello. Everything else is black and white.
The selection of colour becomes another element in the game of
choosing materials, and their placement within a scul pture. There
is a spirit of nostalgia and a narrative sense to many of these works.
They can take years to develop and complete, for the act of
finding, then selecting each element through a process of
identification, is exacting and relies on associative powers, creative
synthesis, and symbiosis in the imagination.

A harmony is achieved in the end through this
quintessentially human and ultimately private activity. The success
of the moment, and the triumph of will over reason, can
characterize this art form. Everything is done quietly... The
gestures and stances of the figures in these sculptures are at once
classic, yet it is all enacted as in a theatre still —freeze framed— and
the humour rests in the way such ephemeral and forgotten
evidence of the production line can ultimately end up as art, for
these works are truly art and not craft. They are ultimately
psychological studies, but with a flair for life.

The realist aspect of these works is reminiscent of Ed
Kienholz such as The Beanery (1965), that bar scene where
everybody has a head made of a clock. Kienholz assembles with
finished product whereas Barrish makes things out of product
fragments...Both are poetic, haunting, capture a momentin time.

Jerry Barrish has commented that the classical painters like
Leonardo and sculptors like Rodin have a pose, a stance, and these
came from a natural observation. When you edit a movie you
cannot be sure where to cut out a shot. You go through a film
slowly and you freeze the film in stop action. Barrish, whose film
experience no doubt influences his choices, fieezes gestures’ as
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become a moving picture, not photographic or filmic, but
sculptural.

Mesure/Démesure takes two people to make it work.
The “active” spectator pedals the bike, while the “passive”
one looks on, but neither is actually moving through space.
Granche subtly introduces his social concerns as he has with
so many public projects over the past two decades. Granche’s
social sculpture does not caricature Romanticism or explain the
world around us logically. Instead it is a comment on the illogic
of representation in a world where images multiply daily, seize
us and leave us in a state of inanition. We seldom question the
nature or origins of materials or their environmental and
architectural relation. The inner forum Granche has designed
is anathema to the active or passive states the viewer must
choose to apprehend the untouchable space within the piece.
It could even be a model of industry’s historic relation to art.
Granche’s work suggests the gap between the two worlds of the
industrial and the social can only be resolved if our individual
and social vision are somehow brought together. Meanwhile,
technology and industry continue to play a pervasive role in
the ways we judge, perceive and visualize culture.

Granche’s installation ultimately describes a simulacra that
has been steadily progressing for generations. These figurative and
hierarchical, ultimately sculptural cut outs surround the space
within but bear no relation to it. One thinks of the language we
use to describe sculpture, such terms as positive and negative
space, which apply as much to photography and film as to
sculpture. Sculpture’s relation to light, movement, materials and
form involve space, but integrally not as mere surface decoration.
The rapport between materials, processes and sculpture in
Granche’s work address the industrial processes and techniques
he uses while also mirroring post-industrial society’s utilitarian
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models of production. The active and passive roles we play in
motivating this sculpture piece are always at a distance, as if we
cannot truly have any effect on the actual transformation of
physical space taking place in society. Like this production line
landscape of mini-sculptures that moves with the wall to project
silhouettes onto the framed screens to left and right, Granche’s
Mesure/Démesure suggests the real threat to cultural and social
stability is generated by a culture of distraction. Who propels all
this? The active cyclist and the passive viewer? The imagery of the
media that influences our dreams and desires is not absurdist at all
but concise and linear, as thin as an eggshell when it comes to
physical space. Like the figures on Granche’s wall, it appears in
fragments that distract, distort and immolate the social sphere
and the environment within.

S

PIERRE LEBLANC: OPEN BOOK/HIDDEN FACE

rom large scale site specific sculptures, to maquettes, to

murals, to artists editions, Pierre LeBlanc seizes a theme and
communicates it in the here and now. His sculptures deal with
the social and cultural processes that inform our worldview, but
more importantly the way human identity have been
transformed by technological and infrastructural changes. He
explores our cultural legacy by establishing visual metaphors
alluding to place, events or people. In North America, our cities
have, and still are, undergoing vast transformations. Some
envision this as a natural, organic evolution - this new car-
dominated, grid-patterned contemporary landscape. They call
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With his painting Columbia, we are witness to a scene in an
industrial building. The space shuttle becomes just a diagram
within that painterly scenario. We see green lines and red points
that compose themselves into what potentially could be the
Columbia Space Shuttle. The whole ‘Ziagram” painted as it is, is
set into a grid-like space that is designated, regulated, measured.
This scenario exists in an era where design is integral to
production, where design by nature is diagrammatic, even based
upon screen data, on information that is abstracted from any
given or specific reality. The albeit representational space becomes
a background onto which concepts, images, are applied. There is
an almost Kiefer-esque sense of the finality of things, even of
history, and of Kiefer's continued sense of the illusive nature of
that finality.

In Farm, Venter plays further with the relativism of today’s
art. An abstract surface area co-exists with the simple landscape
view of a farm. There are a series of lozenge-like shapes that
traverse this scene providing a metaphorical cue that this, as with
the other paintings in this series, are largely mimetic recreations,
the product of the intertwining of memory and process. Venter’s
choice of subject, however, always remains based in reality, in the
historic event. We remember that the art object, even the surface
nature of art, has been challenged by new technologies, by the
seemingly infinite number of ways images are transposed,
reproduced, reinvented, through a series of technical processes.
Thus the process of painting is given a new structural meaning.
It aligns itself with surface and vision, with a design metaphor
that is in accord with the way most individuals perceive the world
in a digital age...

W perceive the world as a series of visual layers, but more
often than not the layers can be product as much as nature. The
two - product and nature - intertwine vociferously in our culture.

JOHN K GRANDE - ESSAYS & REVIEWS

Surfaces speak more subtly than content can. Content becomes
the material with which surfaces are built. Thus the
interchangeability between representation and symbolic abstract
motif in Deon Venter's Headline series. Realism can be a
backdrop for surface motif. Neither is the subject. Working
together they transcend, build a deeper level of interpretation.
Ultimately the Headline series causes us to ask questions about
content and representation, even of art’s ultimate connection to
reality as we know it. I am not entirely sure whether there are
answers to these questions...Figuration is extemporized, just as
abstraction is extemporized. The metaphor is in the material
reconfigured, inter-culturally fused...Deon Ventor’s approach to
painting is cleverly relativistic, contemporary and multi-layered
in its approach to the process of building image(s) into surface(s).

Footnotes:
1. Soetsu Yanagi, The Unknown Craftsman: A Japanese Insight into Beauty (New
York: Kodansha International, 1982) p. 115.

5

BEAUTY GOING NOWHERE: THE PHOTOS OF ED BURTYNSKY

Ed Burtynsky is something of an iconoclast. Not only does he go
out into the world seeking images that capture a landscape, but
his photos witness the changes in the land, the interventions, scars,
demolition, incisions, layerings that have altered a place. In beauty
Burtynsky basks with an eye for the sublime inherited from past
photographers of the American landscape but what people forget is
that imagery of the land developed out of the Romantic painters
like Albert Bierstadt, Thomas Vicat Cole, to become a William
Henry Jackson or Timothy O’Sullivan.
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For all its irony and labor intensive reconstruction, BGLs In the
Shelter of the Trees, inadvertently reaffirms the ongoing nihilism
that goes with mass marketing and consumerism. Some accept the
anomie and join in the party. Other question it. BGLs artmaking.
seems somewhat lost in that commonplace, endlessly reconfigured
landscape that is part and parcel of economies of scale. Itis as if all
that wasteful exploitation of resources that is the starting point for
their material method, has lead them to a cul-de-sac conception as
constricted as these passageways, that look out box. And so, as we
enter or exit the piece (we can do so from either end), we find a
tiny generic office setting that has a desk, shelving and other
generic low budget office furniture. Its an austere dichotomy, this
wrong box, kind of like window dressing, all done with cardboard,

once trees.

JANET CARDIFF: MOTET

he best work in this show is undoubtedly Forty-Part

Motet (2001), a 40 track audio installation originally
presented in the more sumptuous interior of the 19th century
Rideau Chapel, adjacent to the National Gallery of Canada in
Ottawa. Spem in Alium (1575), the music recorded for this piece
is a polyphonic chorale was written by 16th century British
composer Thomas Tallis for 40 different harmonies. Cardiff
recorded each individual singer’s voice during a performance of
this piece in Salisbury Cathedral, England. Cardiff comments:
“One of the main things about my work is the physical aspect of
sound. A lot of people think its the narrative quality, but its much
more about how our bodies are affected by sound. That’s really the

JOHN K GRANDE - ESSAYS & REVIEWS

driving force.” This ‘physical aspect’of the sound of Forty-Part
Motet is truly captivating, as is the richness of Tallis’ original
composition. We experiencing each individual voice recording
within the collectivity in real space and time, and it makes this
work conceptually unique. The specificity of the sound is such
that, as we walk around the gallery space, listening, we hear each
individual voice emanating from a separate speaker. Hearing these
rich sounds while visually looking at a stark collectivity of 40
speakers is an unreal and strangely euphoric experience. CardifPs
sound environment even includes the background sounds of
audience listeners’ coughs and shuffling feet. This un-filtering of
sound, and the re-presentation of it as it might be before we
individually edit or select it from the broader background
environment is one unique trick that does work with Janet
Cardiff's soundworks...

The Dark Pool (1996) has the look of an abandoned or
neglected space, with books, notes, papers. All manner of
materials are strewn about. A speculative thought...Is this a
comment on how real life rationale and the ordering of physical
reality in general, has lost its logic? Has digital, binary and video
image overload spilled out of its virtual genial bottle to invade
and disrupt orderly reality? The physical details of various
recorded sound environments are very much a presence in the
‘Walking Pieces for which Cardiff has become internationally
known. They remind us of Marconi and early sound recordings,
of how the cachet of time is every bit as fascinating as mid-19th
century photography can be.

In the MACM show, a section has been set aside for viewers
to experience several of the Walking Pieces including Louisiana
Walk #14 (1996), Walk Munster (1997), Villa Medici Walk
(1988) and In Real Time (1999). Seated in front of a computer
you visually read and hear these environments, incidental details
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abstract concepts awkwardly, especially if one considers the
sculpture happening in Europe or New York in the same time.

Sullivan’s Tondos are followed by the Cretan Cycle of
paintings inspired by a visit to Greece in this show. There is a
nostalgia, and a desire to grasp at the shadow of past civilizations
soas to capture the magic of mythology in the Cretan Cycle. One
of the most powerful and recent works Sullivan has included for
this retrospective is an atypical one titled Tower (2003) that
consists of a stack of packing crates illuminated by light bulbs
within. Is this poignant installation Sullivan’s comment on
globalization’s effect on cultural and economic diversity
worldwide? Those packing crates from 3rd-world destinations
look tentative and fragile and dispossessed as they pile upwards
towards the ceiling...Francois Sullivan’s unusual and well deserved
retrospective at the Montreal Museum of Fine Arts, the first since
the Musée d’art contemporain’s show in 1981, pays triubute to
an artist whose career has spanned movements, media, and mass
culture yet maintained an integrity of expression.

SR

DANIEL RICHTER: PINK FLAG WHITE HORSE

n the same multi-faceted relief genre as Peter Doig, but with an

even more theatrical and carnivalesque approach to the painted
subject, German artist Daniel Richter plays on and with various
styles and symbolic imagery, often from mediatic and photographic
sources. The visual fables Richter generates are a generation or two
away from fellow German painter Anselm Kiefer, who sought out
ancient legends like Siegfried, Isis and Osiris. Richter construes his
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visual stories with his paintbrush. And they are are rife with
everything abstraction was against in the post-War era symbolism.
allegory, human angst, even a magnetic social expressionism, albeit
hedonistic in post-millennium times. It is the ambiguity that makes
these works so unsettling...hard to read. As art, they sit on a
proverbial wall where meanings are never fully explained or
understood. Basic historical assumptions once taken for granted,
are no longer fully understood...The contexts have shifted and
boundaries of behaviour have too. Richter reinvents history
painting but gives it an almost folkloric aura of abandonment and
decadence. There are distant cultural echoes of Bruno Schulz’s
Street of Crocodiles or Gunter Grass Tin Drum or of George
Grosz and Otto Dix but this is a politically correct era where
emotions are sanitized, even packaged.

There is none of the certainty we associate with paintings that
deal in fabled stories, epics or history in general. In Dream South,
we see naked dancing figures in the distance, a partially constructed
house, Pop pink Day-Glo trees, gnome-like person and a stooped
green-nosed man (a gardener?). The cacophony is delectable and
amid all the decadence of Zurberes (2000) we sense that this crown
of masked men and monkeys amusing themselves to death are
nearing the end of their party. A crowd huddled together in an
bright orange inflatable life raft, suggests a loss of meaning in Bas
(2002) are there by necessity. Unlike Géricault’s Raft of the Medusa
this group of survivors are not heroic, just lost and drifting and
floating in a dark sea of uncertainty about their potential present.
Lost in a loss of context(s)...Various codes of behaviour are
reinvented and we recognize traces of symbolism in the ghoulish
caricatures of these post-human mask-like faces that populate these
paintings. In another painting the figures look like they are literally
dematerializing, either from some disastrous and invisible force or
because of the death of substance. Tefzen (2004) has a bear and a
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One painting has an elder man fishing while a woman stretches
moosehide. Youthful faces - a reminder of the future - are also there.
Interspersed throughout these textural multi-media paintings are
sensitive and intricate abstract details, lines, colours and that raw
textural feeling that Glenna Matoush has always excelled in.

The most striking of Matoush’s new series is the one that depicts
a marriage some 55 years ago in Mistissini, which is located north
of Chibougamou. We see all the people staring out at us from the
canvas larger than life. Other contemporary personages can be seen
wearing a blanket, decorated costumes, and there are ravens - a
harbinger of good luck. Another diptych from Glenna Matoush’s
"Wall of Personalities (this actually covers two walls at either end of
the Mistissini Motel/Museum) has an ancient feeling for the forest
and rocks of the north. An ambiance is projected simply through
the colours, texture and details; a reservation puppy, and the faces of
individuals that make up the community of Mistissini populate this
piece.

Seen together these large scale paintings are a positive homage to
this Cree community. More than anything, they project a sense of
inter-generational life and historical truth. The latest of Glenna
Matoush's projects the Wall of Personalities was preceded by another
engaging and equally ambitious sculpture work created for the
international Shore/Lines: responding to Place exhibition at the
MacLaren Arts Centre in the summer of 2003. Produced in
collaboration with Jan Larsen, Beaver Tree (2002) comprises a steel
sculpture with a tree stump form at its base and a beaver skull as its
crown. When this incredible 7 foot sculpture was installed in its
present location at Little Lake in Barrie, red streamers were hung from
adjacent trees. This traditional and symbolic act accompanies the
hanging of a beaver skull in a tree in Cree society. The moving red
streamers brought the environment surrounding the sculpture to life.
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HITCHCOCK AND ART: FATAL COINCIDENCES

ith a glitzy title like Hitchcock and Art, how could one not

be skeprtical? Yet by drawing comparisons between film and
painting, and with a tight curatorial choice of material, this show’s
innovative approach provides fertile ground for what may become
a future trend in cross-over exhibitions. Hitchcock, the master of
suspense, is contextualized, first with film documents, photos, set
and costume designs, posters, production stills, and then the art
- paintings, prints and drawings from 19th century symbolist and
Victorian to contemporary PoMo - but without seeming overly
academic or laboured, perhaps because of the pop cultural
substance of Hitchcock's films. There is even a full scale
reconstruction of the film set for Psycho, complete with clean
white towelettes, pristine shower, kitschy bed, lamps, and other
paraphernalia to psyche your psyche out!

While the show’s preamble of those sublimely ordinary yet
cheesy object/icons Hitchcock used as cues in his films; a pair of
broken glasses from The Birds, a razor from North by
Northwest, hand cuffs from The 39 Steps, a set of books bound
with rope from Rope, and an Exacta Camera with telephoto lens
from Rear Window seemed unnecessarily obvious, a smaller
room presenting still photos with Hitchcock in his famous cameo
role perfor-mances; walking with two dogs out of Davidson's Pet
shop in the Birds, going onto a bus in North by Northwest and
on a train in Blackmail draws the viewer in. As Hitchcock
commented the clever cameo device: (... Jwas strictly utilitarian;
We had to fill the screen. Later on it became a superstition and
eventually a gag.”

While not always dead on as comparative examples of the
parallels between film and art, the astonishing range of artworks
from the Victorian, Symbolist, Surrealist, modern and
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his film Ararat at the Cannes Film Festival and his installation
Steenbeckett at the former Museum of Mankind in London, Atom
Egoyan has again turned to the mechanisms that have replaced
human memory as the storage depots of sound. His latest
installation, Out of Use, is a controversial one. This assemblage of
over 40 recording machines is enhanced by a system that
interconnects the tapes from all these machines, which are
perpetually in motion. The tapes move upward to the ceiling, only
to descend back again to the machines. The effect is of a collective
fragility, a kind of mausoleum atmosphere where the past carries a
holier-than-thou aura. We see the hands of people reeling the tape
reflected from monitors facing downward in conjunction with each
machine.

When he was invited last autumn as artist-in-residence, Egoyan
knew that he wanted to create a work that involved public
participation. The people of Montreal were asked to donate their
abandoned, discarded or disused tape machines, complete with the
last tape recording they had made. Those who submitted materials
were encouraged to record their recollections of the last time they
used the tape machines. Two such anecdotes were presented as
recorded videos at the entrance to Out of Use. Old reel-to-reel tape
boxes and the like could ALSO have been in a vitrine at the
entrance to the darkened exhibition space.

Out of Use exudes nostalgia for memory and a sense of place,
both dislocated by so-called progress. There is a certain symbolic
fragility to Egoyan’s arrangement, as if this whole chain of time-
sensitive recordings could be destroyed by a single act of violence.
And while the reel-to-reel does reflect a bygone era when
technologies were more awkward, less evolved and bulky, even
“machine-like” in their look, the monologues, to my mind, are
boring. There is none of the voyeurism that makes Egoyan films
like Exotica (1994) so interesting. Indeed, the legacy Egoyan
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examines is largely a materialist one. How impersonal, even
politically correct this typical museo-presentational show is for one
who deals with supposed identity and memory as a theme. Out of
Use seems to be more about the inversion of self by technology
than about identity. Didnt we tell better stories, remember more,
when we had no machines to rely on to store data, matter, sounds,
and images? And didn’t we edit the irrelevant and relegate it to the

out-of-use category?

ALAN STOREY: SITE-SENSITIVE SCULPTURES
THAT MOVE AND MAKE YOU THINK

lan Storey isa rare phenomenon in Canadian art. His projects,
ibitions and commissions combine intelligence, humour
and hands on practicality in such a way they seize the public
imagination. This has been one reason he has received an increasing
number of commissions of late. As an artist, Storey divides his
artistic practice into three categories. The first consists of machines
that make marks, effectively drawing machines. The second consists
of gallery installation works that investigate architectural and social
space. The third category, and the one Alan Storey is rapidly
becoming best known for, are his public art projects which, for their
accessibility and innovative use of technology simply to
communicate are truly democratic in conception.

One of the earliest Drawing Machine shows titled Draw was
held at Or Gallery (1984) in Vancouver. It consisted on an
ingenious Alan Storey innovation, a machine that made drawings
across the walls of the Or Gallery in a full rotating
circumnavigation. (One full round of the gallery took 35 minutes).
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Sir Roland Penrose once commented that Cubism was % movement
among painters towards the sculptor’s three-dimensional problems.” The
succinct sculptural evidence of these intentions were evident in
Picasso’s Head of a Woman (1909), the first Cubist sculpture, and
in Boccioni's Development of a Bottle in Space (1913), which
contain a directness, a pure vitality of artistic exploration that we
find in the most integral Cubist painting of the period. One of the
problems of finding a historic relevance for Lipchitzs early work is
precisely that it epitomizes the language of Cubism, but exclusively
through sculpture. There is a reductive feeling to much of his work,
as though the artist learned the style without discovering it, adapted
it without exploring it, using it as a kind of aesthetic Esperanto.

While for Juan Gris, with whom Lipchitz worked in close
association between the years 1916 and 1922, sculpture was seen as
a part of the painterly exploration, for Lipchitz it was his main
artform. In looking at the fine selection of Lipchitzs early works on
view at the AGO, we feel that he drew form Cubist prototypes in
painting for his style, applying Picasso’s persuasive regimen with a
pedantic, almost academic caution. Perhaps Lipchitz’s sentiment
for Picasso’s new dimensional vocabulary was at odds with the
primeval expressionist forces at work beneath this layering of Cubist
style that Lipchitz adapted to the universal, human themes of joy
and suffering. They would preoccupy him for his entire career. In
practice, his works bear a closer relation to those of Henri Laurens
for their over mannerist incubation of the Cubist idiom. For sheer
physicality of force, and a hermetic balancing of mass with spatial
elements, Lipchitzs best works express an anguish, violence and
tortured expressionism that is expressly his own.

At the outset, this show extensively documents Lipchitzs early
development as a sculptor, amid the furor of early Cubism in Paris,
where he arrived as a young Lithuanian novice at the age of 18. In
the earliest works such as Sailor with Guitar (1914), Cubist angles
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are set into as fundamentally realist sculpted form, with a kind of
art deco application of multi-faceted angles. The process of
dimensionalizing form into the picture plane is reversed here, and
creates a two-fold distancing of subject from reality.

Deatchable Figure: Seated Musician (1915), a painted wood
construction, reveals Lipchitz's complete assimilation into Cubist
non-objectivism. While it is a superb little work, the form sill seems
to be illustrative and descriptive, rather than part of a functional,
expressive aesthetic.

Lipchitz continued to adapt and transform the Cubist
vocabulary throughout the 1920s. Tt was at this time, in his small-
scale bronzes called Transparents, most of which were unique casts,
that an inherent vitality, a stronger collage exploration of positive
and negative values, material mass and void begins to appear. He
becomes less of a Cubist style, more completely the master of his
own creative destiny. Lipchitz later wrote that he was “escaping from
the iron rule of syntactical Cubist discipline” Lipchitz describes
Chimene, one of the last of the Transparents executed in 1930 as
“a woman's head and hand, like a plant or a flower”. For its free, fluid
style this work has a graceful monumentality that surpasses the
heavy-handed compression of form, and quasi-religious thematic
that he sought in the large-scale public commissions.

Adjacent to the Transparents are Lipchitzs monumental
“ubject sculptures” of the 1920s and 1930s whose expressive
anguished forms vary greatly in quality. Figure (1926-30), Joy of
Life (1927) and The Cry (1928) are strong, expressive works, whose
sculpted mass and spatial interplay achieve a contiguous harmony.
On the other hand, Reclining Woman (1921) or Meditation
(1925) have an exaggerated expression combined with an overblown
workmanship that overwhelms and confuses the viewer.

In looking at the diverse array of works from the post-war years
when Lipchitz moved to America, we become aware of how lengthy
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NO WALL ART: ANGEL ORENSANZ

‘Dcfu.hin the pantheon of artists working in and with the
environment (to be distinguished from land art artists of the
1960s and 1970s who were largely an extension of minimalist
practice in New York), Angel Orensanz is something of an anomaly.
Not only does Angel Orensanz defy classification, or more
imporrtantly a material or object-based analysis - the kind so
popular among magazine writers in the Post-Post-Modern times, he
is true to his own person. In a sense Orensanz approaches the site
or place where his event oriented art talks place as a scenario, and
a place within which an interaction may take place, but the interest
is in the ephemeral effect, and the visual detail, even the way art
can displace nature in a landscape. When a particular performance,
a sculptural situation, or environmental intervention takes place,
Angel instigates it all as if art would never exist within wall, on the
flat white wall within the white cube that Brian O’Dougherty made
so integral to Artforum and art readers. Few artists are as conscious
that art exists within a historical continuum as Angel Orensanz.
The designation of time and place for an event have alot to do with
memory and individual identity, but this field or terrain is one
where Angel Orensanz becomes an outsider looking in on his own
previous context or experience or history. Witness, for instance his
ongoing Furrow sculptures in Spain. Done as early as 1984 near
Zaragoza airport, or in 1985 in Ejea de los Caballeros (both sites
in Spain) and with Angel directing the scenario from the air,
recording the movements and furrow drawn in space. These events
are scenarios closer to the spirit of performance art than land art
per se. Robert Smithson, Michael Heizer or Walter de Maria were
artists whose interest was in colonizing the land, establishing a
permanence, and leaving markings that were indelibly
transformative on the landscape. Their efforts paralleled NASAs
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conquest of space, and the moon landing. The territorial imperative
of land art is completely contrary to the more intuitive, progressive
approach witnessed by Angel Orensanz with his Furrow Sculpture
projects. Angel's do impose on the land, but they are proto-agraian
and declare that expression need not be formal or formulaic.
Orensanz is not one of those environmental artists who believe
in quiet, supposedly sensitive integration of some transitory artwork
into the landscape, or cityscape, for that matter. Instead he is
Barroco, a true expressionist, and this places him within the lineage
of Picasso, the expressionists, even Miro, an the architecture of
Gaudi. Although Spanish by origin, along with some French
linkages, Angel Orensanz comes from a region of Spain that is not
central to the flow of culture, or even discourse. While his origins
are not so far from Santiago de Compostela in the Pyrennees near
the French border, his art reflects an eclectic devil-may-care
approach that is a natural evolution out of, and from, the culture
of his childhood. And so we may find a kinship in the details we
find in a Francesco Goya painting, and the sense that art is
something that can heighten the human spirit, draw us upwards, to
the heavens. Likewise Angel has a sense of the context for the
environmental and non-object oriented situations he stages.

“While some critics have called for the end of history, per se,
we all know that human history parallels natures own,
largely unrecorded history, and that the events that occur
within the progression of Western history, are extremely
interdependent upon nature. Droughts, famines, disease, al
these relate to nature and have affected economies, and
individual cultures. Nature knows no borders and traverse
the world with similarities of species, of growth, and all this
relates to a physics that is largely ignored within the pantheon
of art.
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ifit may never have been. Du Bois uses materials to fit a particular
site, and the event of place. Truth to materials often involves nature-
found elements. Truth to materials is an expression that alludes to
an inner world, and brings a spiritual and emotional dimension to
experience. There can be an element of irony, of improbability to
this sculptor’s work. The sculpture developed further because André
Du Bois did not follow fashion. He inevitably developed an
idiosyncratic and vernacular approach to artmaking. Works created
at one time, that deconstruct, eventually return in a new form, in
new configurations.

De Gré/ De Forces was a particular exhibition that embodied
this culture and geo-specific approach to sculptural practice. Held
at the Musée du Bas-Saint-Laurent, it included a series of fragile
emergent wall structures Qui/Sangs /Suivent (1999). While the
viewer may interpret these sculptures fragile, precarious quality as
a window into Du Bois’ vision, for the artist precariousness is a
vicarious way of life, a daily phenomenon. Qui/Sangs /Suivent took
over an entire wall at the museum with five wall mounted “beak-
like” sculptural elements. Lighting again plays a role. You could feel
the nature-culture duality here. The beaks made of nature looked
threatening, but if you walked beneath them, you feel protected
from what surrounds the place these sculptures occupy. The
extremities of the “beaks”, covered with red paint, again alluded to
the potentially violent character of nature, to a Darwinian “survival
of the fittest” syndrome. In an unusual assemblage, Poiseau d’eau
(1999) Du Bois built its structure outwards from a centre. The
process was one of accumulation of found recycled wood sections.
These were appended, added to a tree trunk. Alternatively, they
could be carved in thin sections, to then be put together. InI'oiseau
d’eau, a tree trunk has a base that looks like a bird’s head and eye.
Applied onto this tree found on the river shore of the St. Lawrence
were hundreds of recycled building wood sections. They covered
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the entire surface of the tree. André Du Bois thus effectively “Covers
over” the natural outer surface of the tree. Hammering tiny lathe-
like sections with nails onto the trunk, he builds a natural disguise
into his sculpture. What he applies to the tree surface follows the
original form of the tree trunk. Nature disguises nature. This
process an additive one. It could be seen again in Du Bois' Emprise
(2000) backyard stone emplacements. Both apply matter onto an
existing form: in the latter the landscape topography or surface, and
in the former the tree trunk surface. The matter within - the
spiritual element - is brought out through Du Bois’ exploration of
light and space. The finely carved Untitled works echo the large
sculptures. With a minimalist economy of materials they achieve
the same result. The pale white exposed wood suggests ... fragility,
exposure, skin, impermanence. Du Bois splits these wood sections
apart as one does cutting firewood, but even finer, until the ends are
like fine points reaching into nothingness. This allegory is akin to
a barttle between nature and the artist’s consciousness. All things
connect!

Entropy figures in artworks like Lalune 2 3 pattes. Created for
a symposium at Carleton in the Gaspesian Peninsula of Quebec in
1997, this work included a ladder element that lead to a moon.
This 20 foot high imaginary curved ladder is set atop an assemblage
structure of 3 branches. A stick drawing of a moon rests atop the
piece. The natural language of Du Bois’ assemblage, surreal and
environmental, builds imperfection into its container, like a great
creature carrying its own nest. The work was destroyed by nature
after the symposium. Elements were recaptured from the site by
the artist four years later and brought home to be recycled. The
curved ladder, a recurring element in Du Bois’ sculpture is an
emblem. It could suggest a desire to reach the infinite. There is an
animated, gestural sense to this sculpture. With Nancy Arrives
(1996) a studio work, we see a curvilinear chaos of branches and
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read: I would be infinitely grateful if in your mind’s eye you could
replace this leg and footwith a leg and paw. This is how my limbs are
made.(Thank you for trying and congratulations if your attempt is
successful.)”

Vanessa Beecroft’s hauntingly similar cloned blonds call to
mind David Cronenburg’s film Dead Ringers. They definitely have
an identity problem and that’s not all. They have the same fashion
tastes! Beecroft contrasts these blond multiples seen in photo prints
and her video VB 16, Deitch Projects, New York (1996) with
macho males in white Navy attire in the video VB39, US Navy
SEALS, Museum of Contemporary Art, SanDiego (1999).
Janieta Eyre takes a similar tack as Beecroft, but is less sociological.
She plays with the imagery. In Motherhood (2000), a two-headed,
red haired woman holds a sheep’s head in a woolly blanket. She has
a red cross on her ornate blouse and an ornate mirror behind her.
Nathalie Grimard’s poetic body-conscious art transposes plastic
engraved quasi-scientific images of eyeball, lungs, and spine atop
photos, and a methodical schedule of pain spots accompanies the
piece.

David Blatherwick's Multiple Horizon (1998) multiple video
monitor piece displays close-ups of the body - hair follicles, beauty
spots and all - as a landscape horizon with background breathing
sounds. In Blatherwick’s Escape Velocity (2001) haphazardly wall
and floor placed monitors shift from blue screen to an image of a
man’s jumping body that appears, then disappears, all in a flashy
attempt to escape gravitation. Xavier Veilhan's Naked Men (2001)
consists of a panel with synchronized light bulbs. They change from
pure light grid to an image of someone walking towards you. This
low-tech pixel board is hypnotic and engenders a feeling of
anonymity and expropriation of the body. The curved wall tided
LaPlage (2000) again has a low-tech pixel-like effect, this time with
a simple arrangement of colored squares that create a blurry photo-
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like effect. Who are these people? Some of them have crown-like
extrusions on their heads.

Metamorphosis & Cloning raises a lot of questions about the
relation between art and issues. Many of these artists address the
issues well, but their art is hamstrung by the thematic overdrive that
brought this show into being. The works in this show are not quite
about cloning, but look like they could be, so the question becomes:
Are these artists clones?” “Are they cloning ideas about cloning and
metamorphosis ofthe body?” A more extravagant, less codified and
expressive exhibition could have been achieved by including artists
whose work has not been officially sanctioned, beatified by the
museological establishment. It would have been a lot more fun!

S

JOSE MANSILLA-MIRANDA: ALPHA AND OMEGA

0sé Mansilla-Miranda has a highly evolved and symbolic
language and form in his painting. His paintings are symbolic
on three levels. The upper level with its actual pine wood panel
represents nature, while the pink coloured central areas of the
paintings are symbolic of inner spiritual life - the body, the house.
The gallery walls surrounding the paintings are painted Canadian
Tire store’s morning glory blue colour, a colour that suggests a
higher level of life artainment that is spiritual and synonymous with
the sky. The triptych of paintings called Lux consists of three
diptychs titled respectively Alpha, Omega and Spine (2004). A
response to the Yukon 3 Rivers experience, the Lux triptych
communicates central messages about the human body and its
relation to the living body of the land.
Each painted image suggests the fragility of life, and there isa
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forms, and a ladder curved to extremes. The whole is gathered into
a bundle of curious wild animation. The artist made the sculpture
into a mobile nomadic sculpture apparatus for a performance. One
of the most incredible and succinct Du Bois ladder works is Le
conteur de chimiére (1997) a sculpture enacted near the shores of
the Baie des chaleurs in the Gapesian pensinsula of eastern Quebec.
A tall undulating weather worn tree reaches upwards to a point. At
this point seaweed joins it. From this conjuncture a ladder (not a
perfect ladder, but an undulating symbol of what a ladder might
be), reaches up in the wind to the sky and heavens. This seemingly
impossible, even ludicrous and improbable dream sculpture says it
all - in the infinite. The fiction, sited in reality, is itself a real story.
Light plays a role in the installation of Du Bois carved
assemblage works as seen in an exhibition La Ligne du nord held
atLabelle in the Laurentians north of Montreal in the summer of
exhibition organized by the CACQM. A central, seemingly
endlessly curving carved ladder shape is sited on rocking chair like
legs. The whole stretches its form upwards. Its enigmatic presence
alludes to the fragility of culture specificity, and of human life
itself. The tile of this work is Echelle aux berceaux (1999-2000).
The fluid, rough hewn forms of this sculpture are achieved via a
process of splitting. They are trailing up in space. The structure
looks like an imaginary construct. Du Bois infuses an instability
into the structure that is part history and part nature. Ironically
nature is the main support structure for this sculpture.
Miraculously, it hangs somewhere between balance and
instability. Nature is more than just an idea, it is a perpetual and
precarious state of being. Sculpture becomes a metaphor for life,
There is an existential edge tempered with allusions to disinherited
cultural memory in this rocking chair fragment, that ladder, the
space between. There is also a miniature haiku-like ladder
assemblage attached to the wall, whose pointed forms recreate the
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same sense of disequilibrium and suspended movement as the main
work. The mini-assemblage constructions are reminiscent of
Tadashi Kawamata’s maquettes for larger projects. The shadows on
the gallery walls became a part of the art, as did the physical material
of the large scale sculpture. Another maquette drawing in three
dimensions on the wall Quelques instruments du désir (2003)
evoked the same feelings.

The totality of an exhibition environment is something André
Du Bois is quite aware of. The phenomenological character of his
approach to sculpture is evidenced in a simple allegorical installation
titled Occupation (le silence) (1995). Here lead, wood, light and
a floor installed TV monitor with no image evoked the image of
flowing water. A sense of silence and of some other outer force
permeated the atmosphere. The spotlights lit a series of vertical
undulating branch elements. The effect was both musical and
rhythmic. It likewise evoked a sense of the strange effect of
ultimately being alone in the world. The walls disappeared in the
background darkness. The branches were arranged to give a sense
of living creatures or vegetal formations, embarked on a journey,...
abstract, hesitant, and precarious. These forms abstract or figurative,
take your pick, express a sense of being threatened, of potential
displacement. Wood, paper, and metal combine to give a sense of
strange enigmatic unreality. As with many works, there is less
colour, more light and dark contrast. This furthers the sense of a no-
man’s land, of a surreal and unreal state of being. A text in lead that
made reference to silence, in a multi-dimensional sense,
accompanied the work.

The importance of sketches, to André Du Bois' artmaking,
whether photos, or drawn or ink, as ideational dream spaces where
the artist develops ideas for larger projects can not be
underestimated. Over the years, Du Bois has created many ideas
that have not been realized - on the backs of envelopes, on tissue
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he would like to pursue. He had no other role models. Each
participant was given a seat on an old school bus bus to work with
and create art. The results were fascinating. One seat became a
prison cell cordoned off with a body cast inside, another a
futuristic study with books and computer, yet another had a white
wooden skeleton wearing black NIKE shoes. The skeleton cradled
a tombstone that read: Uny kid U.S.G. (United States Ghetto).
Live by the gun. Die by the gun.” The back window of the bus was
likewise filled to the brim with abandoned childrens toys and
dolls. Evan Levy’s comment on the Fillet of School Bus project
was that it serves many purposes - not the least of which is to fill the
gap left by cuts in school funding.” On completion, sections of the
bus were literally “filleted”like a fish or cut into pieces. Individual
seat sections created by participants and actual sections and
fragments of the bus were installed in a summary show that
included works by the professional artists who helped supervise
and assist teenagers with their creations. Fillet of School Bus was
exhibited at the City Gallery East in Atlanta and was deemed one
of the best shows in the City of Atlanta that year.

A new paradigm shift is taking place in the arts that emphasizes
actual environments and transforms the artistic process into a
collective experience shared by a public that would otherwise not
experience artwork firsthand. A re-souling of art and society based
in direct communication - the process - is taking place. The
empbhasis is on decentralization, local culture, accessibility and
public participation. Though hard to initiate, such arts projects
encourage greater resourcefulness on the part of artists, yet the
results are far more rewarding in terms of public recognition and
cultural exchange. Likewise the sites they take place in encourage a
more honest and open communication between artists and public.
As the new millennium arrives, such artistic initiatives can awaken
a sense of the vitality of cultural expression in each of us.
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ART WARS

iting an art show in a disused army barracks that dates back to

the 1820’s seems an odd thing to do. The barracks in which
this show is housed - originally designed for defense purposes -
now serves as a tourist attraction. Herein lies the link. Museums
have anaesthetized and removed art from any social context just
as many historic sites inadvertently anaesthetize old buildings,
battle sites, and other places of interest by segregating them from
today’s living culture. Nature parks likewise segregate nature from
the broader matrix of industrial, urban, suburban and rural
landscapes where human activity naturally integrates or else
abandons any responsibility for our place in nature.

The parallels between art and culture - human culture or the
culture of nature - are self evident but the parallels between art and
war are less obvious. Canada’s own war artists, who include
Frederick Varley, David Milne, Jack Nichols and Jack Shadbolt
o name a few, documented the horrors of war on site or after the
fact for Canadians to see back home. In a sense they were
unwilling partners in atrocities they could not change and merely
depicted their perspective on these events in painting, drawing,
various media. The modern-day art museum is rather like these
barracks - once a part of living culture, artis now enshrined there
and cut off from the broader social context. Art now serves as an
education tool, an amusement or perpetrates aesthetic dogmas
and is usually seen in museums and public or private galleries.

How different is art appreciation from eco-tourism, where
nature is seen as a subject and not an organic, interactive part real
life? What we call Art is part of a formal history increasingly
secularized from life by over-specialization and professionalism.
What we do not call art - everything else - has as much to do with
the creative spirit of society, but is not recognized as such. A year
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superb book of photographs of this experience titled Las Voces de
la Terra. With a forward by William Ospina, this book again
presents images of the natural, physical world. Samper’s Codex
parchment works, like his photographs (published in National
Geographic and the book Makuna, portrait of an Amazonian
culture published by The Smithsonian) reflect a sense of belonging.
to the earth, that it is our home. The identification with earth
becomes a universal metaphor, a vehicle for presenting these
emblems of spiritual renewal, the Codexes. The allusion to mapping
could just as easily have to do with biological coding, genetic
mapping. The surfaces of his Codexes, now on view; can also
resemble territories, as if seen afar.

‘When viewers look into the container/vessel Samper has made
for the show at DeLeon White, they are surprised at its contents.
Life here is presented as a fragile vessel - hand made of parchment
- in the centre of the exhibition. This “container” is filled with red
seeds collected in the Amazon region of South America. The seeds
inside are not shocking, not violent, nor avant garde, nor dangerous.
They are simply there - rich and red and lustrous. The container is
light and at odds with its apparent size. The lightness of the vessel
is a metaphor for air and light, our life support systems, and the
fragility of life. An actual section of fucus tree bark from South
America extends across a gallery wall. An artists book has been
placed under the tree bark. This bark is used by a tribe in the
Amazon for communal healing, to bring them back into balance
with the nature that is so essential to their survival as a society.

Parchment pieces hang from the ceiling, and float in space like
illusions. They are very much like ritual objects. The titles like Codex
Pulowi, Codex Aarash, Codex Amazonica, are ascribed to the art
before it is made, and they reference sacred sites and nature spirits’
names. For Samper the parchments are: an offering to the spirits of
the Earth, and a transmutation of the animal into a cultural artifact.”
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On view at Montreal’s Biodome, are Diego Samper's At The Heart
of the World photos from the Sierra Nevada de Santa Marta, a
mountain range in the tropics known for its rich biodiversity until
April 18th. The aboriginal population of Kogi and Arhuaco people
who live there are live in a sacred balance with the natural world. In
Samper’s own words, the act of gathering these photos provided
him with an “Gpportunity to explore in depth territories and cultures.
Tiavel has been for me a way of life, but also an art form by itself: A

pilgrimage”

REASONABLE AND SENSELESS: A TECHNICAL DISASTER

isaster or human fallibility? Many world events described as

disasters were the product of human error. In this controversial
show, three Canadian artists explore blurred boundaries between
truth and fallibility with a specific focus on disaster. A subtext to
their message is the possibility of hope despite the immensity of
these tragedies. Donna Szoke’s video installation reasonable and
senseless a condensed history of technical disasters is presented on
20 LCD monitors. Some of the details seem ludicrous, given our
greater knowledge of the dangers inherent to war such as the “Zuck
and cover” method taught children in anticipation of nuclear war.
As Szoke states: “Reason, when cut off from our hearts and souls,
is a dangerous tool...

Often, in the name of reason we make gravely bad choices.
Educational, advertising and promotional films delineate a culture’s
values, omissions and biases. One of the dangers of relying on
didactic and historical materials to create informational “Gronicart,
is that the art itself suffers from the same didactic limitations as the
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The act of appropriating and re-forming styles to create a new
hybridity in painting is an endeavour many painters are now
involved in Harlan Johnson is no exception. The reddish hues, the
spatial and surface ambiguity are what intrigue one looking over
these smaller than usual contemporary artworks.

Whether these paintings represent a micro- or macro-cosmic
world is not the ultimate point. Whatever universe it is, it hinges on
ambiguity of perception and captures some visceral, tactile level of
reality that acts largely in an unconscious way on the world as we
perceive and filter it. As amorphous, ambiguous figurations, they
represent a new impressionism that is simultaneously subjective and
inner world, while equally being pseudo-objective or quasi-
scientific. The small scale Sphere series (2002-2003), for example,
might even call to mind early 20th century constructivist art,
Johnson fabricates images that are more illusionary than
geometric...His style has loosened up of late, perhaps because he is
now working in a more intimate studio space than previously. As
Johnson comments in the artist’s statement for this show: .. the
work leads the eye to vaster non-architecturally formed spaces. This has
to do with reducing the vocabulary to grounds and spherical shapes.
These suffice, because it became evident that at times more distance
Jfrom contemporary language is beneficial. Like the necessity of music,
at times we need to visually zone out, to savour on a pure emotional
level.”

Accident and chaos, Harlan Johnson's seemingly haphazard
works inadvertently recreate some aspect of nature’s own energy
patterns and movements. These are likewise inherent to the creative
process. This ever changing inner and outer transformation can, in
Johnson’s new work, be protean yet languorous less formal or
conscious than in earlier shows. However transitional these works
may be, they signal an evolution in painterly process in Harlan
Johnson’s work. There is less of the gimnmickry to do with
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fragments, juxtapositions, and contrasts. This direction could
develop along a surprising tangent in the future.

~%:

SHAYNE DARK:THE EVENT OF PERCEPTION

‘acforking in and with the effects of art in space, not as a
phenomenologist but instead extemporally, over the past
decade, Shayne Dark has produced a broad range of enigmatic
artworks. While the emphasis has always been on the object and
its relation to space, the shift that has gradually taken place is
something of an excursion that affects a perceptual effect. However,
unusual as it seems the newer works emphasize an environmental
paradigm not present in the earlier work. Yet throughout it is the
event of art, and the way the viewer perceives his or her relation to
the sculpture object. This always includes a sense of the
environment within which a particular sculpture is placed. These
variform works are particularly sensitive to the interior or exterior
space(s) they are intended to be shown within which. The
interaction between viewer and object is very much an extension of
our perception. The difference is that Shayne Dark’s art adds a
theatrical incandescence, even a trace of the creator’s persona, and
this has as much to do with the passing of time and how that wears
on perception as it has with more formal or aesthetic concerns.
Shayne Dark’s sculptures as they have evolved reveal a constant
interest in the way the individual responds to what are essentially
built enigmas. Dark’s works project something theatrical, and
communicate this here and now sensibility through the process,
they are made with and through. Just as they remain rooted in an
approach to process, and fabrication, they involve a sense of ritual
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textural and coloristic devices, it causes us to question the very
essence of the painterly image/ representation. There is an incredible
lightess of colour and surface application, combined with flat,
painterly pure West Coast Diebenkom-esque patches of blues and
blue-grey. The figurative is objectified in such a way that we perceive
it as simply one image layer among others. The arrangement
references the way we read imagery as disconnected series of
layerings, perhaps due to the pervasive presence of screen
technologies, rather than in context as fluid physical space.
Abstract and figurative become interchangeable elements in a
language of painting that finds its apogee in Maja Desnuda (1998),
a large painting in which a female nude becomes part of a
diagrammatic abstract sectioning of the canvas. The figurative (nude)
becomes a three part window in a field of other abstract elements and
sections. Return #1 - Red (2000)uses the same language but with
pure abstraction. The colour red is outside the centre and the
painterly suggestion is of a cyclic shift or thythmic movement towards
a well defined but less intense core. The strongest colours - yellow
and blue - have shifted from the centre and reappear on the side, as
ina nature cycle, of their own volition. A new beginning is suggested.
Aretumn to pure abstraction came for Sorensen after he made his
first trip to Cuba in 1999. He fell in love with Havana, with its scaling
old facades along the Malicon (waterfront), the faded warm colors,
the highly educated guides working for ten dollars a day... often
people with several degrees well versed in architectural styles of every
European variety... The political reality in Cuba is that the population
and their potential is hampered by the crippled economy (embargoes
etc.). Two weeks later in July, he did a series of drawings and
watercolor sketches after he returned from Cuba. Soon after he
initiated the Havana series. It all came pouring through, at a pretty
even pace. The Havana series (1999) are sublime painterly
constructions that draw their vitality from the seamless integration of
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red, yellow and blue grid/squares in their centres, supplemented by a
series horizontal and vertical background colour applications. The
colors are intense.

The Havana series are comparable to signs, with their bold, pure
painterly sense of space, and composition and, for Sorensen, involve:
“The sense of discovery and touching below the surface, using intelligence
but arriving in mystery nonetheless. The reason I am doing abstract has
1o do with the singularity of an image that is unencumbered by multiple
meanings. These information packed images usually don't achieve the
depth of meaning that something that operates solely within the language
of painting may reach. I feel my references are as broad as before, but the
unearthing of single images is more my present concern.” These
harmonious works, though the colours are now warm, southern,
signal a return to abstraction after the diachronic fusion of abstract
and representative imagery seen in the Dialogues show at Galerie
d’Avignon in 1998. Sorensen returned to abstraction because “ a
definition of the externals of multiplicity was clear enough, and the
return to individual, inside probe was next...what was the next step?
It had to be areigning in. So it started with the Havana door opening,
an external ‘nspiration’. It was refreshing and quite natural, not
conditioned by context and intellect.”

The Havana series bring us back to Sorensen’s Grids and
Screens from the early to mid-90s. Gate with Yellow Grid (1992),
that lead naturally on to works that include Amida (1995),
Guatemala (1996), Kite (1996) and Gate and Grid (1996). The
pure yellow space with black borders in Gate with Yellow Grid
(1992) develops a visual language akin to writing using straight
lines that intersect, criss-cross the canvas building a tension
between the interlocking lines and surface textures. Above all it is
the effect of light, texture and colour that resonates within building
a spiritual metaphoric space. The layering of a flat yellow colour
area on the canvas surface witnessed in an earlier works on view as
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the steel panels that surround some of them, are cold and
postModern. A Euology to Art (LIFE, to van Aelst), for instance,
has the word LIFE etched across the centre, while A Euology (Still
Life), after Thayer has the phrase STILL LIFE etched across it. A
Claude Lorrain landscape became the source for an interpretive
David Bierk landscape, and includes the word MEMORY. These
messages are neither subliminal, nor subtle, yet engender a sense of
the way words can have the effect of editing our visual reality. The
word TREE, for instance, might stop us from going further to
investigate its complexity: the trunk, the bark, the foliage, its
intricacy. Stating or defining simplifies things in our mind’s eye. (A
picture is worth a thousand words.) The words are integral to some
of these paintings, but are like a blind mark or date stamp.

Arranged in a horizontal row on a shelf installed on a wall, three
paintings actually “Cover” hardbound editions of Connoisseur
magazines from around 1905. They have been sealed up like time
capsules. The content of these volumes - printed and visual
information from another era - has been covered over, negated and
erased through their reconfiguration as objects. These objects now
become visual subjects, with two Romantic landscapes, one of dawn
on the left and the other of dusk to the right. They are visual
parentheses, representations of an idealized nature, that surround
the central composition, an interior detail from Vermeer's Woman
Holding a Balance. The central Vermeer image depicts domesticity,
worldly goods and material harmony, while the nature
representations are idealized. Wasn’t the traditional landscape as
much a representation of the worldly wealth of its patron as the
traditional portrait or narrative painting?

Looking through the rear-view mirror at art and history, we
have the capacity to adapt, simplify, deconstruct any context and
meaning at will. These paintings are no longer associated with a
linear or progressive model of time, and reconfigured as they are,
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stimulate altogether different associations, even as we understand
something of their original message. The positioning of the
paintings (cultural objects) is linear yet the message is ontological,
suggests that history is a continuum, rather than a succession of
movements, of eras, or a time line. David Bierk subtly subverts our
sense that there can ever be a stability, a paradigm, or a simple
explanation for the phenomenon of time past, future or present.
The message is ultimately about the dichotomies that arise out of
our desire to explain any ultimate inner truth in a world where we
interpret reality as imagery, and imagery itself is a commodity.

Art is, and has always been, influenced by the technologies of
its era. The new media in today’s world enables us to splice, layer
and diffuse imagery in a way that was never before possible. The
accessibility of imagery renders it public in a way it has never before
been. The intention of the classical artists may have been altogether
different. The private icon, becomes an object, and now an image.
This is what Marshall McLuhan referred to when he stated:

“Without the countervailing balance of natural and
physical laws, the new video-related media will make man
implode upon himself. (...) His body will remain in one
place but his mind will float out into the electronic void,
being everywhere at once in the data bank.”*

David Bierk pulls art out of context to give it a new relevance as
contemporary signifier. Because images abound, they are
devalorized, yet Bierk plays on this central irony, on our belief that
what we see with our eyes - manipulated or not - is a kind of truth.
Situated outside time, or as if the art of may times stood still, the
order is reversed; past becomes future and the future becomes past.

An alarpiece, when closed depicts a Dutch sl life floral
painting. When opened, we see a painting of Vermeer's Woman in
a Red Hat . The steel side panels inside are cold and have an
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of his work in 1994 to the National Gallery of Canada. Sixty of
these works, which include negatives, maquettes, and finished
works, form the basis of this retrospective of this internationally
acclaimed Canadian photographer. In 1981, when he met Vlady
Stévanovitch, Boogaerts was persuaded to study and eventually
teach Tai Ji Quan.

Boogaerts was very much a Montreal phenomenon,
publishing his work in Parachute magazine, exhibiting at Gilles
Gheerbrandt and Galerie Optica. Over time he created a body of
work that was overtly analytical. They included exposés of the
nature-culture paradigm as in his Référence: Plantation/Jaune
Bananier (1975), a series of works taken in and around Montreal
and Brussels earlier on, that fixated on the theme of a banana
grove, or in Dieffenbachia (1985), Lys (1986-88) and other
floral/arboreal studies. Pierre Dessureault, in his interesting
catalogue  examination of  Boogaerts  photographic
accomplishment, refers to the maquettes for Leaves-Traces
(1982) as a cycle in which the artist “breaks fiee from the rigidity
of the photographic support and displays a group of unmounted
prints on a wall, cascading down the wall, to reconstruct an image
of dead leaves or tracks in the snow.” The parallels between leaves
of photo paper and tree leaves are evident and exemplary in this
work.

Affirming the totality of the photographic image, rejecting
the pictorial and formal aspects of the photo image, Boogaerts
had a basic awareness of historical precedent. His generation of
Montreal artists who explored and extended the language of
experimental photography included Serge Tousignant, Bill Vazan
and Robert Walker.

A master of the intimate, soulful gaze, Boogaerts photographic
pilgrimage took him to New York, where he produced the Street
Cormners (Pyramids) (1978-79) series of works, later published
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in a book. The inversion of sky and architecture, the diachronic
building of multiple images to create a single work, show
Boogaerts masterfully interpreting urban spaces, dimensions and
sites in his own unique pictorial way. The interplay between the
photo image and its assembly consist of multiple imagery or it
could be within a single rectangular format. He drew with images,
exploring the cosmic void, the opening and closing of visual space.
The tactile and optical worlds intertwined, overlapped in an
unusual and often surprizing way.

Between 1971 and 1990 Boogaerts produced a unique body
of work, exploring in depth and with great subtlety, supported by
extremely personal theoretical underpinnings, the paradoxical
distinction between the virtual space of photography and real
space. He sought to demonstrate the mechanisms of vision by
exploring and reformulating the photographic process in an
astonishing number of ways. Included in this show are his
Synthetization of the Sky (1973-75) series. These multiple
images of cloud and sky formations are arranged to build a
basic pyramidal geometry, an artificial structure in a serial grid
format that alludes to another reality (that of the
artist/photographer’s cosmic vision) using photo documentation
as its raw resource.

Boogaerts’ collective oeuvre can be seen as a unified whole, a
succession of long cycles of work, within which he examined
specific aspects of the medium under thematic guise. A poetic
essence is frequently overwhelmed by the conceptual and
theoretical anachronisms Boogaerts investigated, always with great
sincerity and subjectivity. Analogy, parallel truisms, visual devices
are part of his toolbox of visual tricks. Visual beauty operates in
tandem with associations inherent to the medium of photography.
In this sense Boogaerts is an artist’s artist, well aware of the
tautological dilemmas and history of photography while seeking
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Chrystine Landry’s Un peu de mer n’importe ot is like a Club
Med reconstruction in miniature, complete with lawn chairs,
changing rooms and a life guard chair. This floating escapist utopia,
in its present setting, with the Montreal skyline as a backdrop, looks
incongruous...Lifé’s a beach, or is it?

Francine Larivée’s Ophélie - jardin d’eau, a 5 by 7 metre
floating water garden has 550 diverse water plant species within it.
Like many of Larivées art projects involving moss, this one
integrates living art with ecological intentions so as to highlight the
links between nature and culture. Her floating garden includes
nympheas, bullrushes, and any number of natural plants that
actually filter the toxic heavy metal and PCB polluted waters of the
canal. (Apparently efforts are being made to clean and dredge a
century of accumulated industrial waste up) John McEwen’s Steel
Threads/Story Threads has a less than life-size bronze bear perched
on a pedestal who looks bemusedly at a stylized canoe frame
floating nearby on the Lachine Canal. It’s an ironic reflection on
the urban character of the site and the pristine wilderness that was
there when the voyageurs first traveled by canoe here centuries ago.
Pierre Bourgault’s NNNEEESSSSOOONN, 2001 is a floating
shipping container, that has solar panels and even a string of life
jackets inside. Bourgault, who is a sailor as well as an artist, has
given his containers title poetic maritime license -
NNNEEESSSSSOOONN. Floating on a raft as it does,
Bourgaults container alludes, in a modernist way, to the Lachine
canals historic role as a shipping route for goods and services.

Michel Saulnier’s Atelier jouet II is a summer information-
type kiosk construction set by the banks of the Lachine Canal.
Saulnier has a small workshop here, where he comes intermittendy
to create cut-outs of wild animals: bears, rabbits, eagles, wolves, and
foxes. Some are appliquéd onto the kiosk, others stuck like pickets
into the surrounds. Saulnier's nature stereotypes and Atelier jouet
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11 kiosk, which is just a mini-architectural sculpture object when
he’s not there, create a fun camp-like atmosphere, particularly in
the heat of summer. The works in Artefact 2001 vary widely in
conception and realization, playing with the context of the Lachine
Canal site. Poetic or political, each of these sculptural
embellishments build a dynamic in public space that reflects the
complex past, present and future of the locale. Some are site
sensitive, others site incensing!

S

Yoko ONO - YES!

Be[ween the icebergs of minimalism, conceptual and
performance art, Yoko Ono forged a particular brand of time
(e)motion study with compassion and a basic humanimal
wisdom, manifesting this in a vast array of ways: as music,
performance, objects, installations, in film. 7 would like to see the
sky machine on every corner of the street instead of the coke machine”
Ono wrote in Grapefruit in 1974. Chance, the fusion and
unusual juxtaposition of idea and object, and an eclectic mix of
philosophical and religious worldviews came together in Ono’s
art. As early as 1961 she performed A Grapefruit in the World
of Park: A Piece for Strawberries and Violin, and AOS - To
David Tudor at Camegie Hall. The conceptual bias seen in Ono’s
art, most evident in her early 1960s and 1970s works, were part
of the tenor or fashion of art from that era. A lot of this is on view
at the AGO.

The Yoko Ono Yes! tour, the first major retrospective of Ono’s
arts production ever in North America, includes 150 works. Many
are Fluxus inspired, with a particular attitude to object and
materiality that is highly conceptual. Pointedness (1964-66), for
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arrow to send twine high up over the trees. The twine would
become the “support” structure for his art piece. This trial and
error process took time and precision to hit the target and send the
arrows over branches accurately. Eventually, the lines were sent
over the appropriate branches and the lines were pulled back
down the other side, a process that enabled the raising of the
assembled “elements” of Roy Staab’s nature work. For Staab, whose
works are always ephemeral, designed to disintegrate, art is
artificial, but it adds a human aspect to a natural context. While
nature carries abstract elements in its chaos, and is ever changing
and growing, Staab’s clear geometry of lines adds something to
the context that contrasts while integrating. The result is our
awareness of the site in nature is raised.

Boréal Cradle is expressive yet pure integration. As a
moving and kinetic sculpture consisting of three assembled lines
of maple saplings and branches, it recalls American artist Robert
Morris’ tactile and physical public installation/environments from
the 1970s. The triangle form that emerges at the central point in
space where all three lines meet, has been used by Staab in a
variety of works including one in Japan. As Staab comments:
“Art is design. How to put it in my order? I am controlling, because
1 think it is my job.”

With each wind gust, the sweeping lines of Boréal Cradle
move in nature, like kinetic memories of human intervention
amid the ensuing chaos and growth. The inverse vaulting recalls
architectural interiors from Romanesque and Gothic cathedrals,
but in this case the sky itself is the projected “interior” or base
for the sculpture, just as the bowl of land that surrounds the
suspended sculpture becomes a haphazard nature amphitheatre.
The trees that carry the sweeping maple sapling and branch lines
with their branches (some 30 to forty feet off the ground) are
themselves the equivalent of architectural columns once seen
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in the majestic Romanesque and Gothic structures of the past.

Indeed nature has been the basis for many design principles
for architects over the centuries. Its organic forms have been
adapted into structures and disguised cleverly as motifs. Expected
to last three to four years, and with nylon used for bailing hay to
suspend it, all extraneous elements not used in the making of
Boréal Cradle will be removed. The entire piece can be
disassembled like a circus tent with a few simple actions. What we
see in the here and now is a strong minimal and highly eco-
sensitive nature installation in the scale of nature, that works with
- rather than against - nature.

~%:

BRUCE NAUMAN: RAW MATERIALS

iterally comprising empty space within which sound emanates
m pairs of wall mounted speakers, Bruce Nauman has
confounded this English audience with a sculpture work that is not
about filling space with matter, but instead about leaving space empty
and filling it with words and sounds. The audio tracks have been
recyded from individual works of the past 40 years, thus building a
collectivity of sound, and a sound retro into a single artpiece. Previous
Unilever-commissioned installations for this space include Anish
Kapoor's huge sculpture that literally filled the hall, Louise Bourgeois's
giant spider with its 30 foot high towers. The most popular was
undoubtedly Ohfour Eliasson’s Weather Project (2004) which
comprised a giant artificial indoor sun, dry ice generated mist and a
ceiling covered with mirrors. Weather Project afforded lunchtime
visitors to the Tate Modern an escape from the mundane.
As one walks up the ramp like space of the Turbine Hall,
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Because the tree is such an imposing symbol of the forest industry
in Quebec, and hydro power is likewise a historical presence at this
site, Reitzenstein’s Transformer became an unequivocal expression
of the force and resource of nature in this place. Others works
included Roger Gaudreau’s La Rosace, a rose window built on the
earth of concrete, with flowers, crushed brick and Norway maples,
Louise Paill’s poetic assemblage of tiny logs titled The Great
Journey, Francois Davin's Cycle Interrompu and Lynda Baril’s
hybrid Haiku-like assemblage of coat hangers and natural wood
that hung in the forest interior.

Les Iles de la Madeleine are themselves a veritable nature
sculpture. This archipelago of six islands some 65 kilometres long,
interconnected by narrow sand dunes, is a place where the
shipwrecks outnumber the ships, where 15,000 people live quietly
and like the islands have an extreme resourcefulness in the face of
the years and centuries of hardship. It is said when Jacques Cartier
landed there there was another island that has since subsided into
the Gulf of St. Lawrence. The Acadians arrived here in 1792,
victims of the expulsion, with their priest Jean-Baptiste Allain. A
cross erected in the Bassin in 1809 in homage to Allain still stands
there. Politically attached to Quebec since 1825, the islands
geographically form part of the Maritime economy and culture.
The winters are softer than in the rest of Quebec...

The Mer Océanie symposium here provoked a variety of
artistic responses. Veteran Quebec sculptor Armand Vaillancourt’s
monument Le Coeur des Iles (2000) was conceived at an old boat
slip clearly visible across the waters from the village of Havre-
Aubert. Investing the project with his usual sense of scale and
historical context, Vaillancourt raised the 30 foot deck of the Dona
May, a trawler abandoned some 10 years previously, setting it
vertically onto a platform formerly used to pull boats from the sea.
Attached with steel cables, and with a bright red heart made of
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enamel and steel in its centre, Le Coeur des Iles is a beautiful gesture
of respect for the Madelinots struggle for survival on these islands
over the centuries and likewise recalls Vaillancourt’s experience as a
youth working on boats in the Great Lakes and the Gulf of Mexico.
In another intervention, Ginette Poissant and Carole Piédalue
created a sort of banner, a prayer to the wind on canvas. From
nature to nature with human intervention in between, in a dramatic
shoreline setting below a cliff facing Havre-Aubert, they installed
their banner of black and red markings horizontally across an old
wooden palisade structure. Connections with the unseen energy of
the cosmos were thus established...

Quebec City-based artist Katia Grenier Jardin des Priéres,
with its fantastic Algues lanternes constructions comprised sea
clothing affixed on metal armantures. These skin-like sculptural sea
forms were installed in the sea along the shoreline. Spherical,
elliptical, cyclical their forms can be universally found in life forms.
Real nature imitates real nature...the artist intervenes. A native of
the Tles de la Madeleine, Serge Dupreuil created the form of a
circular ‘shelter’ out of found driftwood along the shoreline of
Havre-Aubert. Within the house, Dupreuil installed a series of
drawings that captured the full 360 degree horizon line of land and
sea. Adjacent to and on the walls outside the Havre-Aubert
Aquarium, Acadian artist Lise Robichaud made a folky, enigmatic
installation titled Liens, Robichaud’s piece used an open vernacular
language of expression to express the forgotten contribution of
women and children who rtoiled alongside men, often
unrecognized, in the fisheries and coastal work here. A compass-
like form on a rectangular wood piece painted midnight blue was
placed right on the Aquarium’s outer wall. The basic rectangular
format of Robichaud’s wall assemblage echoed the form of the
drying tables used historically in the fishing industry both in Acadia
and on the Iles de la Madeleine. In the middle a square comprising
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inspiring for the intensity of the portraiture, the personages they
create, quite literally out of what nobody seems to want. The detritus
of consumer culture, a post-waste no-man'’s land becomes the origin
of his art. Chance playsa role, for there is no certainty over what the
material and its nature may be when it arrives at the beach.

The firstand very first Jerry Barrish sculpture (No. 1 Barrish)
was a Christmas Tree. As he has commented in the early
beginnings of his discovered passion (it all began with a Christmas
Tree sculpture), the gathering of items from the beach was near
spiritual as an experience. Since then, California beaches are
cleaner, and scarcity of junk necessitates gathering materials at the
garbage dump.

Jerry Barrish literally paints with plastic in three dimensions. It
was only when he went to Berlin on a DAAD Grant where he met
the likes of Wim Wenders, that Barrish realized there were links
between film and sculpture in his art. Looking at his portrait of
Marlene Dietrich ( Blue Angel) 1992, we realize how magical this
process is, whereby something is made out of nothing....Our
memories are likewise recycled. And there are aspects of something
Germanic (and perhaps magic) to these portraits that remind one of
Ernst Ludwig Kirchner, Otto Dix, Max Beckmann, and the
Expressionists — Berlin's once theatrical social reality.

As new free objects of the imagination, worn by time, lost for
a while, then rediscovered, given a new life, these sculptures unfurl
into three dimensions to become filmic narratives. Imbued with
a fragile sense, and suffused by light and colour, they are stopped
between sentiments, awaiting rewind, or fast forward. This no-
man’s land exists during the film production process just as it
exists in real life. The spirit is one of portraiture, but not Thomas
Gainsborough or Joshua Reynolds. Instead, it is rooted in the
contradictory nature of our times.

Ownership and garbage now go hand in hand. They could even
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be the same thing. From the Superstore to the garbage dump, our
collective sentiment is one that hovers in delusory space, and seeks
to capture some unfortunate essence of whatever we perceive is a
value. Itis less about the materials, the product, than the idea of the
thing for the most part. What we do not have artains a value via the
demands generated by media, film, television, billboards. Is this kind
of life ultimately real. If so how?

What we have often loses its values and vanishes into that
abyss that is rejection, the refuse that miraculously vanishes out of
sight from our lives. That same refuse miraculously reappears in
Jerry Barrish’s studio where it is endlessly shuffled around until it
finds a place as some element in a sculpture. While Iraly’s Arte
Povera sought to make meaningful art out of everyday objects,
their idea of what that art should be and what the spirit of art
carried potentially, was extremely classical in its social
construction and conception, even if the freedom existed in the
process and materials used. Jerry Barrish comes from an altogether
different scenario, where attitudes are shaped and given their
contours, even a form, out of a context where culture arrives onto
a site, or may even be fabricated, confected, ingested, brought
into being, and in a place where the security blanket is nature,
beauty, the landscape, and the plane of human existence is flat,
equalized, to then be brought into its own ever novel context,
invented by each generation for itself, to then be forgotten by the
next one.

Art is an ever changing topography on the West Coast, with its
own vernacular associations, its own personal vocabulary. It’s a
fulerum Barrish participates in his own unconscious way. Barrish's
paintbrush is a glue gun, his easel is a washtub. He has an ever sharp
eye for the human persona, what makes it tick, and what is hidden
beneath the gesture,. The psychological intensity parallels Ingmar
Bergmans early films like Wild Strawberries or The Seventh Seal,
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aspects of imagery and sensory overload in contemporary society.
Theorist Derrick de Kerckhove has spoken of this effect of new
technology on the future of public performance in contemporary
society in stating that: “These changes, these forms of anxieties, actually
mean that we are going through fundamental changes in the
relationship between the producers of art and the consumers of art - in
Jact, (...) a fundamental change in the function of art in society.” ! Saez’
expression is pertinent in that the sense of visual and auditory
overload is more about compression of space and place, as well as
the inversion and invasion of the private self and other than about
art having a particular subject.

Pierre Huyghe’s The Third Memory (2000) at Montreal’s
Musée d’art contemporain recasts Director Sidney Lumet’s 1975
film Dog Day Afternoon which starred Al Pacino using one of
the bankrobbers involved in the actual August 22, 1972 Brooklyn
hold-up the film was based on. John Wojtowicz re-enacts scenes
of his hold up for Huyghe, instructing the various actors as to
what to say and do. Parallel images from the film on a second
screen present two levels of this event, one from the actual bank
robber the other fictionalized to a degree. The media
documentation presented on the actual event builds yet another
level of interpretation and in one written testimony by Wojtowicz
we learn that the Artist’s Entertainment Complex and Warner
Brothers submitted a written guarantee of 1% of net profits to
the bank robber. In a second video titled Blanche-Neige, Lucie
(1997) we see an elderly blonde woman singing the words of the
girl in Snow White used by Disney Productions for decades. The
words beneath the image recount how she auditioned for Disney
in 1962, her own feelings about the wholesale appropriation of
her voice many years later and how she later won the property of
her voice back in a court case. These Huyghe videos hinge on this
notion that reality per se, the way we perceive media and
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entertainment imagery as so-called fact or truth are in fact it is
just one level of interpretation.

Less well known to visitors to Quebec are the summer symposia
designed to encourage new arts production that take place each year
across the province. This summer ArTboretum on the grounds of
the Maison Hamel-Bruneau in Ste. Foy near Quebec City
presented a strange series of wax works by Louis Fortier. These
mutated faces and forms made of wax reveal Fortier’s fascination
with recumbent DNA structures, genetic mutation and alchemy.
The partially mutated heads in Tree (a family’s genealogical tree)
are presented on wall-placed shelves. The apple-shaped heads that
circle the base of a tree outside are again mutated, and allude to the
ancient myth of the golden apple that promised eternal fulfilment.
Amerindian artist Sonia Robertson’s Prayer (2000) has a tree image
in rice paper inside the gallery with bark textures printed on it. A
ritualistically assembled necklace of 40,000 wood beads in the four
traditional native colours - white, yellow, red and black - lead from
inside the museum, pierces the walls to reach and climb the base of
a mature tree outside in a gesture of healing. The recorded sound
of the artists heart can be heard at the tree’s base.

The Cimes et Racines Art and Nature Symposium north of
Three Rivers situated at La Gabelle, where one of Canadas first
hydro dams built by the Shawinigan Light & Power Co. in 1924
became a focal point for nature-based interventions. Patrick
Dougherty’s Yardwork consisted of a series of seven 20 foot high
towers of wood reinforced by a band-like wall, all of this made of
woven red maple saplings. A wildness aesthetic suffuses Dougherty’s
Yardwork, and woven with wooden sticks, the piece is animated in
such a way that a balance is created between form and chaos.
Reinhard Reitzenstein's Transformer literally appropriated a 55 foot
found white spruce tree and inverted the tree with its immense root
system placing it atop and between two disused hydro pylons.
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includes over 130 works covering the period 1880 to the year
of his death, 1944, have been painted on by Munch. Some of
the prints are experimental and single copies. Still others
variations on a theme hand touched by Munch. An amazingly
contemporary and seldom seen woodcut titled Kiss in the
Field (1943) carved shortly before Munch died, is a truly
sincere evocation of youthful affection and love. Coloured
brown, the two figures are subtly carved in outline, as is the
sky and shoreline silhouette. Otherwise, though, the wood
grain engulfs the composition. For all the human drama, in
art as in life, nature ultimately takes over. It is Munch’s
incredible sensitivity to the world and the theatre of life that
makes his art a true success. His life’s experience was
expressed so effectively. For those who have the chance this
show provides a rare opportunity to see a large selection of
Munch’s art in North America.

s

PIERRE GRANCHE: MESURE/DEMESURE

esure/Démesure, Pierre Granche’s latest installation at

Plein Sud looks at first sight like a film reel or a wheel in

a larger mechanism. Black lines radiate out along the floor from
a pillar to an aluminum wall from which one looks into the area
within. The wall and the structural elements in this inner area which
we cannot directly access become a reflection on the obstacles to
integration in all levels of civic planning, architecture and public art.
On top of the wall that circumscribes the space, a
continuous line of maquette-like miniatures, die cut in detail,
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presents us with an array of partly fictive representations of
storks, birds, wolves and assorted animals, as well as fabulistic
constructions. The constructions include crenelated, Gothic
or Victorian-type rooftop towers and modernist architectural
models. Some of these are assembled out of animals, others
have cars and animals perched on top of them. If there is a
nostalgia in these mini-maquettes, it is because they are, in a
sense, a retrospective of Granche’s experience working as a
sculptor on a variety of projects in which compromises,
considerations over site and the role of art in urban planning
are all part of the process. The associations are personal, a
morphology of the sculptor’s own past history.

By pedalling a stationary bike in the centre of the gallery,
the visitor moves the wall and the scene slowly revolves, from
left to right and then from right to left. The scene changes
but one remains in the same place. This activity describes an
escape from connectedness to the world around us and a
culture that eulogizes distraction over social transformation.
To either side of the bicycle are anonymous industrial-type steel
seats one can sit down on to view the silhouettes of this assembly
line of sculptures on opaque screens shaped like picture frames.
The images of the mini-sculptures form silhouettes in black and
white like those one sees in children’s story books like Grimm’s
Fairy Tales. As the forms pass by, moving into and off the
viewing frames we see archways constructed out of
animals, rabbits, geese, dogs, buildings and towers.
Effectively this is a moving landscape that recalls the
advent of the industrial era, the early days of the motor
car. Our sense of space was irrevocably transformed at this
time from a place of permanence to a nomadic transient
one. The sensation of physical movement replaced
physical bodily movement. The tiny intricate details
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to collapse, or that there could be continued expansion instead of
collapse, or even a hyper speedup called the big rip. What these
inquiring artworks bring us to, is the realization that there are
mysterious forces at work in our everyday existence that we may
not comprehend entirely, including the suggestion that three-
dimensional space hides an associated tiny six dimensional space.
On a more subtle level, these prototypes lead us to ask broader
spiritual questions raised by contemporary science. Art thus plays
as significant role as science in the human equation, guiding us to
interpret through vision, and thus conceive of Spacetime, and our
place therein altogether differently.

S

BGL: SHELTERED FROM THE TREES

‘acfe no longer see nature; we see pictures - Cézanne once
commented. Recreating and reproducing experiential
scenarios, at once artificial, yet also occupying real space, Quebec-
based collective BGL have adopted that simulacra’s keynote as their
modus vivendi. Neither romantic, nor utopian, BGLs art, whether
in urban or rural settings, deals with the symptoms of a world where
nature is disappearing, and where overproduction has led to a
displacement effect. BGL (Jasmin Bilodeau, Sébastien Giguére and
Nicolas Laverdiére) walk the line between the sublime and the
ludicrous, endlessly recreating the signs and symbols of consumer
culture.

Engendering a sense of displacement by technology, for
instance, BGL built seven multicolored fully non-functioning
telephone booths along Highway 132 in rural Quebec in the
summer of 1999. The “booths” were placed at random, in fields,
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somehow distanced yet easily seized upon as an idea. Lost in
Nature (1998), painstakingly recreated a suburban swimming pool
and Mercedes Benz car out of wood, with the BGL logo attached
to the piece. Their craft work gestures recall James Carl’s labor
intensive post-industrial cardboard jibes at the consumer
object/artifact, and for a more recent project BGL gathered 60
Christmas trees after Christmas 2000 to then carve images of
Christmas presents into their bases: a football, a teddy bear, toy car,
and folk carvings.

For their present exhibition titled In the Shelter of the Trees,
on view at the Musée d’art contemporain, BGL have created a
labyrinthine post-consumer warren of cardboard boxes, some
flattened out, some stacked and wrapped, others forming the walls
and ceiling of the extravaganza. They likewise left iconic
object/clues - paper hats, plastic drinks cups, tinsel - the residue of
a fictional office party. Wandering through BGLs narrow cardboard
pathways and passages, one eventually arrives at a raised
promontory ‘7oom”, a viewing platform, a room with a view
window through which one can sees a miniature forest of cut out
trees. The medium here is not the message, but the representation
thereof.

BGLs simulations have that chance-like, anti-aesthetic style,
and the experience is like making your way through constricted
spaces, not thickets or brush, more like an overloaded warehouse.
This landscape material has been reconfigured a few times... once
trees, then packaging, and now art. From A to Z, but not back
again. You can enter or exit at either end of the installation, never
really sure where it begins. Intermittently positioned mirrors, we
are told, are there to create an illusion of space opening up
endlessly. While “nature” may not exist in the classic sense for
BGL, everything that surrounds us is generated by nature, of
which we are a part.
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A succession of terracotta pots builds a spiraling shape,
something the artist says suggests infinity or the progressive cycle
of life and death. Each pot could likewise reference more ancient
pre-Columbian burial and ritual practices. We read the names in
succession, each for a person who disappeared. There are tortillas
on top of each pot - a food staple of the poor. We read the
names, each an actual person who disappeared in succession:
Gabriel, Esther, Gloria, Helena, Jessica, Maria, Rosio. Bernal’s
piece has affinities with native Amerindian artist Rebecca
Belmore’s well known performance/video for Vancouver's
disappeared and dead prostitutes.

The homespun video screen is strung up like a clothesline.
A succession of fleeting images conjure up the scenario of this
gray, dusty border town; barbed wire suggests enclosure; sand
and buildings; electricity wires; the eyes and face of a young
Mexican. We then see shadow forms, mysterious shapes of
figures. They are an unknown quantity, just like the shroud-like
sheet that the artist has draped over the video screen.

A feeling of something ominous, even of a cover-up, is
effectively communicated through Bernal’s video/installation
multi-media composition. The real space, and ritual
presentationis almost too symbolic and precise, encases the story
of the disappeared women. We see the shadows cast by two black
crosses to either side of the installation. With a pile of stones as
a support base, they allude to those tenuous burial sites in no-
man’s land that mark a tragedy or violent death. Of course the
Catholicism common to Mexico pervades the piece. One thinks
of the Virgin of Guadelupe that merciful pure and protective
image of the virgin mother, so distant, intangible and unsuited
to this real world scenario as a stereotype to build oné’s inner
world and dreams upon.

Originally exhibited at the Zocalo Mexico City’s main
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public square in 2002, people saw the work as an ofrenda to
celebrate these dead and left candles at the urn-like pots. On
the International Day of Non-Violence against Women in
November 2002, victim’s family members dressed in black and
carried the pots with their relative’s name in a long march
through the streets of Mexico City. The ritual procession and
the art became a focal point for a political event designed to
bring the tragedy to the attention of Vincente Fox’s government.
Not much has happened even now, and with the EB.L’s offers
of help... Some family members who have protested have been
threatened...

Claudia Bernal’s Monument to Ciudad Juarez will be next
exhibited at the Metro Hall Rotunda in Toronto in May.
Monument to Ciudad Juarez: Only Women who Die a Violent
Death Go Directly to Paradise is a collective memory for a living
community. Essentially didactic and presentational by nature,
almost too controlled and orthodox given the violence and
tragedy, it is nevertheless an effective expression of an actual and
untenable situation not dealt with by government or police
authorities, and of interest to women and men with a conscience

anywhere. ﬁ/‘F

ATOM EGOYAN: REEL-TO-REAL

'he last stages of a technology whether a good one or not, are
often protracted over a decade or more, as a new technology
replaces it. Who decides which technology is the better one? Some
people, for instance, prefer the sound of a 33 rpm record for its
imperfect scratchy atmosphere in contrast to the perfection of
today’s digitally mastered CD recordings. Following the release of
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and Scott MacLeod, the La Raza group had a unique and
interesting place in the Canadian arts scene in the 1980s. Not
only was this artists group self generated but it was also entirely
self supporting. Without grants, without any governmental or
corporate support, La Raza was born out of a desire to transform
the public attitude to art. Art was not something kept in galleries
or museums. It was in the streets, out in the open where people
lived and breathed.

Ar, for La Raza, had a social role to play enriching Canadian
society. Montreal was the focus for their activity, but they soon
saw that travel was essential. Whether the notion of a public and
a democratic art is misguided or not, the truth is that all artists
maintain a vision that their output will be appreciated by a
broader audience. And so Canadian art needed a Canadian
definition of popular public art. It had one in folk art, but
museums and curators consider folkart a lower cousin to fine
art.In Mexico, where folk art and fine art are far less segregated,
La Raza members Frank Caprani, Scott MacLeod and Gerald
Pedros found the ethos their group would follow. They founded
their group in 1988, naming it after a popular neighbourhood in
Mexico City.

La Raza was actually a Mexican slum, where the group lived
for several months while the Totem de Piedra exchange event
between Canada and Mexico was taking place. The group
exhibited there and were invited to exhibit again the next year. It
was the Mexican mural movement artists like Diego Rivera, David
Alfredo Siqueiros and José Clemente Orozco, who provided the
inspiration of a public artmaking that provided the model and
spirited impulse for La Raza to produce largescale collective
paintings. Art outside the museum or gallery walls was La Raza’s
artform. Large scale canvases could be painted, rolled up,
transported, to then be exhibited elsewhere. This progressive view
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of culture involves recognizing the historical imperative, the
continuity of cultural history. It links us all and can provide traces
of the creative impulse’s trail over time, through time, and even
over centuries. The notion that a public matters to the artist,if he
or she even has a consciousness, has been abandoned by post
Modern artists. Many artists, during the 1980s and 1990s, seemed
to serve museum and gallery demands with a delight in the
institutional prerogative. Enslavement of talent for prestige or
money was the keynote of official fin-de-siecle creativity. Audience
did not seem to matter atall. It still doesn't in the dead letter office
of our public museum collections policy. Modest individual
efforts in the collectivity can add to our sense of a fluid and
healthy culture...

La Raza was a prime example of this public and social
enthusiasm. They looked to the social matrix for their inspiration.
They raised a storm in the Montreal scene. In the late 1980s, the
city of Montreal was still openly pluralistic, as it is today, though
the spirits has been muted for a while by the rhetorical tenor of
Quebec s internal political babbling. La Raza Group wanted to
communicate social concerns through art. They set up in an old
factory in Saint Henri. They traveled to Koln, Germany where
they held an exhibition at the Ernst Brandt Gallery there. In
Ireland, they exhibited their paintings at the Guinness Hop Store
Gallery in Dublin in 1991 under the festival theme of Patriarchy
and the Goddess. The show was opened by Anne Yeats, the
daughter of W.B. Yeats. Robert O’Driscoll performed his epic
poem NATO and the Warsaw Pact are One alongside La Raza.
The local press referred to the large 10 by 20 foot unframed
canvas (the centrepiece to the show) as having the same lurid
impact as sectarian political graffiti found on the city’s walls. The
work was later shown at an Amnesty International benefit in
Montreal in 1990...
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century is that man was not designed to live at the speed of light....
Disincarnate man is as weightless as an astronaut but can move much
faster. He loses his sense of private identity because electronic
perceptions are not related to space.” David Hlynsky has exhibited
as a painter and photographer and worked as a graphic designer
and writer contributing to projects in live theatre and in children’s
television production. His most recent photographic exposés of
the daily traffic of people in Toronto’s Bay Street. district reveal
blurred, sometimes out of focus blurs of people moving through
the hustle and bustle that accompanies the business district of any
major metropolis. As photos they are a metaphor for the inversion
of self McLuhan described as the future state of life and the
human persona in an era of electronic communications. These
images are in a variety of size and suggest a dehumanization of
physical and public space by design. Mono-dimensional and as
flat as a plasma screen, they project an inversion of the private
self. The people Hlynsky captures could be anybody but they are
eviscerated, stripped of any persona.

Like an urban anthropologist investigating the habits and
mores of contemporary business life Hlynsky captures the
distance between the persona and the physical body. A loss of
innocence exists, even if it is undefined, in the gestures and the
movements of these people. Nature is non-existent. These
environments are built and orchestrated to demonstrate an
indescribably arrogant notion of power. The individual is a dwarf;
a hybrid insect. One moves through this place and immediately
senses a loss of persona. It is exhilarating just as it is depressing. It
feels as if we are being moved and directed by some invisible force.
‘We sense it in the blurred figural forms, the almost cartoon-like
body motions. Light dissolves everything. The details vaporize.
This scenario is one that takes place daily in the world’s cities.
Human bodies are clothed. The attire has a coded significance.
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But the body is likewise an empty conminer; just surface
appearance. Any personal or individualistic attributes have been
erased. Hlynsky senses this. A stream and flow enhanced by the
architectural geometries. We catch fragments of this out of the
corner of our eyes. The new emerging architecture is about the
falsity of materials and the surface look of things. This is an
imagistic environs not at all structurally determined....

These captured images go beyond social documentary and
actively interpret these scenarios. They reveal a people emasculated
by the demands of the cultural stereotypes they consume. This is
no longer about productivity. It is about what productivity should
look like. Externally, the photo cachets are like any infomercial,
or even the latest music video. We see the cues; this dress or that
jacke. This is a reality that looks efficient but is confounding for its
lack of personal, cultural or historical context. We find no cues to
a personal reading of these photographs. Yet these photographs are
exciting precisely because they expose the codes that are as generic
as peanut butter or public sculpture. This is a world stripped of any
human content. It is effective, but effective only as a projection of
the global robotism that has seized our designers, informaticians
and advertising people - some of the people who inhabit these non-
spaces we move through, generally unable to stay for any length of
time. We set our personas aside in a safety deposit box, but our
psyches meander, ascend an elevator, traverse a street or parking lot.
"W are lost in this enigma of change. This general depersonalization
of the self is the thematic that David Hlynsky has seized on with
great effectiveness. His photos capture a comfortable dystopia where
everything looks good on the surface. What we never see is the
social disaffection, the dilemmas surrounding questions of identity
and community disintegration. It is an ugly, ahistorical
phenomenon where production takes place somewhere else on the
planet. Hlynsky’s photos say all of this - but not in words.
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THE LANDS WITHIN ME: EXPRESSIONS BY CANADIAN
ARTISTS OF ARAB ORIGIN

wide ranging show of Arab Canadian art that has attracted
ontroversy when it was temporarily suspended due to the
September 11th tragedy in New York City, The Lands within Me
presents the works of 26 artists from across Canada. These works
by artists originating from Algeria, Saudi Arabia, Egypt, Iraq,
Lebanon, Palestine, Syria and Tunisia evidence a wide range of
approaches to creative expression. While the exhibition’s
organizers express that the immigrant experience is at the core of
this show’s purpose, the métissage or cultural mixing evidenced
can range from a tentative beaux arts style not unique to Arab or
Canadian art, to some very specific and exquisite stylistic fusions.
Expressing their identity through words, images or objects, these
artists present a diversity of Arab points of view on life in Canada,
while equally reflecting their homeland origins.

Nicolas Zeitouni’s ink and gold leaf on paper works are exotic,
colourful and delicate like batiks. Joseph Moukhtar’s Montréal, St.
Denis in Winter (1995) transforms this bustling downtown
Montreal quartier into a souk with curvilinear balconies while
Quebec, the Fifth Season (1996) gives the Chateau Frontenac
onion-shaped turrets. Abd Hanafi’s Rue St. Denis, Montréal
(1991) likewise creates a bazar-like atmosphere of colourful crowds
of people whose joyful expressions remind us of Tobiasse’s paintings.
More mystical and spirited are Ishrak Sahar’s textured mixed media
on wood works Shadow (1995), Voice (1996) and Djanadjil
(children’s bangle) (1997). These colourful compositions delight
in hieratic decorative motifs that become sacred reflections on life.
Mirella Aprahamian’s Vend’miaire II conjures up the atmosphere
of a fruit stall using delicate lines and bright oil pastel textures that
recall British painter David Hockney’s decorative work.
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The Lebanese Canadian artist Camille Zakharia has created an
unforgettable photo collage of a woman on a magic carpet flying.
over the earth. A wall of stones, houses and trees can be seen
silhouetted on the horizon behind her. Zakharia’s photo collage is
like a prosaic mosaic about one woman's feelings of living in two
places at once: her homeland and her adopted nation. Laila
BinbreK’s installation expresses the same sense of perpetual
uncertainty over identity with Mirror, Mirror (2000). Two
boudoir dressers face each other laden with domestic objects:
make-up, cosmetics, candles, bowls. A pair of embroidered
slippers under one dresser symbolizes, strangely, this journey from
emigrant to immigrant to new Canadian to Canadian. The two
ovals mounted on the dressers no longer have mirrors. You can
see through these openings to the other side. Mirella Aprahamian’s
painted chest of drawers has landscape and garden images whose
perspective is almost mediaeval: a garland of dried yellow flowers
falls out of the only open drawer. Aldin Rashid’s beautiful
allegorical, sublime and delicate bird image uses the Nisaburi-
Kufic style of calligraphy quoting the Koran as its source. Nihal
Mazloum makes very contemporary jewelry combining sacred
motifs with a refined taste for decorum. Liliane Karnouk
modernizes and adapts traditional Arabic geometrical pattern
motifs in her freestanding folding screen and coffee table. Jamelie
Hassan's all too literal The Space of the Alphabet II is a complex
postModern installation that has alphabet tiles set into the walls,
two videos (one with a girl reciting the alphabet) and a bookshelf
built by Ron Bener full of eclectic artifacts: plaster books, the
colonial book Topsy Turvy Land: an Arabia Pictured for
Children, an Arab water bottle, photo of a girl and postcard.
Bernice Sorge’s A Place for Rose (2000-2001)references the
artist’s mother’s homeland of Damascus in Syria. There is a
dream/reality hinge to this piece. Sorge relates the tale (spoken
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More elegant and elegiac are the extended, more spatial and linear
table pieces Catalan Maid (1987-8) and Witing Piece ‘Whence’
(1978). There are shades of Robert Motherwell, or even John
Chamberlain in the latter. A sense that the relevance of sculpture
rests in the object, once so essential to modern art pervades the
show. Dejeuner sur I'Herbe I (1989) for all its formal capacity
and rather too literal and hackneyed allegorical flair, rests upon art
historical referencing. Much better is The Soldier’s Tale (1983)
which does not seek to summarize or contain form, or seek an
absolute perfect syntax. The metaphors are open, engaging,
irreconciled. As this show evidences, Caros life in sculpture very
much reflects the dissonance of the historical progression(s) that his
art was part of. Caro is as Caro is. One understands the passion and
vision in his work. It reflects an entire inner world of implicit
thought and reflection. His art is encapsulated by and defined by
parameters that became rhetorical over time, a sublime and
beautiful incantation that was the modernist paradigm.

S

FRANGOISE SULLIVAN: DANCING WITH ANGELS

rancoise Sullivan’s place as a teenage co-signator of Paul-Emile

Borduas’ Refus Global Automatiste manifesto in 1948, the
document that signaled the birth of one of Canada’s few home
grown avant-gardist movements, and as a woman artist among
the avant-gardists, gave her a unique opportunity to witness the
machinations of ideology and museology close up. Studying dance
in New York with Franziska Boas, a place so different from the
stifling Ecole des Beaux-arts in Montreal that Sullivan attended in
the early 1940s, led to spontaneous dance performances like
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Dance in the Snow (1948) - very avant garde by the standards of
Catholic Quebec in the 1940s. These solitary performances
sought bodily expression outdoors to unite with the cosmos and
this, in the 1940s, an era when artists had no illusions about
making a career out of their art. (Sullivan deviated from Borduas
Automatiste abstract movement’s regimen even in the 1940s.) R.
Murray Schafers contemporary music dramas and nature
symphonies performed in abandoned mines, deep in the forest or
by a lake, notably his recent Patria cycle (now a book by Coach
House Press) are in the lineage of Sullivan’s anti-academic nature-
based performance/expression.

Sullivan’s former husband, Paterson Ewen made some
incredibly poignant breakthrough paintings expressing a universal
energy of cosmic union. Francois Sullivan has included an acylic
on canvas diptych homage to Paterson (2003) as well as a tribute
to Philip Glass (2000). Her preoccupation with painting as a kind
of mantra for explaining her existence, is evident in the Tondo
series from the early 1980s. Abandoned Window, Blocked and
Unblocked - Intervention on Blasket Island, Ireland (1978)
photo docs that show Sullivan adding to, and removing, a series
of stones in an open window of an old Irish cottage are interesting.
process works. Dance interventions, photographed by David
Moore in an ancient amphitheater in Delphi, Greece and at the
Ferrara Museum in Iraly in the center of a land art-like circle of
stones (both 1979), are like worship rituals par excellence and in
situ. The open layered textures and color, even the circular format
of Sullivan’s painterly explorations are unquestionably freeform,
yet have an edge of antiquity. Unfortunately, her 1960s forays into
metal sculpture like Free Falling Red (1966) or Untitled (1967)
of welded aluminum or steel, are hampered by formalist
constraint and orthodoxy - something the opposite of Sullivan’s
open dance performances. Her welded circles of steel demonstrate
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are of a social landscape in transition, whether the ‘Monster
House’, Coquitlam, B.C. (1996) an out of scale mansions being
set up in a high speed economy for people with high speed lives or
the old wood telephone pole, wire, and tree in Landfll,
Richmond, B.C. (1991). The random garbage accumulation over
a sewer grate in Crow (2002), like the other photos, records a
landscape of emprtiness that is equally a place of desire, of something.
ultimately unattainable. The World as Will and Representation
(2005), an ongoing DVD loop (available online at
www.royarden.com) is a QuickTime movie with 28,000 images
culled from the Internet. The images follow each other in such a
speed they seem nonsensical, as if images no longer represented any
reality at all, more that they quantified a landscape of digital
dimensionality. Arranged from A to Z, these images rationalize an
otherwise irrational spread of absurd, speeded up visuals. Archival
pigment prints like Atomistic (2007) and Staring at the Sun
(2007) take images from The World as Will and Representation
building them into visual digital collage structures. The density of
visual information we all access these days are communicated in a
very up-to-now way...

Roy Arden’s photo projects describe a trajectory from ideology
to the present-day global culture succinctly. We see archival images
of union labour unrest in a series of panels use archival photos of the
Vancouver Post Office riots in 1938. Threatened with being sent to
labour camps in the interior of B.C. the men occupied the
Vancouver Post Office and then site of the Vancouver Art Gallery,
a further irony... Blue panels above each image offer some sublime
monochrome innocence or referencing of nature to counter the
imagery of a more old-fashioned violence. Across the wall, a more
recent image of two Locked Out men striking is totally devoid of
ideology, as banal as watching TV. Supernatural (2005) captures
the hockey riots, a wanton expression of willful violence in a culture
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driven to distraction that is amusing itself to death. Girls in a
convertible hold a sign ‘Without the Canucks there is No Hockey!,
cops hold down and handcuff one person, an overturned car,
broken glass on a sidewalk...all these images are mediatic and
sensational but there is something sadder about the hockey riots,
that loss of ideology, than in the images from the 1930s...

On the second floor at the VAG, Roy Arden has curated a show
of contemporary works. As he states: ‘7 often think the metaphor of
“constellations” best describes an artist’s imagination of cultural
tradition. That inner constellation, for Roy Arden includes Lorraine
Gilbert's Shaping the New Forest C-Prints, a striking Francesco
Goya etching, Rodney Graham's Rome Ruins (1978) C-Prints,
Richard Hamilton’s Kent State (1970) screenprint, Lewis Hine’s
‘Western Union Bicycle Messenger, Jerry Pethick’s fresnel lens
enabled Radio Crux (1994) a Bill Bissett box assemblage poetry
piece and Robert Smithson’s Drawings for Glue Pour (ca. 1970),
a work that is ironically recalled in Pulp Mill Dump (#2),
Nanaimo, B.C. (1992) with its swathe of matter that lies in a
tumble on a hillside. And so Roy Arden’s fascinating photographic
play catches him on the crux of the document, something he
understands both historically and as a metaphor for international
culture. He achieves this with a distance and perspective on
modernity, on history that is the hallmark of the Vancouver School

of photographers.
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ago, this show was rejected by the Canadian War Museum,
ostensibly because the material didn’t fit their mandate. As René
Price comments: “We have to see most art for what it is - just another
tool of the power elite” Just as art has become dysfunctional, fixated
on institutional remedies for human problems, so an art created
in a organic socially integrated context may not be literate or
sophisticated and is part of a broader, less recognized cultural
matrix. Canada’s Defence Department extolls the virtues of
Canada’s dead or near dead war artists, as does the Canadian War
Museum in Ottawa, but they also cut the program that spawned
war art in its entirety. And so, art about war by younger artists,
especially protest art, is not considered ‘war art”. Hence the Art
‘Wars for which this show at Butler's Barracks is a response.

The participating artists in Art Wars: Petra Halkes, René
Price and Mendelson Joe are dedicated to bringing art to the
people. What better way than to present it in a Military Historic
Site, art being part of formal history just as war is. And who are
the victims of wars. The soldiers, the public. Soldiers are
manipulated, ordered around, told what to do. Artists find
themselves in a similar predicament in the late 20th century.
Production of artworks has largely become part of the
museum/gallery complex - a bureaucracy as Machiavellian as it is
a system of control - intentional or not - of free expression.The
insider artist is a minion who serves purposes and intentions that
have little to do with the creative act. The outsider serves his or her
imagination and/or conscience.

Petra Halke’s paintings speak directly to their public about
the horrors of war. Backing Boris with its haunting hordes of
people, tiny specks in a crowd that have been relegated to mere
design elements in a larger landscape of confusion and mass
control flow through the painting like a river. This is a human
landscape where the people have lost their individual identity to
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become fused into a mass but the larger forces at work above and
beyond them are symbolized by the wave-like walls of communist
buildings as impersonal and futurist. One wonders where the
orders are coming from - Washington D.C. or Moscow and who's
zooming whom. Shipping Out has the atmosphere of war
painting down to a T. It almost looks like the real thing. In Halkes
own words: “The announcement of the Gulf War in 1991 brought
an image to my mind of total blackness. War obliterates everything.
A newspaper clipping of a ship going to war became this almost
completely black surface” Halkes' huge vessel of which we only have
a partial view, surges and weaves in the sea, an awkward mass of
metal. In the upper left area of the painting one sees tiny figures
- sailors in a row - who are impervious cogs in the war machine -
helpless to avert this vessels” direction, and whose identities have
been subsumed by the greater projected goals and purpose of war.
A Bridge near Amhem (1995) is a present day landscape that
seems as threatening as the wartime scene near Arnhem in
Holland that it recalls. The sky is fiery, claustrophobic and
Turneresque at one and the same time while the bridge scene that
occupies the centre of the piece is a murky, muddy maelstrom.
Thousands Stage Protest was derived from a news clipping about
student anti-war protests in South Korea. Here, an abstract mass
of black tarmac has three arrows that point towards a distant
configuration of riot police with shields. We can not read them as
such, this tiny line of forms on the upper horizon line of the
painting. These riot police do not look human. Their collective goal
is to wipe out protest and maintain the corrupt regime of Prime
Minister Roh Jai Bong whose “Crackdown on illegal demonstrations
that threaten stability” sought to break the rising spirit of democracy
among youth in South Korea. A blinding yellow sky occupies the
topmost horizon the picture. In Safwan, Iraq the refugee children
we see waiting for food in the desert seem to be swept up by
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Several shows at the Belgo Building downtown give one a sense of
the Montreal contemporary gallery scene. In a darkened room at
the CIRCA Gallery Kip Jone’s delightful drawing machine invited
the viewer to actually draw their own instant artworks with a caliper-
like device on the floor of the gallery. As Jones comments: ‘The
artistic act continues when the sculpture reaches the gallery.” A child-
like sense of fun and irony likewise infuses Jennifer Macklem’s
panoply of contraptions and huge aluminium sculpture of a bird.
‘With a hand crank and a series of connected wires we can move its
beak from another location in the gallery. Punch and Judy-type
puppet figures on wall pieces have handles we can manipulate and
they make a mock attack on each other. Words inscribed beneath on
metal read SHOUT, LISTEN or DOUBT, DECIDE. Macklem's
wall drawings and sculptures poke fun at the sometimes latent,
othertimes overblown need artists sometimes feel of projecting an
intentional message or provide a reason for making art.

AtB-312, Jean-Pierre Gauthier's remue ménage: glissements et
effondremonts show uses the simple animation of utilitarian objects
in an otherwise empty room to build a surreal effect. We see two
chairs and a ladder moving slowly and inevitably, traversing the
gallery pulled by a chain and motors in an assembly line like way. An
orange garbage bag lifts off and rises only to fall again in the centre
of the gallery. Worker’ tools, a Right-angle square, a hacksaw all
move in different ways. Tape measures extend and recede, brooms lift
off the floor, metal objects clank, a confused bundle of wire hovers
in mid-air, all these animated effects and the accompanying sounds
happen simultaneously creating a cacophony of sound and
movement. Gauthier's delight in rendering the ordinary
unpredictable, even comical using simple motor mechanisms and
object movements make this raucous Dada-like event a show
stopper. The cause and effect interdependency, the fact no-one is
making all this invisible work happen, and that it has no ultimate
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function are part of what make this show a delight to behold.
Yechel Gagnon's pure PoMo Cross-Ply, a wooden plywood
room at La Centrale has a natural drift. The inner walls of this
prefab wood world are engraved, incised with routers that inscribe
undulating routings akin to giant insect markings. Its like
rediscovering natural form in a highly contextualized and
diagrammatic structure. The notion of a structure within a
structure, of a a non-place with no identifying marks is attractive.
There is a suggestion of a higher metaphoric meaning in the very
temporariness of the piece. The layers of plywood have been worked
over, ground in places, to make you aware that this is an artificial
erosion that has taken place. The plywood (a prefab assemblage
material), its structure and reworking cause us to reflect on its
natural origins as wood from a tree. A beautiful balance is achieved
between Gagnon’s Cross-Ply and Gabriele Fontana’s organic looking
but wholly artificial plaster pieces at the same venue, which are
fragments, some with right angle corners, others organic and
rounded. Grouped together in some places they recall mushroom
and moss shapes. Inherently fragile, a ghostly white, some with
traces of earth left on them, Fontanas fragments interface with and
have the traces and markings of nature on them. The interactions
are physical and nature changes the art, creating ripple effects and
natural chaos in microcosm as the plaster dries. The effect is akin
to Andy Goldsworthy’s pigment, ice and snow melt pieces on paper.
Another downtown location, Montreal Arts International
(MAI), has César Saezs Interference, an installation blitz that
comprises a flotilla of 50 ceiling-placed video monitors projecting
images of people moving through ordinary spaces and sights
downwards onto and just above our heads. The most arresting.
aspect of Interference is the multi-channel noise distribution
throughout the gallery. The sounds and images are manipulated
and slow down and speed up. This vortex effect is for Saez reflects
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trendy tendency to re-work rather than invent, a legitimate
direction that art and artists have taken, but it can be boring for us,
the unwashed public. Indianas LOVE icon that became a sculpture,
with the General Idea collective (1965-1995) becomes AIDS
(1989) wallpaper, not the subject but a background. A Black Like
Me movie poster, the film about white Texan journalist John
Howard Griffin’s 1961 real life account of the bad treatment he
received when disguised as, and perceived as a black in American
society hangs on that AIDS wallpapered wall. Cartoonist Art
Spiegelman’s In the Shadow of No Towers, is part auto-bio with
the artist asa cartoon figure furious about America’s involvement in
the Iraq war. Other scenes above depict George W. Bush as a
troll/cowboy with pro-war demonstrators.

For the Kingston venue, World Upside Down commissioned
Terrance Houle and Jarusha Brown to install a billboard at a public
venue in downtown Kingston. We see Terrance Houle dressed in
native regalia shopping, at an office job, “acting” the part so to speak.
The images cause us to rethink the various roles from both sides.

Roger Shimomura’s Mr. Wong’s Theatre Company (2001)
drew its inspiration from an Internet cartoon Mr. Wong, one that
defined its Asian personage as crudely as the 1960s Dick Tracey
cartoons once did. Replete with stereotypes this painting comments
on the way stereotypes are perceived and by whom. Shinamura’sart
seems to highlight how stereotypes, often harmless, often become
polarized by public (read media) perception of them.

‘World Upside Down is creative curating at its best, and draws
on cultures, social and political strata, examining stereotypes that
cause us to realize how similar we all ultimately are, for all the
surface differences. Hierarchies tumed on their head as art make us
realize how little effect art has, ultimately, on changing those
hierarchies, power structures, and injustices. Let us hope for more
shows like World Upside Down to challenge all of that!
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VERA FRENKEL: THE INSTITUTE

A the web-based art project site claims, Vera Frenkel’s The

titute is 2 professional and residential haven, providing support
o some of the leading artists of our time. The only criterion is that artists
must be over 50 years of age and in the full bloom of their creativity.”
‘Whether fictional or real, and “managed by former employeees of
previously great cultural agencies such as the Canadian Broadcasting
Corporation, the National Film Board, or the Canada Council.” The
Instititute' " now has received its blessing in a real-time gallery
setting (Justin M. Barnicke Gallery at Hart House, University of
Toronto, Nov. 18th - Dec. 18th, 2003). Alongside sofas, lamps,
computer set ups, wall projections and ominous geriatric-care
centre-like oval plaques, Frenkel’s show achieves a feel-good sense of
life as manipulated as George Orwell's 1984 but more real that he
could have imagined. Frenkel’s project lacks Orwell’s direct social
critique or discourse, but is user-friendly pseudo-jargon does touch
on serious issues such as who is zooming whom.

We are told one can dialogue with the colourful, created
characters of The Institute designed by artists and writers
specifically for Frenkel’s project. Is this some healthy proposition
for a virtual world, or a couched critique of the demise of social
democracy? One is never sure and maybe its better that way. One
plaque on a gallery wall that reads: “The National Institute for the
Arts” ™ has a dual mission: to provide physical care and
professional studio facilities for the Nation’s leading artists in their
maturity. A non-denoimenational interdisciplinary haven The
Institute ™ supports the creation of art forms of all kinds,
protecting through its programs the life styles and studio practices
of the living cultural treasures of our time.

This is a SIM World generated by SIM-like notions (no TM
yet!). One wonders whether thinking could get you into trouble
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series) (2000) is a small intense, at first glance Group-of-Seven-ish
sketch. Vibrant and ultra-painterly it pushes the idiom of the
Canadian landscape sketch just an iota beyond what it represents,
which is sumac, forest brush, a stream. It becomes a minimalist
tone poem but Lahey’s visceral, emotionally charged style and
brushwork is that of an affiocionado. This and other works are truly
freeform, studio engineered playful works that catch their subject.
They seem to suddenly free up, almost lift off the canvas. The
experience is postModer, the style representational.

Others pieces include Abstraction (1999), a mirage-like
monochromatic acrylic of still and moving areas like a watery
reflection. Debussy comes to mind. We realize we are reading this
as a surface, the subject (water) dissipates and the object (a painting)
exists in a dualistic interplay. Another abstraction is red, white and
black, and plays into the depth of the piece. The surface red colour
that covers most of the painting opens up for just one brief
interlude, a rectangular section that “uncovers”fluid abstract brush
lines varying from white and black. The order of illusion is reversed
here, from the object (surface abstract red) to the subject (abstract
painterly gestural effect).

James Lahey is part of a new generation of painters less
interested in recording and transfiguring ‘reafity.” His painterly
process seeks to break the barriers of style that so entrapped earlier
generations of painters. Increasingly removed from so-called “7eal”
exerience, the nature Lahey paints is increasingly a synthetic, stylistic
anachronism. If these paintings are indeed self-generated illusions,
they also evidence a new hybridity and relativistic approach to
artmaking being seized on by emerging painters of our times.

Footnote:
1. James Lahey, Artists statement, Feb. 1998
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HARLAN JOHNSON: BIOMORPH

arlan Johnson has, for years, been painting forms that could

be called biotic, protean, nature-based. On the one hand they
draw on the world of science and observation, and the other on the
world of art and subjective imagination. Works seen in earlier shows
like Green Strata (1998) and Foreground Recession (1998) used
figurative and abstract elements in a strange hybrid style where
scales looked as though they could be macro- or microcosmic at
one and the same time. The effect was of a layering of images, of
forms, textures and colours. If he is anything, Johnson is an artist
for whom the visual and tactile is more significant than the overall
concept or design to his art. His paintings in the past, have
compressed and juxtaposed different sections next to one another
like diptychs. Scales, and colours were completely different in each
section, as if they were fragments of some enormous, grander
picture or design we would never see in its entirety. Each section
contrasted the other.

For his latest show at Galerie Trois Points in Montreal, Johnson
has returned to simple, single compositions on canvas or board.
The obvious and direct style marks a honing down, and reduction
of detail. The details are details that relate only to that specific
painting. There is less fragmentation and viewers will find this
edifying. What we now have are acrylic on canvas, or graphite and
watercolour on wood paintings. The biomorphic shapes are still
there, emergent, and ever changing. The circular and sphere shapes
are most evident in these new works, as in Turbulent #2 (2002).
Like other paintings in the show, Turbulent #2 could represent
celestial or planetary movement. The circular and elliptical forms
are reminiscent of Sonia Delaunay superficially, but the technique
is postModern, and borrows from styles and techniques of various
modernist eras: drip painting, stain, light wash, thin brushwork.
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contemporary eras presented give a sense of how popular artistic
sensibilities inspired Hitchcock’s childhood imagination and adult
life in the making of his films. There are relatively little known
Victorian painters such as Albert Goodwin and George Earle whose
intensely realistic depictions of Victorian life had the same almost
obsessive attention to detail found in HitchcocK’s films. One such
notable example is a fragment from Wilhelm Liebl’s The Corset
(ca. 1880-81), with its embroidered blouse, brooch, and rippling
textiles. The close-up detail is near claustrophobic in its microscopic
detail, and for all its so-called realism carries an aura of strangeness
with it. The parallels become almost uncanny when one looks at
The Woman (1898), a bluish pastel by Ernst Stohr of a nude
woman who stands at the end of a rowboat under a starry night sky
while a gentleman dressed to the tils whose face we can not see
paddles the boat. Though 19th century this artwork could have
actually represented a Hitchcock film scene! The same goes for the
drowned godiva-like young Victorian woman floating with ghostdly
upturned face, long blond hair and dress in a river in Willy
Schlobach’s The Dead Woman (1890). Likewise Léon Spilliaert’s
Vertigo (1908) an India ink and chalk wash drawing of a woman
with shawl on a series of steps in a completely surreal painted scene,
as surreal as when Kim Novak with her long shawl pretends to
drown herself by the Golden Gate Bridge in Vertigo.

In a sense the visual and imagistic ‘#aps” Hitchcock con-
structed so beautifully and with such an acute eye in his films were
away of capturing a subject’s essence or soul. The female stars Kim
Novak, Grace Kelly, or Ingrid Bergman were a pristine and strangely
objectified, or alternated as untouchable mother figures. Seductive
yet vulnerable, unaware of the potential evil or violence taking place
around them Hitchcock's women pave the way for the protagonist
who fulfils a kind of yin-yang evil complement to their beauty.
Thus, women fulfil the good and evil paradigm, evidenced in films
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like I Confess, Topaz, and The Lodger that is ultimately mora-
listic, and even carry echoes of Hitchcock’s Catholic upbringing.
The images sometime suspend time as do Surrealist works by De
Chirico, Francis Picabia or René Magritte. A Magritte painting
titled Deep Waters with huge bird incongruously perched beside
standing woman is compared to the elegantly dressed Tippi Hedren
with crow perched on arm in The Birds, captured in a Philippe
Halsman still photo during the making of the film. The portrait -
male or female - likewise builds the suspense, while other things
take place behind the scene. The element of spectacle, and theatre
Hitchcock builds on can likewise be seen in artworks by Sickert,
Vallotton, Guy Péne Du Bois, and Georges Roualt. More
interestingly, there are those surreal yet convincingly horrific
illustrations after Edgar Allan Poe by Odilon Redon and Arthur
Rackham in the show. Indeed Hitchcock did comment that: ‘7 was
so taken with Edgar Allan Poes stories that I later made suspense films.”
in particular for the spellbinding logic with which Poe binds
incongruities in his novels such as The Raven. Though kitschy and
exaggerated, Hitchcock’s films fulfil the viewer's dreams and horrors
much like Poe’s novels did. And so this show weaves its theme using
Victorian and Symbolist comparisons through to the surreal effects
seen in Spellbound (1944) for which he hired Salvador Dali for
the dream sequence due to the @rchitectural sharpness of his work.”

The storyboards for the films are themselves fascinating
pastiches of Hitchcock’s vision of the filmmaking process, which
involved constructing the entire scenography prior to shooting.
Included are Saul Bass' near-Pop storyboard illustrations for
Psycho, Harold Michaelson’s for The Birds, Robert Boyle's
painterly caption-like still studies for North by Northwest and
Marnie, Tom Wright's for Family Plot and Salvador Dali’s for
Spellbound. Contemporary art selections include Holly Kings
surreal reconstructions of beatific dream-like landscapes in
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his career was, and how prolific an artist he became. He outlived his
generation, and his immense energies seemed caught in a dilemma,
returning to previous themes, adopting earlier forms dropping them,
experimenting with maquettes, playing with the ideas which had
preoccupied him in Europe.

There is a strong vision in the astonishing variety of work here,

but the styles vary, are inconsistent in quality, and ultimately reveal
an indecisiveness, a lack of direction. It led Clement Greenberg to
state that Lipchitz was “unable to develop a principle of inner
consistency; none of the different paths he takes seems to lead to the next
one.” Curator Alan Wilkinson suggests that this inconsistency was
merely the evidence of an explosive imagination, an uncontrollable
vitality that was the driving force behind Lipchitzs vision. The
comprehensive, consistent forms of Alberto Giacometti, Jean Arp
or Henry Moore are nowhere evident in Lipchitz's work. Whether
this is a weakness or a strength, may finally depend on how strongly
our view of history of art must rely on a basic consistency of
individual aesthetic for building its relevance relevance.
Of all the later works, it is the small bronzes, the spontaneous
interpretive allegorical pieces that seem the most fascinating. They
are imaginative, delicate forms, and have none of the Baroque
gaudiness, the justification of material mass for its own sake, that we
find in the later monuments such as Notre-Dame de Liesse ( New
Harmony, Indiana ) and Our Tree of Life ( Mount Scopus, Israel).
The Beautiful One (1962) is an example of this open freedom of
expression that can no longer be called Picasso-esque. These later
works of Lipchitzs do deserve attention, if only to counter the
others. They are indeed evidence that Lipchitz continued, later in
life, to seek a new language of expression.

And so, at the end of this exhibition, we are left grasping to
understand, straining to lift the weight of this artist’s idealism to
find the pure expressions of beauty that lay beneath. These inner
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turmoils, seen in the strength and mercurial variation of Lipchitz’s
life’s work, did indeed cause him to defy any clear, historical
categorization in his later life, more often to his detriment. This, as
much as his early work, undoubtedly cast him into the mould of
that vague, ill-defined, catch-all phrase “true Cubist” expounded so
cleverly in the Tate Gallery’s 1983 show The Essential Cubism
1907-20: Braque, Picasso and their Friends.

SEE

SIMON FRANK: EXCHANGE-CHANGING THE LANDSCAPE

n enactment, a performance, a burial. The undertaker is the
A dod body is the art. There is a slight suggestion
in Simon Frank’s aktion (to borrow a term from Joseph Beuys)
that our bodies and our very being are related to nature. How
strange a thought in an age where we decontextualize our
thoughts, our bodies, ourselves, and race to disconnect from the
ether, from the mercurial physicality that is our brief and encased
lifestyle (that is North America for many). We are a part of nature.
And Nature is the Art of which We are a Part.

The great gap between nature and humanity is the result of a
process of historicization. Nature is a life-giving force we deny
because it defies the production/consumption model. History is
and was always about a model built on progression, evolution.
But history of our era can as readily be about devolution. Nature
produces effortlessly, and chaotically. Nature also establishes an
order out of and in chaos. Nature could even be anarchy in the
right place. We should respect our place as regards nature. Nature
also takes life away eventually.

Simon Frank is digging away on this sunny day. People drift
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within diversity there is another scale of that diversity, an infinitude.
The key to unlocking that world for Flomen moves art out of that
Renaissance tradition of the frame, or the window/container. The
universe is right in front of our eyes when we look at these
photographs, part of a broader continuity, and the process of
engaging the subject itself sensitizes us to the ephemeral ever
changing nature of life.

Imagery captured is a sublime experience, particularly because
Flomen heightens our sense that this is a divine experience,
something that heightens our awareness of self. Photograms enacted
in nature embody a consciousness that is not entirely our own. The
art is not just about process, but equally about making us aware of
a largely unseen aesthetics, a system of nature that works endlessly
with or without our notions of time, and rational motivations.
These Flomen photograms are conscious of the systemic problems
that photography engages in by rendering, recording, in ever greater
quantities, the event horizon of human consciousness.

These photograms are reifications of life at a particular moment
in time, and at a particular place. Flomen's art renders the largely
unobserved, invisible forces at work in nature visible as unique
singular printworks. Flomen brings a visual and aesthetic value to
this world of nature that we are a part of. Bringing an awareness of
consciousness to a world that has a consciousness that is
omnipresent but largely unrecorded, make Michael Flomen's art
part of a broader spectrum of experience. Our consciousness reflects
back to us a particular value concerning these elements and events
we explore but cannot readily label or identify.

Chance plays a role. We feel a connectedness to the greater
physics of nature, the ongoing phenomena of life. With great
sensitivity and the simplest of light sensitive processes, Flomen
creates works that challenge our conventional assumptions about
the photographic image as a form of reportage. Nature is not an
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object, but instead a field for investigation, a site where energy, light,
matter all occur in a spatial dimension and in microcosm. These
photograms seem to suggest there are limits to representation, yet
ironically conjure a sense of the sublime, that same sublimity that
motivated the Romantic poets and painters of the 19th century to
engage in the act of representation. As the British watercolour artist
William Gilpin once wrote in Three Essays On Picturesque
Beauty, On Picturesque Travel; and on Sketching Landscape in
1792 “Our eyes are only glass windotws; We see with our imagination.”
The Romantic ethos established a paradigm of the picturesque
landscape in this era, and as Gilpin went on to say “But among all
the objects of art, the picturesque eye is perhaps most inquisitive after the
elegant relics of ancient architecture; the ruined tower, the Gothic arch,
the remains of castles, and abbeys.”™

The use of cameraless photogram techniques by Michael
Flomen in nature achieve a balance whereby nature is a co-
participant in the photo process. Nature is no longer objectified,
with each biological element segregated and categorized as it may
have been for Karl Blossfeldt. Instead the various elements interact
with each other, and a holistic integrity of interlinked events, a
dynamics that is nature becomes the common thread through all
these photograms. Human, plant and animal worlds come together
in the visual flux of each photogram. It is an ongoing theatre of life
Thoreau described so beatifically in Walden: 4 field of water betrays
the spirit that is in the air. It is continually receiving new life and
motion from above. It is intermediate in its nature between land and
sky. On land only the grass and trees wave, but the water irself is rippled
by the wind...”™®

Our historical conception of a landscape, particularly in Europe
and North America is a territory filled with objects, architecture,
cattle, people, as a great utopia peopled by elements that reflect
human occupation of space. Landscape is seldom considered to be
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nature of animals for whom time is experienced, rather than
reflected upon.

The idiographic integrity of these works, their camouflaged
character, is open and unassuming, devoid of ideological baggage.
It suggests a deeper meaning than mere visual alliteration. These
unconscious metaphors appear to be the expression of a certain
malaise, which seems to be more a result of humanity’s alienation
from itself than from nature. Ferland’s art has not severed its
connections with our distant, integral self. It implies that, by
nature, our movements are as predictable as those of any other
species; by reason, our daily activities and gestures will continue

to seem haphazard. ",ﬁ

Jerzy KoLACZ: GRAPHIC RELIEF
... the human condition or the conditioned human?

th an acute eye for human nature and a sometimes morbid,

othertimes wicked awareness of the Realpolitik of world
affairs, Jerzy Kolacz has consistently dedicated himself to the art of
explaining the human condition to the conditioned human. The
point s largely an existential one, and it awakens the viewer to more
than the life subject which is the object of Kolacz’s attention.
Actually it is the largesse of the world, and its history that Kolacz
mines, chipping its many facets into an image, or upturning aspects
of the human condition like soil, thus making us aware of its limits,
its constraints, its foibles. One is reminded of the caricatures of
George Grosz, as Jerzy Kolacz has, like Grosz, an unrelenting eye for
the inexplicably social side of life. These artworks contain within
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them a discourse with the viewer on myriad chosen subjects. Indeed
Kolaczs art communicates visually a great deal that cannot be
communicated in words by the mainstream media. And Jerzy
Kolacz usually gets away with murder - but a murder that is very
visual and very concept oriented.

In the process he delights us with his dark humour and
thoughts. It is because he is truthful in his treatment of each subject.
He reinvents each subject anew for a new audience.In a way many
of these images have to do with such central issues as human
identity. What makes us human? Perhaps it is the way we dream
impossible dreams and have such unrealistic perceptions of reality.
This distortion, Kolacz reminds us, is not a new one. Indeed one
need only be reminded of artists who caught the human condition
and brought their graphic mirror to the public trough to realize it
is an age old tradition; Thomas Rowlandson, James Gillray and
George Cruikshank all of them active in the late 18th or early 19th
century in England, and Henri Gerard-Fontallard, or Adrien-Pierre-
Francois Godefroy from France during the same period. The
imperfection of human self-perception becomes the glue that binds
together Kolacz's graphic vision. Like these predecessors, and even
more like Roland Topor, André Francois, Folon and other
contemporaries, Kolacz addresses his art to a general public, and
not an élite.

The graphic and applied art process implies a mass audience
just as the poster medium Kolacz worked with in Poland does.
These artforms implicitly accept the principle that society is a living
and breathing organism. It should and can respond to justified
criticism. The democratic tradition, to be brief, is well served by an
artist who offers up on his palette an honest critique of its inner
and outer workings.

The original Seven Deadly Sins have flourished and multiplied
in the New Millennium it seems and from a brief viewing of the
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(Agnieszka Kawa, Agnieszka Dryl, Zyta Kaleta, Iwona Popowicz
and Hania Graczyk-Szdlowska) from the Posnan Art Academy.
As Zempel comments: “They were well trained, very enthusiastic
and they crochet a lot better than I db.” The tank was measured,
drawings were made, and sample patches were crocheted. The
wheel wells and barrel top of the tank were covered with large
rosettes and the rest with a fishnet like pattern. The rose coverings
measured 1 1/2 metres in diameter, and the colour pink was
chosen as the main colour for the piece.

Sitting among the other abandoned dinosaurs of militarism
from the Communist era, Zempel’s tank was transformed into a
strangely beautiful ghost of military might, obsolete and stopped
dead in its tracks. The citizens of Posnan flocked to see Zempel’s
Guns and Roses project when it was officially opened in August
1998. Children offered flowers and asked for autographs,
grandmothers inspected the knitting and pronounced it fantastic”
while men discussed the merits of the actual tank model. A
visiting Ethiopian economist suggested Zempel create a similar
project in Africa as there are so many abandoned tanks there.
Proposals are underway to transport the crocheted tank cover and
situate it in other sites with tanks in Europe...

Francois Morelli’s performance projects have for a long time
been inspired by the need to go beyond the standard
gallery/museum venue. Invited to create a work that referenced his
Tralian roots for an exhibition in Italy, Morelli came up with Terre
a Terre. This ingenious project/performance involved working
with and around the tombstone of his Montreal-born second
generation Italian parents located at Le Cimetiére St. Francois
d’Assise in Montreal. The result was a flexible sculpture
comprising netted material and riveted cotton strapping made to
fit over the tombstone of his parents Sicily and Campo Baso,
extending outwards from this onto the surrounding ground.
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Forming a sort of rectangular grid with pouch-like appendages
that could be crawled into, Morelli had himself “wrpped” into
the piece by his son Didier, and the project was documented with
photo images. At the Palermo venue - Cantieri Culturali alla Zisa
- photos of Morelli’s action/performance in Montreal were
exhibited next to the artifact he had created for the event. The
work was perceived by the public that witnessed it to be a
reflection on identity and memory, a site specific intervention that
extended its theme between generations, between two cultures -
that of Quebec and Italy - and likewise between two sites on two
continents, in the old world and the new.

Adanta-based artist Evan Levy took his notions about
community participation in the arts to the streets when he
conceived of the Fillet of School Bus project in 1994. Levy
convinced the Tri-City High School in East Point, Georgia to let
several practising artists including himself work with inner city
teenagers to create a multi-media exhibition. Funding was
cobbled together from an amazing array of sources including the
Andy Warhol Foundation, Alternate Roots, the National
Endowment for the Arts and Fulton County Arts Council. Levy
did not have to look for inner city street kids who wanted to make
art - they found him. Usually not able to express their feelings
about violence, prison, abuse, neglect and false education these
teenagers enthusiastically got involved. Tony Loadholt, the teacher
in charge of the project, and himself a former prisoner,
commented that: “They (the teenage participants) are in a very
fragile period right now. Some of these kids live in weird areas. At
night they get off the couch and sit on the floor to watch television so
they won't get shot through the windows.”

Asign of how bad the inner city experience is for some youth
in America is how one teenager/participant’s commented he
wanted to become a drug dealer when asked what eventual career
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by, but they are basically not there until the performance. Frank's
exchange is not only with the forms of art and life we know. It is
also about what we do not and cannot see: the core of thingness.
Energy has its own persistence; it persists despite everything.
For this reason alone we need to redefine what art is or can be. We
do not need to fix our attention to the objects (that heart-shaped
piece of bronze, for instance.) As the French writer Pierre
Bourdieu once commented in an exchange with Hans Haacke,

“Todays owners are, often, very refined people, at least in
terms of the social strategies of manipulation, but also in the
realm of art, which easily becomes part of the bourgeois style
of life, even if it is the product of heretical ruptures and
veritable symbolic revolutions.™

Are we too comfortable with objective definitions? Do we define
land art in terms of its propitious placement in a territory that is
ultimately circumscribed and controlled, as opposed to uncharted
territory, the heart of darkness that is the quandary of the human
soul? All these thoughts have yet to be developed in the discourse
of site specificity, though Franks approach to art raises a few of
them inadvertently. Simon Frank:

As it turns out I got the opportunity to bury a heart last No-
vember directly in front of the McMaster Museum of Art in
Hamilton, not far from where I live. I think I included two
slides from that day - it was a brutally cold, wet, wonderful
Scottish day’ It is now one of two works permanently installed
outside the museum - the heart and a massive fountain by
Gaudier-Brzeska. The people at Mac were very enthusiastic
about the work. I came up with the idea for Core specifical-
by for the Tree Museum afier Anne [O'Callaghan] invited me
10 install a work there. But I soon realized that I also want-
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ed 1o do the same work in an urban centre in order to con-
trast the two settings, to look at the way that the land has been
changed in both places. I do see the two actions as one, rather
than separate”?

Frank’s engagement with the land at the Tree Museum embraced
aspects of modernity and of natural history. A crowd gathered in
acircle around Frank as he dug his hole. Earth flew upwards. The
cast bronze piece was handed around as in a ritual, and curious
eyes turned on it, felt it. The piece was cast in advance of the
event. With an audience surrounding the cavity in the earth he
had dug, Frank asked people to handle this “heart” before burying
it in perpetuity. The heart was actually cast bronze from vine
branches of the Niagara Escarpment region of Ontario. It only
vaguely resembled a heart.

Discarding or tossing away a piece of newly cast art was like an
act of reverse archaeology and an event that firmly places this
artwork aktion in the contemporary sphere - precious
material...Not only was the bronze precious but so is the notion of
art in our culture. Usually with performance, non-art is used to
make art. But Simon Frank has used an intentionally cast piece of
bronze, so the framework of art remains quite broad - broadened by
traditions of performance as by traditions of art. The society for
whom enactments, rituals or simple object placement (to consider
the anthropological view) is multi-form one, and their common
denominator is that they have been drawn to nature - the natural
setting - and the art. Is this public, then, an impromptu art tribe?
Should we study the people gathered around the art enactment as
much as the performer?

A thought...however brief, for it is suggestive of the times we
live in. This is a time where our definitions of society, and of what
a society is or can be, are as threatened as the art is. The links
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paper, on cardboard, and coloured paper. Sketches can use wood
assemblage, and even stone. In a particular environmental or land
art initiative, Du Bois made Projet pour I'habitat d’un arbre. The
project consisted of a stockade-like circle of vertical wood pieces set
into the ground. An entrance or opening enables the visitor to
enter into the inner space where a small tree has been planted. In
this case, nature becomes the foil within which we find nature
regenerating itself. As an environmental gesture, it established a
permacultural dialogue with natural history, as much as humanity-
centred history. sensitized to the material he works with and adjusts
it, fiits it to the given circumstance.

In a duo show Sur la bréche (2002) with Florent Cousineau at
Galerie Rouje in the Bas Ville section of Quebec City; André Du
Bois integrated his unusual wood structural assemblages to great
effect. One of the most enigmatic and effective, yet sensual
sculptures Paysage A bercer (2003) effectively and with extreme
sensitivity presented stone, sand, colour pigment in a found wood
section. This work is for the most part composed of found wood
and stones recuperated from a hillside. The stone elements recall
notions of the land as a series of strata, and the way memory is
likewise constructed of a series of layers or fragments drawn from
life.(...)

Paysage 4 bercer was surrounded by three oblique islands
created with cable and stones. Light played a role transforming the
object elements, heightening the sense of drama. The installation
sculpture was an eloquent evocation of the cycles of nature, of the
rhythms of life that are part of a northern climate and environment.
The level of sophistication of Du Bois' natural assemblages is
exquisite. Other islands integrated miniature collections of fine
wood, almost like found ruins, traces of human intervention in a
rural landscape. The language here is minimal, reduced to its
essence, evocatively communicating with a minimum of materials.
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In the same exhibition, vertical wall placed ladder pieces become

echoes or tonal responses to the larger elements in the show. Wall

drawn shadowy ladders echo the three-dimensional installed

ladders. In another piece tied Work in Progress (2002-03)

miniature ladders appear at both ends and at the centre. They are

incomplete, as if being built or deconstructed to the wear of time.

"W are never sure which end of the process. Beneath this, a shrine-

like offering of blood red painted sticks has been assembled and

brought together. The red suggests a primordial violence something
Du Bois has often considered a central part of his artistic message. As
he states: “There are traces of a necessary violence, condensed, a violence
of nature that recurs endlessly in my work. This violence has nothing to
do with the violence of wars instigated by humanity, an endless cycle of
destruction. The destruction of war is against nature and its processes.”
The wood fragments in Work in Progress are piled to look as if
some unseen or invisible force pulled them there, gathered them

together in a chaotic tangle. This unseen force paraphrases the

inherent force of nature, like that of a river that pulls trees, branches

and detritus downstream to a place where it collects, in spring when
its energy is the strongest each year. At that place where all the wood

collects, a wildly complex scenario can be seen. This realization that

nature is more powerful than humanity, that nature has the last say,

returning again and again, like the seasons each year, in André Du

Bois’ art.

Materials are used by Du Bois like the spoken word. It s a fluid
conversation that reflects the battle between the conscious creative
impulse and the physical nature of materials. His sculptures
becomes an equation for a state of being that surpasses the
ideational. By emphasizing the various surface, tactile, tensile and
physical relations between materials, Du Bois presents the human
situation asa process. Like the natural materials he uses, this process
is in a constant state of flux and change. The ephemeral and fragile
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RyszARD LiITwiNIUK: OPEN CONCEPT PROJECT

yszard Litwiniuk’s sculpture stands out among those of his
ontemporaries for its ingenious relocation of the product -
nature paradox. Not only does nature figure as the source for all
his sculpture, and is a metaphor that builds and grows out of his
sculptures, but it is likewise the casing or container for the strange
mechanical looking or organic structures that literally grow in ever
smaller units or sections. These sculptures are, in a word,
enigmatic and comparable to Magdalena Jetalovas for the rough
tactile sensibility for working with wood, but Litwiniuk keeps the
scale human and maintains that a strong link with nature as
source. Aside from that, the projections which progress from
within the sculptures are likewise a metaphor for infinity or
progression through time. This process when envisioned within
the matrix of nature is unconscious and immeasurable, part of the
ontological processes of birth, growth death and decay that are
ongoing and cyclical.

As they emerge from to main tree forms (quite literally) the
limbs of this sculpture effectively describe our own conscious
recognition or uncovering of what is largely an unconscious
process - growth and design being what they are in the landscape.
Unusually these sculptures remain object-based but establish a
linkage between landscape and art that is quintessentially human,
for the emergence we recognize in any of Litwiniuk’s works
describe the precognitive stages of recognition, and the sectional
growths suggest or infer a progression that is mimetic, ever
copying themselves, as nature does with its forms. Form follows
function and is largely an adaptive and instinctual process. These
sculptures stand out in space and because the working sculpture
process Litwiniuk adapts is so intuitive, almost Japanese in its
recognition of the infinity within the microcosm discovered
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within nature’s forms. The discourse is less academic than I
suggest and if there is a structure bias, it is neither mechanical nor
organic but arises out of the structures of nature.

Out of two inverted tree branches which serves as supports -
these new structures emerge and establish points of recognition
that nature is the ultimate support for all of our economic, and
cultural institutions however we wish to ignore this fact in today’s
consume culture. The new structures emerge like the ever
diminishing dolls within a Russian Doll and they do so
horizontally. The forms are angular, but could equally be nature-
based or human-designed. Whether natural or man-made they
reference that within nature apparent chaos is an order of things
that is based on pure physics and the molecular structure and
wave patterns of energy that traverse all matter. Out of chaos
designs are born, and the pure design we consider nature-based.
Ultimately these works are not planned or preconceived. As
process they reinvent nature and do so in a less cognitive way than
most conceptual artworks of our times do. Litwiniuk’s most recent
sculptures embody a process of uncovering, and reveal the layers
of natural history within - unrecorded. These become the

elements we discover.

ART ALSORTS: WRITINGS ON ART& ARTISTS - 141





OEBPS/image/AllsortsCorrected.final_NewAlsortsFinal50.png
from human scale, to outlandish large mascots of some Jules Verne-
like fiction, whether from the past, the present or future.

The Topographie aérienne, site no. 30 and 31, three-
dimensional wall mounted tableaux are largely fictional creations.
They use recycled materials with a sublime sense of humour. The
irony here, as with all of Corbeil's sculptures, is that we have a sense
that this civilization Corbeil is depicting, is estranged from our own,
yet resembles it to a great deal. And so, we are witness to the layout
of a village made of recycled computer chips and bits, or seeing a
cloud made of cotton batten, the green landscape being the green
plastic carpeting used in conventional Mini-Putt golf courses or on
backyard patios in suburbia. These are materials that emblemize a
society based on overproduction, where the logic of materials, the
sense of their origins and economic sense has largely been lost. The
bird, made in an almost folkloric way, whose wings beat, or the
copper fan propellers embedded in the landscape, even the
transparent plastic that blows ever so listlessly, all suggest a
civilization far advanced from our own, but one that could likewise
be ours.

The close irony, the errors in production and representation
seen in the two topographies built by Corbeil can likewise be seen
in the objects of transport he has built. One is reminded of the
Belgian sculptor Panamarenko or the Swiss sculptor Jean Tinguely’s
awkwardly functioning sculpture machines. Like these sculptors
Corbeil eulogizes, pays hommage to the vernacular, the everyday, o
the imperfections that are what makes daily life so interesting. Even
when creating these impossible technological hybrids, these sublime
airships of his imagination Corbeil alternatively exaggerates or
underestimates, in terms of dimensions, materials, designs. Indeed
one key to his artmaking practise, is the theatre of life itself. The
solitary figure of a man who stands next to some miniature
synthetic model trees, is preparing to embark on a journey on
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Corbeil’s Nacelle pour expérimentation aérienne (2002). He
holds a yellow rope, is attached almost umbilically to this gondola,
and he is everyman. The entry porthole that opens downwards, the
viewing windows, allude to humanity’s age-old thirst for
exploration. But everything here is makeshift and very human.
(How different is the porthole from a garbage can lid? And the
white stairs with the word CAUTION! can be seen at a lot of
Montreal city work sites) Indeed, the quilt-like surface of the
airship’s exterior has some of the texture of the Elvis Presley era, of
an old designer sofa, or the white padded interior of an old
Chevrolet, but the gondola likewise looks like its designed to travel.
Maybe it can even travel to the stratosphere, just as the Swiss
physician Auguste Piccard (1884-1962) did in 1932, reaching a
height of 16,000 metres above the earth. Piccard, whose character
was an inspiration for Belgian cartoonist Hergé’s Professeur
Tournesol, has likewise been a mentor of sorts for Daniel Corbeil
and helped inspire his fictional objects of transport.

The largest work in this exhibition has been likened by various
people to alight bulb or a jellyfish. Titled Hydrozoaire (2002) this
hybrid transport is fully non-functioning, yet aesthetically beautiful.
It has a majesty that is fictional and develops a narrative, just as
Corbeils earlier works exhibited at Galerie Skol, and Axe Neo-7
have done. The latest sculptures have further refined that thin line
between illusion and reality, that separates artifice and physical
materiality. Inflated by two fans that stand on the gallery floor to
either side, Hydrozoaire with its weight bags neatly placed in rows
and attached chords, looks like it is about to embark on an immense
journey. The destination, where it originates, and what exactly the
nature of its purpose are never made clear.

The hybridity of Corbeil’s designs, the ambiguity of these
vehicles purpose and history, alludes not only to civilization’s
seeming inability to remember its past, but equally to the way, in
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symbols associated with sport. Jungen has disassembled these cult

objects (almost a sin in our consumer culture) and reconstructed

them into ceremonial masks akin to Northwest coast native tribal

artefacts. As Jungen states: “J was interested in the ubiquitousness of
native motifs, especially in Vancouver, and how they have been

corrupted and applied and assimilated commercially, e.g., in the

tourist industry. It was interesting to see how by simply manipulating
the Air Jordan shoes you could evoke specific cultural traditions while

simultaneously amplifying the process of cultural corruption and
assimilation.”

These artworks recycle Pop icons just out of the box, to
redesign them into archaic icons we associate with museum
collections, while many masks and artefacts traditionally simply
decayed and returned back to the nature they once were extricated
from as raw wood, to then be carved into masks...Icon begets icon.

A new series that Jungen refers to as the Talking Stick (2005)
series involve baseball bats, and these have been engraved into by
the artist. His carvings move into the field of linguistics, integrating
word fragments or ‘words with a social weight into the bats. Jungen
thus builds a defense for what anthropologists call a material cultural
analysis, thus challenging a linguistic theory of culture, and the claim
that entire constructs or worldviews are based on the development
of language (while largely ignoring other aspects of cognitive
structure(s) that precede the development of language in so-called
primitive cultures).

‘While Jungen is very much esconced in today’s culture, and
realizes the power of brand name, of the logo, and the role fetish
plays in capitalist culture, his Prototypes (1998-2005) and Variant
1 (2002) reconstruct artefacts out of the new logo-ized matter of
Pop culture, even the Nike Swoosh symbol is applied to the
reconstructed objects to resemble Native U-form and ovoid shapes
characteristic of traditional NorthWest coast formline design,
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something Lawrence Paul Yuxweluptun likewise has exploited in his
paintings. Breaking down stereotypes can involve reassembling a
similar set of stereotypes, and this craft-like character of the re-
manufacture may be a weak aspect of this art in the long run, butat
least it amuses in the same way Kim Adams assemblages out of
Canadian Tire and consumer object detritus can do.

Recently on view at the New Museum of Contemporary Art in
New York, where the show was well received, Brian Jungen’s current
exhibition at Montreal's Musée d’Art Contemporain is by one of
Canada’s most interesting multi-disciplined artists of our times, and
one who has a new-old world sense of what art is or can be. These
object/artefacts look like they carry a code, a history, even re-
fabricate that historical sense, bringing it to life again.

SE

GLENNA MATOUSH: WALL OF PERSONALITIES

omprising a series of 8 large 4 x 8 feet mixed media on canvas

works, Wall of Personalities by Montreal-based artist Glenna
Matoush comprises a series of semi-abstract portraits of people from
village of Mistissini. These big Matoush pictures tell the whole story
of a community that has undergone dramatic change over time, yet
holds onto its traditions. Wall of Personalities does so with an all
inclusive energy and vision. Not only do the personages depicted in
these paintings traverse the Cree generations from very young to
elders - one even gets a sense of the passage of seasons and time in
general. We see women hand washing clothes in a tub, some hunters
home for the summer relaxing on the front steps of a home, a person
with a bear cub, a tipi structure...
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Babbling Boardwalk for the Brewery Creek project, originated by
the Mount Pleasant Town Planning department and Western
Front. It references the old Sweeny Cooperage, a historical
Vancouver enterprise in operation for 75 years until it was torn
down in 1984 to make way for BC Place, Cambie Bridge and
Expo 1986. Five barrels have been placed along a 250 foot long
track in the air. The boardwalk has been made of wood in places
and concrete in others. In other areas it simply trails away into
grassy lawn while the irailsi of the sculpture above likewise trail off
into space at the extreme ends of the piece. Pre-recorded pipe
organ-like sounds emit bursts of sound and steam in different
frequencies from out of the openings of the barrels (there are 15
different tones that depend on which of the boards you step on
and sound tonalities vary according to water levels in each barrel)
recalling the age of steam. The piece successfully encapsulates a
sense of history, and fuses public space with sculpture in a fun
and unobtrusive way.

For the Surrey Arts Centre, Storey has conceived Out of
Thin Air, yet another highly imaginative, almost futuristic piece
that features the use of copper refrigerant tubes and a copper
surface. A refrigeration unit behind the piece enables frost to build
up in designated surface areas of the copper plane. They form
words that will ever so subtly appear and disappear as viewers look
at the wall-like surface over time. One of the actual words visitors
see is DREAM. This word is recreated in frost on the copper metal
in six languages. They include Punjabi, Hindi Coast Salish,
English and French. Panels located in various places in the
building will refer to the senses, such as scent, taste, in their frosty
word combinations.

As Alan Storey comments “Part of the philosophy in my
approach is that a work of art in the public realm should intrigue
and engage a passerby into an exploratory investigation of the content
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and its relationship to the surrounding site” With such an interesting
admixture of foresight, imagination, the ability to take on large
scale projects, and to conceive public artworks that engage the
public’s imagination, Alan Storey will undoubtedly attract further
public commissions in the future. As his track record has
demonstrated, he never repeats his ideas in exactly the same way,
and he challenges us to think about time, place, space, history,
and the future in a way few sculptors do -anywhere.

%

ED ZELENAK: MAPPING THE ALLEGORIES

ile Ed Zelenak’s sculptures reflect that intense period when

Pop art and Minimalism occupied centre stage in the arts

scene, particularly when it came to sculpture, seen through a rear
view mirror one realizes these works are highly individuated, and
that they a narrative element, some allusions to science, and even
allegorical elements are likewise brought into that overriding.
vernacular of minimalism and Pop art. Zelenak describes that
emergent era, when he found his footing in the world of
contemporary sculpture as one that was verbose, consumptive, and
very much extrovert (a reflection of the times). Zelenak grew up in
tobacco country in southwest Ontario and rapidly came to public
attention, particularly due to a series of monumental fibreglass
works that seized the public imagination. One of these, referred to
as Traffic (1968-69) was ever attracting comments for its
monumental aplomb and form flow effect. Traffic was sited next to
the old National Gallery of Canada on Elgin St. in the 1970s, and
subsequently moved, not due to public outcry, but more because
the establishment in Ottawa was discreet, sought not to ruffle the
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despite the mythologies. We are reminded of one of the oldest
human remains ever discovered by archaeologists - in a cave, this
huddled body frozen by snow and ice. Nils-Udo’s collective
offerings to nature are, by a quirk of consciousness, an initiative
that exists in tandem with nature - the unnatural element is human
consciousness...or is it? A stream flows beside. What is the distance

SHE

LYNNE COHEN: NO MAN’S LAND

between here and there?

ynne Cohen has, for thirty years, produced an incredible
ollection of photographs. Devoid of people, these empty
spaces, borrow from industrial photography, yet they look dead,
devoid of life, and anesthetized. They evidence contemporary reality
and document the real life spaces we would largely disregard as art
or photography sites and that are not usually thought to be part of
the popular mythology of art.

American-born Canadianized Cohen is best known for the
living rooms, motels, halls, labs, showrooms, classrooms, and
factories of the ordinary she has photographed. She uncovers the
quirky eccentricities of these places as if life were a stage. The scenes
and spaces look like theatre props and scenarios. The absence of
people is disquieting. Cohen strangely twists these places of clean
steel, chrome and glass into potential abattoirs of the contemporary
psyche. She doesn’t intrude and her aesthetic neutrality is quite
disquieting, (even very Canadian). It as if Lynne Cohen has to
remove her identity like clothing to capture and order reality in her
photo compositions. Her aesthetic is un-mediated and 1980s.
Some of these photos are tinged with a sardonic sense of humour
and irony, something that dates their aesthetic, but make them
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also more fun. A recent book No Man’s Land: The
Photographs of Lynne Cohen co-published by The National
Gallery of Canada and Thames & Hudson includes an even
greater selection of images, similar to those in the show. In the
book, we see Cohen’s Photo Factory (1994), a series of identical
assembly line heads and torsos for future window display
mannequins in the process of being “born. ”Military Installation
(1998) with its seven doll-like figurines on synthetic carpeting
fluorescent lighting and TV monitor, looks austere but equally
ludicrous. Are these kids or adults playing these war games? We
get a sense of how technology has abstracted our view of the world
in Military Installation (2000). Here, a Canadian armored
vehicle has its turret pointed towards a fake panoramic landscape
with standard topographical features and sky. Fictional reality
becomes a training ground for real life death...A work from 1998
has a man in military gear (or is he a mannequin?) seated and
moving down a hall with installed indoor tracking. This endgame
photo is symmetry personified.

Laboratory (1996) has a synthetic torso all wired up with
no place to go that is worthy of the film Bladerunner . This torso
has a fully detailed facial expression. He looks like a talk show
host but his lower halfis just an austere, dull metal stand. Another
photo titled Factory displays another section of a mannequin
assembly plant (Is this the leg and ass department?). There is
something of Cindy Sherman, Louise Lawler, or Hans Bellmer
here, but Cohen’s in situ compositions were never conceived as
art. They were just there and are so au naturel.

Over 65 of Cohen’s black and white gelatine silver print and
colour dye coupler photographs are on view for this show. These
photos document a reality, but between the images, and under
the surface of all of Lynne Cohen's photography, there is this sense
that reality itself is a kind of fiction or hyper-designed dream. The
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La Raza believed artistic practice need not fall back on aesthetic
truisms or rhetorical definitions of what it should or could be.
The belief that art had a social role to play was rigorously rejected
by dealers, curators, even cultural bureaucrats at the time. Now,
ironically, many people endorse the belief that art has a social role
to play, particularly in Canada, but younger artists do not believe
that artistic expression can ever exist independent of government
or corporate funding. So art these days looks like it is free, but is
actually absolutely dependent on external funding. The mercurial
impulse, the creative gesture have become deadly self-conscious,
and circumscribed by academic and corporate ideology. The
standard viewpoint of arts place in society was that it could be
appreciated by a public, but it need not have a public in mind. In
other words, art was considered by artists to be ineffectual in
communicating to a broader public, even before it was even
created. Perhaps the social matrix was different in Canada than
other countries such as the United States, as Canada was largely
peaceful, and its public accepted the status quo.Art can speak to
a public.

La Raza believed this was true when, in 1988 the group was
founded. The hope was that the public and community were
inseparable and that art could encourage a populism. Issues were
part of the language of La Raza’s art, and is reflected in artworks
by each individual member to this day. They could involve
internal questions as to Canada ‘s destiny particularly after the
failure of the Meech Lake accord, as was the case with the La
Raza’s Owe Canada Owe Quebec series (1992). The painterly
language of these works was not perfectionist, and involved a
popular vernacular style. Off the cuff was in. Confusion was
reflected in the imagery and icons seen in Keepers of the Flame:
It Used to be the Railway that Kept us Together now its Hockey,
for example. Here the separatist leader Jacques Parizeau (famous
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for his comment that ethnics and anglos were all that kept Quebec
from achieving independence after the PQ lost the 1995
referendum in Quebec) along with a fleur-de-lys symbol is
juxtaposed against an image of the Montreal Canadians hockey
team. Words emblazoned above read Chrysler and below read
Keepers of the Flame. To the right of the canvas we see the image
of Gerald Pedros in athlete’s vest with red maple leaf symbol, a
member of La Raza seen as a Canadian Olympian crossing the
frontier from Lower Canada into Upper Canada . Corporate
references in these works refer to the major move by Canada ‘s
corporations out of Quebec due to the separatist threat.

Another painting titled Montreal Folk Heroes reads Quebec
and Me and has former Prime Minister Trudeau in a casual
stance. Two smaller images, one of former premiers Jacques
Parizeau and Lucien Bouchard sealing the deal, cozily shake hands
and the other a painterly representation of an undeveloped
polaroid image (the future of Quebec in Canada ?) act as blinders
to a young man’s face. Painterly fragments include Leonard
Cohen’s The Future album cover, a Quebec provincial flag with
writer Mordecai Richler, Oh Canada ! Oh Quebec! leaning
against it, with Quebec Libre graffiti, and the word OUT. The
message is public but reflects a minority view within Quebec, but
one that embraces a democratic vision of society as an inclusive,
socially responsible one. The humanistic vision will never be
erased from peoples that remember the lessons of history,
particularly when the oppressed become the oppressors, as is so
often the case. This, without any public in mind, exclusively a
political and governmental phenomenon. A more positive
painting One Canada has a hockey face off seen from a bird’s eye
view, the Bluenose - an east coast masted sailboat to the rightand
a west coast Native totem pole to the left.

The greatest contribution an artist can make is in changing the
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raw materials used by the artist to make it. What is more there was
always an opposition, less dumb, less encumbered than the artist
would have us believe. It is just they were silenced.

K. D. Thornton’s Dairy is more amusing but equally
presentational. Consisting of seven plastic milk jugs emitting an
aura, the work suggests that food, properly packaged, may actually
be more contaminated than you would eve think. Don't judge the
food by its container...More interesting is Michael Alstad’s unusual
take on global warming. MELT enables visitors to look via satellite
at images of the cracking and melting of the Wards Hunt Ice Shelf.
Over time, one sees images of oneself in conjunction with Arctic
landscape imagery. as Alstad comments: Although technology
Sacilitates our geospatial knowledge, the disaster’ is perceived as
something separate from here, as though only imagined. With MELT,
my intention is to transport the viewer into a space where ‘there and

here’converge.”

HUGO WUTHRICH : THE ZIG AND THE ZAG OF ART

‘Dcfords could describe Hugo Wiithrich's art, but they can
never recreate the experience of witnessing his art firsthand.
There is a sense of joy, of exuberance and abundance. His art is
open and accessible, whether the medium be set and costume
design, painting or sculpture. Wiithrich’s works are not trapped in
time. On the contrary, they capture that sense of the moment we
experience as children. There is something so simple and direct
about these forthright paintings. The colours remind us of Milton
Avery’s works, while the naiveté of their playful combinative forms
and images recall the works of the Cuban painter Wilfredo Lam.
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Like Lam Wiithrich plays with a composition as it progresses,
leaves it open, never buries it, and cannot anticipate the finality
of a painting, for they are never entirely completed, as they live in
a perpetual mytho-poetic spatial world of their creation.

Wiithrich is, of course, entirely his own master. The way he
uses colour, orchestrates colour to embellish these personalized
scenarios he paints is brave, extravagant in a good way. Less well
known is that ever since childhood when, Hugo Wiithrich was
living in the village of Ostermundigen, near Bern in Switzerland,
he has been making sculptures. His earliest attempts were inspired
by the quasi-Native Amerindian culture discovered in the popular
adventure novelist Karl May’s (1842-1912) stories written for
European audiences (Ironically Karl May never actually set footin
the New World !).

Near the village Hugo Wiithrich lived in as a boy there was
also an insane asylum. Adolf Wolffli, an artist who achieved great
renown for his fantastic imaginative constructions, had been a
resident at the asylum. And again in close proximity, the
renowned Swiss artist Paul Klee, born at Munchenbucsee in the
canton of Bern made sketches. The setting was the Steinbruch
Ostermundigen quarry in 1915 in the same region Wiithrich grew
up in.

In post-Cubist Europe, construction took on an altogether
different meaning for artists, for though things could be
assembled or brought together in an associative way, to develop
perspective or multi-dimensional context, they no longer needed
to have a clean, infallible logic or associative purity. It was amid
the atmosphere of this era that Hugo Wiithrich’s art evolved. He
had a father who loved folk art and, of course, the intrepid young
searcher rejected the tenets of folk art while understanding that
scarcity of resources and a basic resourcefulness in craft do
generate folk art.
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Countless allusions have been made, and comparisons drawn,
between Burtynsky’s all-encompassing photographs and those
pictorial photographers who captured the idyllic and pristine beauty
of an American West. The West and all of North America have been
reconfigured by human intervention. Ansel Adams captured a
totality, a universal sense of what the visual and natural world can
be and of a pristine wilderness of canyons, geysers, forests and
mountains. Why Edward Burtynsky has been drawn like a moth to
the ugly way humanity reconfigures the landscape, is largely a
matter of speculation, because he bathes it in light, and colour, and
provides comprehensive maximal scale, making it all a theater not
unlike John Singer Sargents landscapes of the Rockies or
Apennines.

‘When photographers make something beautiful they often
forget the human content, the forgotten memory, and adopt som
ething of the surveyor’s stance. I suppose even Auschwitz could be
made to look beautiful despite the incredible human tragedy that
took place there. And this is what is so annoying about so much
photography in a globalized world. There is absolutely no
innuendo, no nostalgia, no memory of place... Where s that child’s
book or toy? Where is the old cane? The homesteader’s cabin? Even
the old Pontiac? Rosebud anyone? Our overabundant capacity to
produce objects, consumer items, has produced a cultural amnesia,
and we are left with few memories of place. Place becomes
transferable...It could be anywhere. We even design places in this
way. They look alike, are designed to be the same to avoid, or is it
to promote - confusion. Whether it is Ralph Nader or Vance
Packard, David Suzuki or Paul Hawken all authors who have
addressed issue of product consumption - these issues are central
to product consumption and overproduction, and economies of
scale, are central to the miasma of our culture, and indeed the
identity problems that promote violence. The environments
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Burtynsky photographs are very real, and he is neutral, does not
interpret what is there. The China Burtynsky photographs is one he
has equated with “Capitalism on steroids.”

Burtynsky’s photographs of the effects of the Three Gorges
Dam project on the Yangtze River in China comprise before and
after shots of villages. Now you see the buildings in September
2002. Now you don’t in November 2002. This eviscerated
landscape of destroyed buildings was taken apart in large part by
sledgehammer. The rubble of Fengjie (80,000 inhabitants formerly)
has the look of a war disaster scene. There is something beautiful
about the chaos. Nature takes its course, or does it? Al this to create
a 660 kilometre long channel like reservoir to be completed by
2009. The dam that result is expected to generate as much
electricity as 187 nuclear power plants, but 21 cities and over 600
square kilometers of land will be under water at completion... The
sense of scale in these typically 40 by 50 inch photographs furthers
the sense this wasteland is more wasted than any T. S, Eliot could
have conceived of. Reality supersedes unconscious thought yet
again...

Toxicity is an emblem of both industry and entropy. Burtynsky
has some landscape images of a 6000 acre nickel tailing pond in
Sudbury, Ontario that are truly National Geographic. We see a pure
bright orange-red stream that is actually contaminated water spilling.
along the landscape. Is Burtynsky subversive or producing hard core
promo for a beauty that goes nowhere? Beauty as represented here
no longer has a structural, or aesthetic foundation, even an ethic
from which to dive off from? The natural and sublime are a
paradigm displaced by a viscious virtual syndrome of representation
whose purepose is unclear. The syndrome is mediatized, invokes
visual legends that have no content. There seems to be a
metaphysical rift that is undefined, not clearly delineated in all of
this. The imagery is abstract, manipulated, disconnected and
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There is a poetry to the balance of natural structures and textures
in a leaf. These are the result of nature designing itself over
millennia, the result of many climactic, geospecific and historical
variables. John Ward the artist them builds his leaf compositions
with light, using colour, in a painterly way, to offer us some sense
of the nature theatre we are ultimately a part from, and part of.
Our consciousness is the single element that re-defines nature for
us, segregates us from nature, allows us to see it all, to likewise see
our place in nature. It may be possible that art will outlast
nature...What a tragedy that would be! If that happened John
Ward’s art would give future audiences some sense of what that
nature meant to us, and what it was. His paintings offer us a
dialogue with that nature, and an endless one at that!

Footnotes:

1. A,.Y. Jackson cited in David P Silcos: and Harold Town, Tom Thomson: The Silence
and The Storm, Toronto: McLelland & Stewart, 1977, p. 146

2 Matthew Teitelbaum ed., Paterson Ewen, Vincouver & Toronto: Art Gallery of On-
tariol Douglas & Melntyre, 1996, p. 142

3. John Ward in an interview with Gary Ros, published in John Wird: Entering Na-
ture, Kitchener- Werloo Art Gallery / Wilfred Laurier Press, 1993, p. 12
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ROY S1AAB: BOREAL CRADLE

orking with materials from nature, Roy Staab has a long.

history of creating on site works that rely exclusively on
what nature provides. After one and a half weeks familiarizing
himselfwith Boréal Art/Nature’s 100 acre Centre ArtTerrs in
the Laurentians about 200 kilometres north of Montreal, Staab
began to focus his attention on a wetlands area on the grounds.
The site he chose, and which became the place for his
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intervention, formed a bowl like shape within the surrounding
hills. As process, Boréal Cradle involved gathering maple
saplings and selecting them for their appropriate lengths and
widths. Staab’s choice of venue was similar to one he chose in
Ttaly for Arte Sella, as both have hilly terrain and interior forest
sites.

As with most of Staab’s works, Boréal Cradle adapts to the
actual site, the natural scale and topography of the land. He uses
natural materials for his installations much as Arte Povera artists
will use cast away products, integrating and reconfiguring the
nature elements he selects. Staab’s works shares something in
common with artists like Andy Goldsworthy, Nils-Udo and even
Patrick Dougherty, but Staab’s emphasis is more on pure design
and form. As Staab states; 7 like the swag-like line and the way the
natural line drops. The physics of science and this beautiful natural
curve. I am defining the work in a triangle. These lines almost touch
and they move and that makes them alive. Even abstract painting
which I studied in school, certain lines have to occupy space in a
certain way to occupy density. Even though this intervention is quite
minimal, when I made a try, I saw one of the forms was redundant,
so I eliminated it. just as one would in painting”

The inverse arching forms of Staabs dynamic and
monumentally scaled Laurentian work establish a different
rapport than the Arte Sella or the sculptures he installs on water
sites such as Peekskill Ring (1999, NY), Rondout Round
(Kingston, NY, 1989) or Delta (Cold Spring-on-Hudson, 1999)
or Mobius Manic (Domaine St-Bernard, near Mont Tremblant,
2003). The central focus with the current work is on the space of
the environment rather than three-dimensional form and its
“framing” by water or site (which is closer to what artists do in
museum and gallery settings).

For the Boréal project, Staab entrusted the use of a bow and
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industrial harshness that counters the colour and pageantry of
Vermeer’s subject. The image crop here, as elsewhere,
decontextualizes the Vermeer to an extent. The same effect is
achieved in a series of portrait heads. Two are close-up details of
heads from old master paintings (one a Vermeer, the other an
Ingres), while the third, a fashion industry shot painted in black
and white, is a cold contemporary icon surrounded by steel on all
four sides. These facial portraits, rendered close-up as they are,
become universal psychological studies of the human face from
different eras.

Bierk has juxtaposed a Petrus Christus head of a woman in a
Romantic landscape faithful to the original. This portrait and the
landscape it has been layered onto, present us with the idea that
these images - the landscape and the portrait - are united by a basic
humanism. The component colours are close to each other, even if
the subjects are vastly different. An interdependence exists in the
pure aesthetic of two kinds of representation from different selected
eras. In another piece, the Petrus Christus fragment is used again,
this time juxtaposed next to one of Manet’ last flower paintings.
Bierk’s recurrent use of the image is intentional. It is an example of
the way Bierk selects, edits each historical elements he introduces,
delving into history to emphasize the temporal nature of life itself.
A night landscape with moon juxtaposed next to a late Manet
flower painting does the same. The steel that surrounds it provides
a cue to its being of our time. These two represented fragments of
nature, the minimal flourish of colour seen in the Manet and the
maximal eternal landscape play on and with our notions of history,
time, memory, life.

Resurrecting and reconfiguring images from the pantheon of
art history, David Bierk challenges the context and meaning of art
from a variety of eras. His paintings are neither resurrections nor
constructions. While he may juxtapose paintings from different eras
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in a single work, or situate a classical work in today’s context,
building steel, copper or rusted metal infrastructures, or adding.
textual word components to his compositions, the altered scales,
the added elements, and the novel contexts are of Bierk’s own
design. The style has less to do with original narrative than with
this unique layering of symbol, subject and composition. It
generates new meanings, situating his art in the here and now. Art
and History are in the eyes of the beholder.

Footnotes:
1.Marshall McLuhan cited in The Global Village; Transformations in World Life
and Media in the 215t Century, Oxford: Oxford University Press,, 1989), p. 97
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DANIEL CORBEIL'S FABULOUS INFLATABLES AND HYBRID LANDSCAPES

‘Dcfu.h a playful sense of irony, Daniel Corbeil has, over the years,
progressively explored the social and cultural values that lie
beneath each object/artifact he has produced. Earlier Corbeil
sculpture/installations associated with transport included a kayak
and airplane. Narratives were built into these works, to suggest
fictional yet entirely credible events and histories. Corbeil likewise
has produced miniature maquettes, replete with industrial artifacts
and natural scenery. The subsequent photographs actually “look
like” real life full scale landscapes but are entirely fictional. Corbeil’s
latest installation sculptures now on view at Expression in Saint-
Hyacinthe, play on that same fictional aspect seen in his earlier
work, and with the same economic use of recycled materials to
express ideas about technology, civilization and the history of
design. He likewise plays with scale, varying his inflatable creations
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been constricted, and cannot move beyond the confines of their
particular existence. The suffering is largely unexpressed, and
accepted. Two paintings that speak of this best are Self
Portrait, Between Clock and Bed (1940-42) where we see the
aging Munch manoeuvring his way between clock and bed,
facing his life. Other works likewise place’ each figure as if they
were actors in a play, and they have no choice as to their place.
Death in the Sick Room (1893) offers little hope. A sickly
green colour and palour invades the scene. Itis like a Strindberg
play, and relates to Ingmar Bergman’s later films in the same
way. The faces become structures, the clothes a form of
entrapment, shrouds of the body. Basically nothing has
changed. The metaphysics of life and art, and the cycle of life,
are intertwined with technology...

We lose our sense of self. Anomie as designed by
technology is a state akin to that Munch identified with. And
yet Munch studied with the landscape painter Christian Krohg,
and like Canada, Norway was plagued by the landscape idiom
in painting. Like the Canadian painter Emily Carr, who
painted landscapes, or figures within a landscape and caught
the spiritual and psychic power of nature, Munch
communicated a strong sentiment of links to nature. Nature
became a backdrop for the human condition whether the
theme was jealousy, melancholy, the stages of life, or the dance
of life. And for Munch what was a spiritual burden came from
his family’s seafaring and religious background. He considered
this legacy as being like Tiwo forces like priests and seafaring folk
are no laughing matter!”

Born at Loten in Hedmark, Norway December 12, 1863
Munch encountered much sickness in the family, and death.
When the family moved to Griinerlokka a Kristiania suburb,
after his mother died, his Aunt Karen taught Munch to draw,
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and to cut silhouettes out of paper and make landscapes out of
moss and straw. It is Munch’s incredible sensitivity to the world
and life in general that makes his art a true success. He
expressed his life’s experience with a simplicity and a sincerity,
colouring it all intensely. Even his Self Portraits which recur
throughout this exhibition are endearing for their penetrating.
gaze on the artist’s life. We see an early realist portrait from
1886 where the artist has an intense gaze, a powerful lithograph
Self Portrait (with Skeleton Arm) from 1896, Self Portrait
with Cigarette (1895) which has a depth and darkness as if
the artist were standing on the edge of a nightmare, the
unforgettable Self Portrait in Hell (1903) and of course Self
Portrait Between Clock and Bed (1940-42).

A greater unity, simplicity, and more resolved vision
accompanied many of the later works including the murals he
made for the University of Oslo (not in this New York show).
Many of the portraits are here, including one of Polish poet and
writer Stanislaw Przybyszewski (1893-94), Julius Meier-
Graefe (ca. 1895), Dagny Juel Przybyszewska (1893),
Professor Daniel Jacobsen (1908) and even German
philosopher Friedrich Nietsche (1906) in a seldom seen and
very large charcoal, pastel and tempera on paper sketch.

Munch’s incredible facility with the woodcut medium,
and his truly daring innovations with the medium are
fascinating. Many capture not only the subject but the
woodgrain material. The wood and the subject cross-over to
become poignant, extremely modern expressions of emergent
modernism. Munch innovated with jigsaw cut out sections in
a single composition so that he could print in one go and
entire woodcut. Each section of the jigsaw could be coloured
and fit together before printing...Interestingly many of the
lithographs, etchings and woodcuts in the present show which
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DAVID MILNE WATERCOLOURS: PAINTING TOWARD THE LIGHT

R:;[umi“g to Canada after successful shows at the Metropolitan
useum of Art in New York and the British Museum in
London, David Milne Watercolours: Painting Toward the Light
builds its exhibition out of one of the strongest media Milne
worked with — watercolour. While Milne lived out a spartan
Thoreau-like existence near Boston Corners in upstate New York
and Ontario, what is less well known is that he was very much a
New York artist who arrived in 1903 to study at the Art Student’s
League while supporting himself as a sign painter and commercial
illustrator. From a farm family, Milne was born in 1882 near
Paisley, Ontario and found his art exhibited alongside Marcel
Duchamp in New York's famous Armory Show in 1913.

‘What truly stands out with Milne’s watercolours is that he dared
to leave empty white space in his paintings, and to explore line
and colour in a sparing, almost Japanese manner. He innovated
withdazzle spots, expanses of emptiness, while likewise building
a feeling of the sheer beauty and quietude of nature. And so it is
fascinating to see urban scene on Fifth Avenue, Easter Sunday
(1912), New York Roofs (ca. 1912), Three Hansoms (ca. 1912)
and the Dreamland Tower, Coney Island (1912) all works that
draw on the effects of light, colour and space. They are theatrical
in an early 20th century way, particularly when one realizes the
leap of faith from farm boy to urban artist Milne had made, so
much so that New Yorkers will claim him as their own, if you do
not let them know his background.

The show likewise features some of those somnolent lake,
forest, porch and cabin interior scenes as well, the ones Milne is
perhaps best known for. To have gone from a near hermit-like
existence in nature straight to the record the war was,
undoubtedly for Milne, a great shock, and yet to look at works
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such as Loos on the Trenches on Hill 70 or From a German Gun
Pit at Bailleul, East of Vimy (June 3, 1919) is to sense that Milne
achieved a distance from together, never overcrowding it, always
observing with a critical eye, and likewise building a rhythm
throughout, something that resonates in these more than 70
works to this day. On until May 21st, this show is a must see
whether for the art, the nature, the urban scenes or painting in

general. What an artist!

CLAUDIA BERNAL: MONUMENT TO CIUDAD JUAREZ

ust a few blocks away from the MacDonald tobacco plant

where east end Montreal women worked for low wages in the
1930s, the Maison de la Culture Frontenac has an exhibition by
Canadian artist Claudia Bernal (originally from Columbia) that
deals with unbelievable stories of the disappearance of poor
working women in Ciudad Juarez, a border town just a short
bridge away from El Paso, Texas. Titled Monument to Ciudad
Juarez: Only Women who Die a Violent Death Go Directly
to Paradise the work was a response to the killing of over 300
women and disappearance of 500. Mostly young working poor
women emigrate to this factory town to support their families
from all over. The unforgivable violence and disappearance at
Ciudad Juarez earlier inspired Director Lourdes Portillo’s
documentary Missing Young Women, a film that no doubt
initially brought the situation to the attention of a broader
audience.
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are the self portraits... These include Self-Portrait in Three-
Cornered Hat (1780-92) where Goya looms large, a robust
fashionable character with hat and shiny buttonsand the later Self-
Portrait after Illness (1792-3) a fine gray wash of a more feeble
man, who questions his situation and looks out at the viewer with
dishevelled hair, and anxious face...

Goyas last works captures the final four years artistic output of
Goyds life. This show and these works reveal that, despite an infirm
condition and a self-imposed exile in Bordeaux, France, Francisco
de Goya was still producing some very vital, intriguing art, and not
for posterity. With an endless curiosity about life, he faced death

through art. W

BiLL ANHANG: NEW DIMENSIONS IN SPIDER CULTURE

ver 140 artworks produced over 27 years by Bill Anhang (in
collaboration with painter Glen Luckock) hang all over the
wallspace and sit on the floors at the Liane and Danny Taran
Gallery in the Saidye Bronfman Centre for the Arts. There is
nothing artspeak about Anhang’s oeuvre. In fact its more like the
finely wrought detritus of a Lost in Space culture. Pseudo-mystical
or a real believer, Bill Anhang is an outsider artist supreme. A section
called the Chamber of Globes consists of shiny spheres and shapes
wired up with lighting timed to go on and off. As linear light
drawings (always on the object) these globes feels almost religious
(with a higher purpose) like mind expanding rosaries of light on
shiny metal.
As object amulets these sculptures have a web of electrical
wiring. The web could allude to spider’s webs, hence the title of the
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show New Dimensions in Spider Culture or even the World Wide
Web. The WWW is composed of incipient tentacular data-ness,
and the web also invades our inner psyche, dis-embodying and de-
contextualizing our experience, leaving us feeling something like
space junk. Anhang uses a complex process involving optical fibres
and light emitting computer programmed diodes (LEDs)that blink
intermittently on his work.

Abandoning electrical engineering in 1975, Anhang has been
reinventing himself in his own art world image ever since. A series
of painted vest-like garments complete with light assemblage
elements are designed to be worn as portable performance art
costumes. They rekindle docile memories of fairy tales, Lord of the
Rings and Star Trek scenarios. A wall of painted enamel switch
plates personalizes the show, in a craft-like way. They are pitiful and
beautiful.

Anhang’s mirror art pieces, placed where the spiders hang out
and walls meet (in corners) are primitive tributes in word and image
to the Whitney Museum (1978-80), a spaceman (1978-80) and
Kennedy (1978-80), sensitively rendered. A video collages
fragments from Anhang’s confabulated and fabulistic large scale
paintings. Anhang has created his own folk history of history and
lived to paint it in his own conception. This is vernacular narrative
as it can be. The Demographic History of the Canadian People
(1999) is a huge painting that, like most of the painted workss in
the show was done in collaboration with painter Glen Luckock.
The map is replete with mixed and merging images of Innu, seals,
masted ships, airplanes, settlers, explorers, a polar bear, cannons,
blacks, natives, early colonists, a mill wheel and ice floes. Different
dimensions, painted words, images in all sizes, fit together under the
rubric of a map of Canada.

The Optical Tunnel looks like a passageway (stairway to
heaven?). Portrait paintings, all rough and iconic, squarish in shape

ART ALSORTS: WRITINGS ON ART& ARTISTS - 57





OEBPS/image/AllsortsCorrected.final_NewAlsortsFinal70.png
Hunter gatherer of nature in situ, Sorge does not romanticize
nature, but instead envisions nature as a medium drawn from a very
real continuum of life. In this sense nature connects us to ourselves,
as does Sorge’s art. While many artist’s seek to support nature and
humanity becomes a secondary focus, as if nature were an island,
increasingly threatened by human intervention, Sorge’s art accepts
the situation as it unfolds, with nature threatened, transformed, but
nevertheless a link to our past ancestry, and a history of human
experience. This is something we acquire if we spend time with and
in nature. A passive interventive approach can be found here, where
art is a process that involves a measure of acceptance, and that time
works on each of us, affecting us more than we can it. History
becomes a historical in this sense for it merely leads us to proto-
history, or what exists outside the human interpretive dimension.
The action is in the acceptance of nature’s endless processes of birth,
life, death, decay and birth, but in and with all species.

Indeed plastic words, plastic life, and endless movement away
from, or segregated from nature generates a new fear of expe-rience,
so far from the ancient sense that we are all linked to nature, to the
cosmos, if even in a grain of sand, or the minutest detail. Genus
Folia asa series effects a layering of a different sort, wholly intuitive,
with a sense of the flat spatial plane of the paper being printed
upon. These forms, whether wave, leaf, or photo image, constitute
a meditation of sorts, upon the space between ourselves and the
physical world, where spirits can raise us beyond the ordinary.

This is non-objective art that nevertheless uses nature and
history fragments from reality to produce an illusory narrative. The
narratives are ones we construct via our individual per-ception, and
this freedom is part of Sorge’s art. She lets us bring our knowledge
into the equation in appreciating her art. Her excellent print series
carry within them a deeply meditative reflection on the most
intimate aspects of life, of memory, and the role community plays
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within culture. If religion plays a role, it is modest and pantheistic,
and nature becomes the theatre where all is enacted, and elements
of nature become cues and an ongoing common denominator any
of us can relate to. This need to express a human connectivity is
what led Sorge to community involvement where she lives over the
years. This likewise explains here interest in arts capacity to heal.
She has focussed on developing local community resources for the
arts, in the Eastern Townships where she lives, and likewise
participated in the International Shadow Project to commemorate
the bombing of Hiroshima. She likewise formed a print collective
PEstampille at her studio at Farnham Comers near Dunham, and
helped found Arts Sutton.

Nature is not a subject, nor an object, but a process we delve
into and move through, ourselves being nature, Bernice Sorge’s art
seems to say. Biography surfaces most evidently in the paintings she
paints. These are far less readable, more intuitive exercises that
enable a growth, and processing of experience. As a result previously
disconnected experiences, memories, and associations come
together in novel interpretive paintings. While the same can be said
for the print series, the process itself requires the artist to work
within the more restricted discipline of print media. The body itself
is a landscape, and a leaf is likewise a living system, and any given
element becomes a non-place where an ethnology of the spirit takes
place. The sense that spirits can be echoed, even distantly by photo
records, or emblems of nature, when juxtaposed creates unique
associations that are exotic, while de-rived from direct experience.

Nature is exotic wherever we live, and likewise what is near is
far and vice versa. This depends on one’s capacity to read reality as
a sequence of relativities. Life as process involves an incomparable
relativity we participate in, during our brief stay on earth. Amid
the islands of memory, are oceans of experience. Bernice Sorge
captures this sense of movement in the soul, of endless
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THADDEUS HOLOWNIA: ANATOMY LESSON

L:::ng in Jolicure, New Brunswick with a family, horses, dogs,
tsand Dther creatures that creep out of the beautiful Tantramar
Marshes”—a place that attracts a range of bird species and that also
houses the C.B.C. international transmission station, Thaddeus
Holownia is an environmentalist as well as photographer. He has an
incredible eye for those places where humanity interacts with
nature, and where nature carries that memory still further.
Capturing the scenery near Jolicure Pond (1996-2000), and then
the expansive Tantramar Marshes for Dykelands (1989), a
beautiful collaboration with the writer Douglas Lochhead published
by McGill-Queen’s Press, his Anatomy of a Pipeline exhibited at
the Owens Art Gallery in Sackville explored the interface between
industry and environment quite explicitly, but with an eye for the
subtle shifts and changes that occur as a result of human
intervention in less observed spaces and places. The trees around
Henry David Thoreau’s now semi-suburban but emblematic and
symbolic Walden Pond (still a nature preserve to a degree) were re-
visited by Holownia and these works continue to tour - a show
opens at Winsor Gallery in Vancouver November.

More specifically, it was the stunted trees and environments
generated by the climactic and topographical extremes of
Newfoundland, the subject of Ars Borealis, a beautiful book
production that involved a collaboration with the writer Peter
Sanger that led to the moose bones, discovered in a natural site,
intact and all there, and moved Holownia further than the
topographical and environmental, to examine the relation between
ourselves and other species that co-habit Canada with us. The
botanical, and species adaptation in this wild exposed park in the
northem peninsula of Newfoundland included trees that have lived
2000 years, yet are only 5 feet tall. Hostile environments lead to
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new natural adaptations that are visually, experientially stunningly
revealed in Holownias photographs for Ars Borealis. People who
live in such environments equally attract Holownia's attention.

Like the trees marked for cutting in the portrait styled Walden
Pond series, other species such as migrating birds, turtles and frogs
are wiped out in a more insidious and less immediately visible way
by disruption of their environments, monocultural activity that
wipes out natural habitats, and the climactic change accompanying
global warming.

For the current exhibition at the Jane Corkin Gallery in
Toronto Distillery District, Thaddeus Holownia has actively
preserved elements from the Newfoundland wilderness experience.
Like a latter day Victorian collecting and exhibiting any number of
curios brought back from nature (including the now extinct Dodo
bird) in their cabinet of curiosities or living rooms, the vestiges of
colonialism, Holownia now catalogues the bones of an entire
moose, a majestic animal who thrives quite well in Newfoundland
(half a million on the rock I believe) as a photographer might
species in another century.

The difference here is that Anatomy Lesson - Moose (2006)
required a new less-anthropological, and more animated method of
presentation than mere visual recording. The entire body of bones
(that sat in Holownia's studio for several years) became a wall grid of
photos numbering one hundred in total. Presented as a collectivity,
this anatomical photo assemblage seems so different in conception
than the bone-like sculptures Henry Moore made, for these visual
perceptual abstractions of bones stem from an actual living reality,
link us to a specific event. Anatomy Lesson references structure, but
a structure now dislocated, and that dislocation now assembled, re-
recorded becomes an expression of the gap or distance that now
exists between our mediated lives and the natural world. And this is
the strength of Thaddeus Holownia’s Toronto show, witnessed by
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traces of some abstract state of being or allegorical mementos for the
inner soul in a worldly environment. These forms float or occupy
space, literally redefining space almost like floating myths. The
viewer dialogues with the light, the space and the sculptural. The
fusion aspect emphasizes something that is completely and
ultimately spiritual, not at all dogmatic. Through the intertwining.
of shadow and form, a merging of marter and light offers a
suggestion of infinite space within finite confines. Even outdoor
environments seem to act as cues for Orensanzs sculptures, and
they serve as references that are extended, achieve a greater depth as
a result of the interventions the sculptor undertakes.

The notion of exhibiting in a rectangular space is itself an
archaic ritual. Orensanz seeks to redefine the parameters of the
exhibition space, enlivening it with a procession of effects: light,
metal, undulating forms and linear expanses, material contrasts.
The notion of art asa product is challenged, not by using the syntax
of the product or mass-produced object, but simply because no
effort is made to conform to so-called contemporary standards of
artistic production. Much of today’s art must justify itself by
standards of technique, or by integrating technological expense in
its manufacture or presentation.

Orensanz’s art reflects a sense of beingness in relation to the
wortld, be ita specific environment or space. Integrating a spiritual
and physical aspect back into artistic production in an age of media
metaphors and digital effect is not easy. But Angel Orensanz has
remained truly spontaneous in the best sense.

The symbolic still plays a role with Angel Orensanzs art. As
compared with Jannis Kounellis’s installations, Orensanzs are not
frontal, or static, but more ontological in their conception. The
emphasis is less on the object metaphor and more on the total effect.
The Harvest Sculpture (1996) in metal painted red in Bearn,
France brings to mind harvest machinery. With Sunrise, Pyrenees

JOHN K GRANDE - ESSAYS & REVIEWS

(1995) exhibited outdoors at the Museo Angel Orensanz it is made

of plastic, red paint, hay that engender an overall effect of
unreadability. The metaphor is not clean and clear, but instead

complex and requires the viewer to reinvent a meaning in the

process of observing the work. River Aragon (1978) in Zaragosa,

Spain is more Baroque and emphatic in its sublime sense. The cut

out steel forms are expansive, celebratory and hopeful. They recall

something of the Spanish exuberance of Antoni Gaudi y Cornet’s

surreal Sagrada Familia, and Casa Vices. The same can be said for

‘Wiall Sculpture (1982) and particularly the vertical pillar-like

Lighthouse (1974) of concrete and steel in Zaragoza, Spain.

Swirling and circling the archaic concrete are bands of steel that

have a hypnotic, suggestive sweep, an arabesque allusion to flight or

movement through space. The Banderillas del Guadalquivir

(1992) made of steel and wood, precisely because the materials used

in the construction are rudimentary project a dreamtime sense that

is imaginative and childlike. The character of this sculpture recalls

acomment of Juan Miro’s that alluded to reality and the artist’s self-

inscribed role: “The forms expressed by an individual who is a part of
society must reveal the movement of a soul trying to escape the reality of
the present, to offer other men the possibility of rising above the present.

In order to discover a livable world - how much rottenness must be
swept away!”* Though there is a symbolic sense, neither puritanical

nor overly orchestrated Orensanz’s natural language is ultimately
related to the constructivist style.

The vertical steel tubes Orensanz has exhibited at Holland Park
and on the banks of the River Obro in Zaragosa, Spain in the
1970s, were echoed in a later installation at Studio 54 in New York
(1985). More recently Orensanz has exhibited his tube-like forms
in Montreal, Canada. The vertical thrust of these forms, collective
and colourful, suggest a spiritual dimension. One of the most
striking and powerful sculptures Angel Orensanz ever made are the
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interpretation, our intuited sense of what a landscape is, or can,
represent that brings its own meaning to these scenes. If there can
be an emptiness, there can also be a spiritual message within all this.

Iconography is unpacked, the baggage of aesthetics left
behind, and freeform associations evolve as we observe these
works of art. Symbols remain ambiguous. A river or a sky or a
cloud or a bird. All these elements are rendered with an ambiguity
as to their portent or meaning. Light plays a role as does the
muted colour. The trees look almost photographic at times, and
there are points of exposure, openings in the airy atmospheres.
This is like nature working its way onto a painting, a kind of
entropy of an aesthetic, where the art is affected by the
phenomena of the physical world, reworked by weather, so to
speak.

This physical phenomenological surface effect we see in Steven
Nederveen’s paintings reminds one of the Norwegian painter
Edvard Munch's approach to painting. He would simply leave the
completed painting (of landscapes) hanging from a tree outside his
studio. The effects of weather then altered the final painting yet
again. Many of the effects Nederveen has conjured into these
paintings remind one of photographic surface effects, analogous to
the way images are printed and their surfaces provide an extemporal
barrier or layer in advance of the image we read visually beneath
what is the actual subject or image.

Inspiring, dramatic, these new works by Steven Nederveen
challenge us as divine re-creations of a world. They remind us that
history has a fictional aspect, in that we recreate, rebuild, fabricate
meanings. Nature becomes a source whose visual diversity inspires
us, just as Nederveen’s archaic recreations do.
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LORELLA ABENAVOLI: SOUFFLE DE LA TERRE

orella Abenavoli’s latest installation at Quebec City’s La
hambre Blanche references senses and sensibility in an
unusual way. While this installation and ever evolving site piece
ok place early in 2005, the references are largely to human
perception of forces that are beyond our control yet are part of the
unseen world we live in and traverse through the short course of our
lives. As part of an ever evolving multi-year sound project called
Souffle de la Terre, this Quebec City contribution is part 4. The
Souffle de la Terre series was initiated in 1996. It began as a sound
environment that drew upon seismic earth movements for its raw
materials. At this stage Lorella engaged a geophysicist and developed
a computer program. When one discusses matter one seldom
considers movement. One usually considers such facets as volume
or weight, or density. Matter recorded in such a grand scale - as
seismic movements are - is of another order. It speaks of universals
and the microcosmic nature of our lives within that scale. It also
causes us to redefine the scale of sound(s). The brackets that
encapsulate the meaning of sound, or music, or that we identify
with have been removed. We are challenged to read sound in a new
way.

Movement, in particular geophysical motion, could be
considered as a form of invisible art from a phenomenological
perspective. Abenavoli was assisted by a grant from the Daniel
Langlois Foundation via the Institut National de I'’Audovisuel
(INA-GAM) With these funds she was able to build a sonor
computer program that enabled her to bring together various
threads of different disciplines; geophysics, seismology, acoustic
sounds, and programming.

Out of the original Souffle de la Terre initiative, other projects
that preceded the Chambre Blanche intervention took place, but
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American as sculpture. The language of Barrish's art has evolved
out of his own experience, in everyday life. This is one garden of
earthly delights, a plastic one, replete with synthetic constructions,
the detritus of consumer culture. Truth ennobles the human, and
with a certain humility, Jerry Barrish obviously reminds us of the
truth behind the screen, of what an earthly paradise can produce
amid in us - delight or tragedy, or simply a sense of life as lived -

all done beautifully. ﬁ/;yz

LUDMILA ARMATA: NOTES ON PHENOMENAL REALITY

udmila Armata is a printmaker's printmaker. While the roots of

er art are conceptual and expressive, since being in Canada, her

art has evolved into a kind of instinctive allegorical style. Even as her

art expresses ideas and thoughts, they do so with a sensitivity that is
very human.

Armata captures, in an abstract and very contemporary way,
emotions Honoré Daumier might have depicted in a realistic style in
the 19th century. The irony is that Armata initially studied realistic
drawing techniques at Krakow’s Academy of Fine Arts in the 1970s.
At times, her style is so close up, it generates imagery whose sensation
of energy and movement s closer to science than art.

Some of her drypoints and aquatints resemble micro-
photography of nerve filaments, muscle tissues or vein structures.
In Growth (1996), a tribute to her father, we see eroded surfaces,
like a cliff, gradually giving away, but all this visually, with a sense
of the surface she is working on. The fine lines in the upper
section of the piece are so fine, each goes for its own parenthetic
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walk on the paper surface. U-Motus (2003) is like a section of
piping with some biotic or biological growth emergent out of its
endpoints. Tube (2003) could be a flower or an X-Ray of a breast.
The image is surrounded by a dense black atmosphere. Armatas
most penetrating work exploits black and white to its fullest. She
explores the textural depth of ink, and establishes a dialogue
between visual compositional space and the perceptual process.
As she comments, “While working on my art, I feel like I am
walking between dark and light.” In some of her etchings, the lines
dissolve at the edges into filament-like strands, thin wire-like lines,
as if they wee tensions evaporating into space. The energy these
works witness use their medium with great confidence.

Like visual anagrams, Lumila Armatas printworks
communicate human emotions. We see this in a recent linocut
titled Urbania (2007). A mesh structure curves in upon itself like
a steel cloud or cage. While this piece is a grill or grid, a man-
made structure Structura (2003) explores a similar form vertically
with a rib cage. Mechanical and organic structures are often
juxtaposed in Armata’s works to express a visual thought, in a way
that communicates a concept much faster than words ever could.
The sense of irony and distance in Armatas art is comparable in
visual terms to the fleeting abstract thoughts expressed by
protagonists in Vladimir Nabokov’s novels. The forms and shapes
often collide or coalesce on the flat two-dimensional space of the
paper that is the stage for the artist’s dramatic compositions.

As graphic scenarios. Armata’s art expresses inner states of
being. Her printworks involve physical markings and a
phenomenology of surface effects that become metaphors for
feelings. Space plays a role. This is space circumscribed in a non-
space. There is a full range of surface markings and striations (a
geology of the soul enacted in the print medium), some
haphazard, others simply on the found plates she occasionally
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would have been unthinkable in the modernist era when artists
adhered to their specific stylistic dogmas and labels like warrior
tribes defending their territory! Because images and art of all kinds
have become so accessible to us all in so many ways, via the
internet, the computer screen, television, books, photographs,
magazines, and lest we forget, the naked eye, painting remains
one of the domains where public neglect breeds brilliance. For his
latest show at Galerie Bellefeuille, Lahey has brought some
surprisingly unusual reconfigurations of the landscape to
Montreal. His nomadic use of style(s) is entirely justifiable as a
working approach to artmaking, particularly for painters. Many
people simply love looking at his paintings, the process, the
style(s), are secondary to the overall effect.

In From Denmark, Looking at Sweden (2000) Lahey lays
down paint to recreate skies and seas, absorbing that cold, clear
northern light in the process. Greys and blues predominate. The
whole scene hinges on the horizon line that forms a thin band
across the piece. Above cumulo nimbus clouds, below that deep
metallic Baltic sea. The painting has that conceptual edge, is a
mind piece, if you will, as much as Caspar David Friedrichs
Romantic paintings once were. Yet subject is removed as much as
there, generalized, typified, it becomes theatrical, orchestral, and
suggests this is but a fragment of some greater scenario.

Field in Late December (2000) and Ice Forming on a Stream
(2000) form an interesting juxtaposition in this show. Both are
vertical arrangements and both project a sentiment that the earth
is somehow breathing, a living creature. The gradations that work
downwards from sky to earth in these two pieces are more subtle,
even arresting, than those of the works already mentioned. Though
these are oil on canvas paintings, the skies in each are pastel-like,
vaporous like a Takao Tanabe or Gordon Smith. The gradations
lead us to the horizon line that sits two-thirds up on each canvas.
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Here, things get interesting. Not only is Lahey creating an effect of
distance that is mimetic, artificial, but he also builds that distance
into an area of resonance that jumps forward from mid-ground to
foreground. This is done by working through light-dark colour
variation, and equally with the style(s) he uses. From clear crisp
painterly, textural focus points within the landscape to more
ethereal, misty or abstract grounded areas that are pure painterly,
Lahey builds out of the depth into the foreground. The foreground
is literally half the painting, and we sense the joy Lahey must feel
moving the paint and pigment around in swaths, strokes, thick
brush and roller areas. Ice Forming on a Stream substitutes drips,
but shows them emerging out of the watery areas of the piece as if
he were unfreezing the stream stylistically, creating a musical
atonality out of resonance, brushwork, stylistic devices. Hence the
postModern sense of instability, of pushing a subject to its limits,
unhinging our sense that the subject is something we capture in
our mind’s eye. Natural phenomena become illusions and cause us
to question how we perceive the Subject-ness” of a painting. As
Lahey states:

“The tension between permanence and instability, my
affection for the traditions of modernism and for
conventional representation and the differences between
these two approaches to artistic expression have been the
Sfocus of my work over the past few years. (...) My approach
is automatic to some degree, freeform, and at least initially,
without intent. There is an attempt to reach beneath
conscious perception - that the work take on only
momentary stability, emerging as it does from conditions of
instability.”"

Following on from these larger scaled works are a series of brief
landscape studies dedicated to David Bierk. Autumn (David
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What stands out even more are Ana Mendieta’s vital and sinuous
line drawings and ink on paper sketches, more lively than the dried
mud forms, and installation works. While the Iowa period 1970 to
1980 included performance work, this period of experimentation
enabled Mendieta to develop her artistic language and confidence.
The Mexican works from 1973 and 1974 seem more far reaching,
capture that sometimes violent, othertimes sensitive character of
life's cycle. Her body rituals used blood, flowers, grasses and are very
sensitive to the life process. Other seldom seen works in this show
include the elegant Totem Pole series (1984-85) and Untitled
carved tree slabs. The former capture silhouettes of the human form
using gunpowder, while the latter repeat naturalistic leaf, female,
and tree shapes in the same manner. Ana Mendieta’s understanding.
that identity is linked to nature and the body, that we ourselves are
a part of nature, and that nature is a life giving force was
continuously apparent. Ana Mendieta was a rare visionary with a
contemporary sense of the ancient. As this major retrospective
evidences Mendieta seemed to be in a dialogue with the ancients.

S

BRIAN JUNGEN: PROTOTYPES FOR A NEW UNDERSTANDING

n inveterate fabricator of objects out of objects, Vancouver-
ased Brian Jungen plays on and with readily available products

and items of Pop culture giving them an ironic Native twist. Born
of Swiss and Aboriginal (Dane-zaa) parents, Jungen recycles new
store bought materials and reinvents them. They can become
powerful objects that allude to the icon and its power in societies
new and old, or alternatively literal reconstructions of what look
deceptively like natural history display items, as in they hover in
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the air so elegantly. Jungen extends the definition of art into natural
history, and in so doing develops an environmental discourse purely
out of the materials he uses. This brings his art into the realm of
contemporary anthropology, and plastic chairs being made from
oil, reconstructed as they are into whale skeletons, could allude to
the oil spills that inadvertently kills sea water culture including.
whales and destroy entire biocultures. All these effects are the result
of human greed, and the objects themselves represent greed recycled
into heritage and objectified meaning. The elongated form of a
whale, the first of which was given the name. Shapeshifter (2000)
looks like the vertebrae of some huge marine mammal and it is
installed as it would be in a natural history museum. Instead it is
actually an skeleton ingeniously made of plastic (il-based) chairs.
The Shapeshifter tide could make of think of how elements,
objects and materials are endlessly transformed, ourselves included,
as we pass from life to afterlife, for instance, or the way products
endlessly reform and redefine nature’s materials. Cetology (2002)
is simply named after the branch of science devoted to the study of
whales while Vienna (2003) the third whale skeleton was named
after the city where it was first exhibited. As artistic process, Jungen’s
art shares similarities with Shinto and other Asian religious
viewpoints as does West coast native culture, for all materials —
natural or synthetic— are conceived as being equal, while rational
categorization of matter can be less important...

Born in Fort St-John, B.C. in 1970, Jungen is an ingenious
craftsman whose art involves the deconstruction of the fetish
objects of consumer paradise, or alternatively, a consummate re-
construction of form out of product. A pair of Nike Air Jordan
trainers are basketball shoes with a difference (prestige item) are
not so different from age-old Native masks. They animate our
culture in a similar way, causing us to envision a hierarchy of
meaning, and placing a value in some abstract (read fetish)
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Storey’s first public art commission, and one that attracted serious
attention was Pendulum (1987) done for the Hong Kong Bank
of Canada Building in Vancouver. Storey says he never thought he
would get the commission so he went ahead with his proposal -
no holds barred. Over the years the pendulum piece has
functioned, largely faultlessly, as an example of how interactive
large scale public art can capture an idea, communicate it and yet
remain simple in conception. Canderel commissioned Urban
Language (1992) for Maison Royal Trust Plaza on Blvd. René
Levesque in downtown Montreal. It remains one of Storey’s most
successful and succinct commissions to date. People notice it
when walking or driving by, and its graceful aluminum and
stainless steel forms, its gradual hydraulic movement upwards and
downwards, and the siting, all add to the piece’s shiny urbane,
almost futurist allure. Urban Language shares something in
common with Head Gear and The Bird Listener. All these
sculptures involve aspects of hearing and communication. They
have variations on horns as one feature. One thinks of Swiss
mountaineer’s horns, and of communication in the broadest
sense. The gentle undulating up and down rhythm, where each
section meets the other in the middle is a sincerely beautiful
expression of balance and harmony.

In process now are several most intriguing Storey public art
works. for one, title Public Service/Private Step at 401 Burrard
St. in Vancouver incorporates the latest in interactive technology
and gimmickry, to create maquette-like models of elevators in
the building’s core complete with their own structure of seven
10” x10” x 65 ft. high steel columns. To ensure structural safety
the steel columns are filled with concrete. The 5 elevator ‘Cars”
of this public art piece will glide up and down in exact
correlation to the real elevator cars inside the Federal
Government building, newly reclaimed. A multi-contact
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membrane switch under the pumpkin colored carpet in the real
elevator cars will pick up the foot imprints of real passengers
and transmit them onto a LED matrix screen on the underside
of each of the corresponding artwork cars. Viewers will actually
be able to see how many people, with their exact position, at
any time are in the real elevator cars. Such projects exemplify
Storey’s genius.

For Vancouver’s new Sapperton Skytrain transit station
located at the Labatt Brewery and Columbia Hospital in a
suburb of New Westminster, Storey has installed Fluid Motion
(2001), a low maintenance public art works that consists of a
bicycle with driveshaft located some 40 feet away in the centre
hub of the station. Turning its wheels, participatory visitors can
auto-propel a vertical carousel situated between two waiting.
platforms. The wheels on either side have 16 panels. As the wheels
(18 feet in diameter) turn in opposite directions on either side,
they make visible successive moving images of the phases of the
moon on one side, while on the other there is a generic crosswalk
symbol of a man (in this case doing a back flip) waiting Skytrain
passengers can see. The device, loosely based on the 19th century
cinematic device called a Phenakistiscope, creates an effect of
animation through the optical effect of visually ireadingi the
successive variations of a similar image.

A second Skytrain commission involves two electronic
footpads and 2 leaf shaped LED screens. Bystanders who stand on
certain designated areas will see their own footprints, along with
those of other people who may be standing at the time on another
such designated area at the Broadway Commercial Streets station
in Vancouver.

The Cooper Mews, installed on the north shore of False
Creek in Vancouver for Concorde Pacific Developments has its
origins in a smaller piece done by Storey in 1986 called The
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Above all, it is the accessibility to materials and all media, the fluid
application and interpretation that catches one, and these works
still look so alive! One of the most gutsy isa taxidermists bald eagle
that literally leaps out of the canvas unsettling the planar security
that abstraction had been. We see a black shadow, a baby photo,
ever so black paint strokes worthy of Tapies, and areas of colour,
even exposed wood, and cardboard.. Rauschenberg synthesizes it
all....even the photo of space from a magazine, and an appliquéd
stick holds a pillow that hangs from a cord below the rest of it all.
Wherever he lived it must have been littered with boxes and
industrial debris. The nostalgia for the absolute is absolute!

There is a story that Joseph Albers taught Rauschenberg at
Black Mounmain College and the young student would go out
searching for examples of accidental art — tin cans and stones -
something that served him incredibly well as an artist but ultimately
annoyed Albers. Obviously the Surrealists New York presence left
its mark decades later in Rauschenberg’s approach, even if Clement
Greenberg’s abstract dictum was in the air to control the chaos of
the artistic impulse at any cost. One can see how the paraphernalia
Rauschenberg incorporated into his Combines would one day be
a stepping stone for Andy Warhol and New York Pop, because Pop
was already there, albeit somewhat worn and relic-like. We see it in
the elements in Gold Standard (1964). Some are trompe I'oeil like
the wooden box that projects outwards that is attached to a
cardboard box, while the screen that is the environment/painting
tilts and moves accordion-like painted predominantly yellow. A His
Master's Voice dog is tied to the piece (a humorous quip typical of
Bob R.) while shoes hang, a Coke bottle and tie are %ed” to a city
works prop. And so it goes...on and on...with everything
connected to everything else, yet edited, selected and arranged with
a clever impudence. Courageous or simply deluded. Obviously the
former!
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The Tower (1957) referred to as one of the freestanding combines
presages installation beautifully...and there is a poetry to the brown
umbrella, a life-like painting in which the letter S has been taken
out of place — resituated unnaturally as if in a typographer’s dream..
Letters and fragments from printing shop recall the Constructivist
Vladimir Mayakovsky and others letter and design
games...Rauschenberg is less interested in the way letters build a
design in a composition as the Constructivists were, Instead these
works are inspirational, hopeful, poetic, even nostalgic to a degree. ..

Rauschenbergs paintings and combines become a kind of
visual alliteration, even autobiographic. With their elements drawn
from the everyday they presage performance art, and display a sense
that art can find truth by drawing of reality for its cues, something.
very American for sure. We even sense artists like Louise Bourgeois
with her hanging legs and rubber sculptures, may in the long run
have owed some debt to Bobby R...Inlet (1959) has a strong
painterly abstract facet, confidence is striking. There is even a hybrid
box assemblage integrated into the piece that, with its stuffed bird,
its light socket, magnetic compass, zipper, and corkscrew looks like
astrange hybrid that exists somewhere between one of those magic
Joseph Cornell box assemblage and the old Victorian curiosity
cabinets — but this one is postwar and quintessentially modern as
modern was at that time. Robert Rauschenberg emboldened it all
- brought the unconscious and crazy world to the level of widow
shop presentation which is the scale and street experience he largely
lived...

In Winter Pool (1959) itis a ladder that holds the two sections
of the composition together. Proverbial, metaphorical, it is all
couched in ambiguity but likewise there is such an ambitious leap
of faith undertaken for this epoch by Rauschenberg...a dreamer
for sure. Empire IT (1961) has a trolley with metal wheels - the
kind used to transport goods in a 1950s warehouse. On top of it,
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quantified, measured, understood in a rational sense. This imagery
can be achieved using large format negatives or with large format
photo paper. Flomen can paint acetate with a particular thickness
of emulsion to capture nature’s effects, that of water or snow falling,
or of moonlight shadows falling in the silence of a forest onto photo
paper. Without the advantage (or disadvantage) of a camera lens
brings the notion of nature out of the frame of conscious
identification, and places nature in the realm of theatre, but a
theatre with its own particulars, a theatre we feel quite miniscule in,
and where we cannot always control the cause and the effect. This
collaborative approach between the photographer, the gatherer of
images, and the physical, natural, living events that are recorded in
nature recall a time when we were in awe of nature, and when we
had less control of nature, manipulated it, but at a lesser scale than
we now do. In A Tramp in the Chateaugay Woods a M. S. H.
Hammond exclaims nature with resilience in 1854, saying,

“The air moans among the old tall pines, and the trout splash-
es the water as he leaps in his gladness above the surface. The
fire flies flash their tiny torches, and the stars look up from away
down in the quiet water sand down from the sky above you.
Ifyou shout, a thousand voices echo back the sound. Ifyou sing,
hundbreds of voices prolong the song; while through all the night
sounds, silence seems to be struggling for dominion, and you

say, while a hundred voices are heard at once, how still it is”

These large scale photographs are the hieroglyphs of an explorer
who works with light to reveal what is always there, but seldom
seen. Flomen emphasizes the action of light, of physics specifically
because it enables him to participate in the drama of life without the
screen, the barrier of the lens. Cameraless photography has gone
into a new phase, far from the era of the Rayogram, when the
graphics of light on photo paper, worked on by Lucia Moholy and
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Laszlo Moholy-Nagy played with products produced by machines,
but in a manner that recalled constructivist composition. The early
Rayogram could look mannered to us now with its decorative
impulse, whether the spiralling matrices of a coil flattened into
sheer light-dark graphics, or a stoic seemingly haphazard
arrangement of machine made elements, but it was truly a new step
n the photography at that time. While the effects created were a
surreal amalgam of instances, as Naomi Rosenblum comments in
‘A World History of Photography, ‘T is ironic that even though they
promoted photography as the most fitting visual form for the machine
age precisely because the camera image could be easily and exactly
replicated, photograms are unique and one of a kind examples for which
no matrix exists for supplication.”

The cameraless photograph now works in another direction,
away from the inventions of man, and back towards nature’s
designs, the events of nature. Some contemporary cameraless
photographers focus on aspects of biological deterioration, and the
actions organisms enact on photo paper or film. The resulting.
actions on photo paper are called bioglyphs. For these artists the
photograph is a record of the way nature catalyzes an interaction
with the photo intervention...

Michael Flomen’s photograms do not seek to invest in some
quasi-scientific intervention, for this is more about the ideology of
the artist than the event of cameraless photography. Nature is more
than a laboratory for Flomen. The litoral zone, a place between
water and land, a zone of energy displacement and activity is a place
you will find Flomen at night, setting photo paper underwater, or
on land, amid the various climactic effects nature surprises us with.
The ebb and flow of energies that are part of the process of life in
our tiny biosphere are the world Flomen participates in. While
nature carries a diversity that far exceeds that of the man-made
multiple, capturing nature’s diversity is something of a paradox, for

ART ALSORTS: WRITINGS ON ART& ARTISTS - 191





OEBPS/image/AllsortsCorrected.final_NewAlsortsFinal15.png
JOHN K GRANDE - ESSAYS & REVIEWS

place and time, now distilled by the scales of time. One does not
descend to rise, one rises to descend. It is as if Bourgeois had
referenced one of Samuel Beckett’s short stories, where the rise
and fall of a man is described in milliseconds and each word
relates to the next. Bourgeois’ set has this state of relativity in its
design where the materials build their own enigmatic stage with
no persona present. Nurture and nature are exposed, scarred and
fragile, and somehow finally as the paradigm shifts there is a

return to the earth.

PETER HOFFER: EDEN

eter Hoffer's recent paintings are less about nature per se than

they are about the process whereby we codify, recognize and
reconfigure nature. In so doing nature acquires a meaning that
surpasses the real experience. In art the same can be true. Using
panel from recycled floorboards Hoffer layers a series of potential
meanings onto the surfaces. In some of these paintings he begins
with abstract drippings reminiscent of Jackson Pollock’s abstract
compositions from the 1950s. He likewise stains areas to give
then an instant aged look. Hoffer’s style is akin to writing, where
each visual layer or element, is juxtaposed next to others. In this
way, he builds a context of meaning akin to creating instant
antiques or architecture that looks classical but may actually be
wholly contemporary.

As process, Peter Hoffer’s paintings can involve a process
of addition or removal, depending on the effects he wants to
achieve. Just as he will leave the actual wood texture of the panels
visible to remind us of its material and nature-based origin, so he
will cover parts of an overall composition with figurative
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elements that include trees, land and sky vistas, or more
specifically indigenous birds like the Purple Martin, Nuthatch or
Finch. The result is a leveling of the informational content in each
painting. The elements are reduced, simplified, and arranged like
a stage set. As denaturized visual props they succeed in making
us think about what exactly representation of nature really is.
Hoffer references the Romanticism that inspired North
America’s early landscape painters, notably Albert Bierstadt,
George Inness, Frederick Church or Washington Allston or the
Hudson River School painters Asher B. Durand, Thomas Cole
and John Kensett who fulfilled the role of preachers in projecting
a vision of the North American landscape as God’s country to
new settlers and immigrants through art. In providing a window
into what a landscape could or does represent, Hoffer provides us
with clues to the inherent context and meaning that a landscape
holds as a social construct. We codify, condense and attribute
meanings for nature that are not actually based in direct
experience, but instead upon certain stereotypes of nature we have
learned through art, and historical example.

As process, Hoffer’s paintings involve chance and control. The
chance element involves the action of dripping, of the actual
background, and even cracking and peeling of paint, induced in
part by the combination of materials he uses. The abstract
surface effect becomes a backdrop onto which figurative nature-
based elements are then applied seemingly at random.
Denaturized nature presented in a neutral painterly space thus
neutralizes the meaning of that which it represents. Nature out
of context, invoked and reconfigured with textural and
compositional surface effects fulfills all of our stereotypes of a
landscape painting but without any basis in reality. One other
work has plaster surfaces that have nature elements painted a/
fresco. They portray a landscape but again there are no hints or
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found to exist in this nature setting. The Pluviophone is a
measurement device on wheels that has an electro-acoustic and
synthetic voice accompaniment integrated into its various
functions. As water passes through a series of funnels that act as
rain catchers, sensors measure the flow of the water. This causes
various tones, or sounds to be emitted according to the intensity of
the rainfall. The water then falls in a container at the bottom of the
machine where it's PH level is measured. A synthetic voice then
announces if there is any contaminent or if the water is normal.

Chartiers backpack Anemometer with its wind catching
propellers confected out of soup spoons was attached to a bridge
beside a pond near his chalet. The Anemometer measures wind
strength by remote control in reactions to wind velocity, and this
activated a pendulum-like drawing mechanism in the chalet, just as
Chartier’s device activated a window display at Galerie Horace in
Sherbrooke in 2005. The wind is caught by the anemometer and
sends electric signals to a pendulum that moves in a semi-circular
fashion over large sheets of paper, measuring and drawing semi-
circular marks in ink. The markings are cumulative and more or
less severe according to the strength of the wind at a particular time.
A smaller hand held version of Chartiers backpack Anemometer
was likewise worn on 7 to 8 hour walks along Les Cretes at Orford
provincial park. From peak to peak (Le Pic de la Roche Fendue, Le
Pic du Lynx, Le Pic de LOurs, Le Mont Alfred DesRochers, Le
Mont Orford and le Mont Giroux) and site to site, Chartier
measures wind movement. He plays scientist but as practicing artist
while his hand held what Chartier calls %e soul of the mountain’-a
mountain threatened by investor aggression and pure speculation
on the part of unknown personages at the cost of public park and
nature preservation.

The most fun of all Chartier’s summer intervention inventions
was undoubtedly the PH Sensitive Duck that infiltrated the
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natural duck population floating and paddling their way on the
pond’s water surface. While this duck looks like any other duck, it
is the typical plastic model hunters might use, but this one had a
difference. Operated by remote control, and respecting Chartier’s
concept of techno-extension of the body, the PH Duck delivered
its low-tech message with a small recorded voice amid the real
ducks, ‘DEAR CITIZENS! YOUR ATTENTION PLEASE!
LOCAL PATROL FOR ACID RAIN! SENSITIVE
ECOLOGICAL ZONE!” In its memory were two other recorded
messages... The first: “PH LEVEL IS OVER 5.6, QUALITY OF
WATER IS NORMAL! The second: ‘PH LEVEL IS UNDER 5.6,
WATER QUALITY IS COMPROMISED!” Chartier likewise added
aPH Goose to his repertoire later on in the project.

The hybridity of Andrew Chartier’s art activity plays on the
ambiguity of his public/nature practice at Orford and raises
aesthetic questioning makes us aware of our civilization’s
misdirected desire. Art history’s incredible oversight of the place the
planet earth plays in our sustenance regardless of how pretty a
picture our genius artists (There are SO MANY of them) could
have, did and do paint. As Chartier states: “Sometimes invested in
interpreting basic climatic subtleties and sometimes provoking our
consciousness on the contaminated landscape, my goal is to work with
these phenomena in the present time in order to show the urgency of
acting now. My work is in no way aimed in changing the world and
having the pretext to hold the truth but simply to act has a reminder
that something his happening here and now ! The idea of being far
away from the city can lead to delusion concerning the actual state-
health of nature. Actually wimessing that acid rain is acting in what
seems wild and natural instantly directs our attention on the idea of
nature becoming an artefact. ... like any other man-made object.”

Chartier makes us realize what an invisible tragedy we as a
society are participating in. They are often every bit as, if not more,
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essence of the human condition is a central theme in André Du
Bois art. Nature and our distance from the conditions of life that
gave us birth, are a existential paradigm that our civilization will
have to come to terms with so as to survive, grow, evolve. As Du
Bois has so eloquently commented: “The nature of the artwork is
intimately tied to the nature in the artwork.”

S

THE GREAT WALL WALK: MARINA ABRAMOVIC AND ULAY

ince Relation in Space, their first performance together at the

Venice Biennale in 1976, Marina Abramovic and Ulay’s
performance pieces have emphasized the relation between art and
life in the simplest of ways - as a physical act. At that time they ran
naked, colliding into each other for 58 consecutive minutes. But
what was originally a physical expression of an intense symbiotic
artistic relationship, one that emphasized higher concerns than
the material aspect of art, has become trapped by its own rigid
dogma of ritualistic exhibitionism.

The Lovers: The Great Wall Walk marks the final stage in
Abramovic and Ulay’s (Uwe E Laysiepen’s) combined performance
journey. Abramovic no longer considers this project strictly
performance but instead, one of being in the condition of creating
a work of art. The project as originally conceived in 1983 had each
of them walking 2,000 kilometres from opposite ends of the Great
'Wall of China to be married at the centre in a traditional Chinese
tea ceremony. As political and bureaucratic obstacles mounted and
the years passed, the couple’s relationship and art changed. The
mythical consecration became a final separation ceremony in June
1988, after which their artistic and personal paths diverged.
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The exhibition proper, organized by the Stedelijk Museum in
Amsterdam, includes photographic documentation of the journey
to China, as well as sculpture by both artists. Abramovic’s bright
red polyester work The Lovers (1988-89) comprises two spheroid
shapes - one matte red and the other glossy and reflective -
connected at the centre. This hybrid form resonates the negative
and positive forces, the attraction and repulsion theme of the show.
Ulay’s painted aluminum pieces, simply titled Men (1988-89),
present flat, black, negative images that look like Chinese paper
cut-outs of vessels. Unlike the overtly sexual aspect of Abramovic’s
piece, Ulay's Men are sculptural diagrams evoke a spiritual or
holistic dimension by inverting the positive aspects of sculptural
form. A translucent glass piece by Ulay, Mai (1988-89), looks like
a recreation of the heavily weathered sections (the éteethe) of the
Great Wall in miniature. Its curving shape echoes the curvilinear
sweep of the earth’s horizon as witnessed from remote sections of the
Great Wall.

Ironically, it is the performance part of the show that weakens
the intentions behind the entire installation. Abramovic’s Dragon
Series (1988-89) is a hieratic series of copper benches with quartz
pillows. Like voyeuristic dupes in a gimmicky biofeedback
promotional event, we feel obliged to stand, sit or lie down on them
as instructed for no less than 30 minutes and feel’ the conductive
properties of their constituent elements transform our bodily
energies. We don't know why we must unconditionally accept the
importance of these works as art, rather than as experiential
exercises, other than for the fact they are in an art museum.

This vast undertaking’s sculptural works are presented as quasi-
souvenirs of the Great Wall walk event. These succeed by presenting
in material form, succinct physical evidence, albeit in an allegorical
way, of the show’s male-female, consecration-separation theme.
However, the show’s performance pieces ring hollow. Unlike
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EXxPO 67 REVISITED

evisiting Expo 67, and the sculptors who exhibited there 40
Ryears after the event, curators Joyce Millar and Serge Fisette
have brought the present and past together through photos,
magquettes and actual sculptures to give us a sense of the continuity
of these Quebec-based artists careers. Included are works by Anne
Kahane, Robert Roussil, Yves Trudeau, Mario Merola, David
Sorensen, and Armand Vaillancourt we get a sense of how these
artists' works have evolved over the years.

Most surprising are Anne Kahane's recent aluminum cut-out
personages Les Amis (2006) and Seated Figures VIIT (2006).
Slight folds and almost photo-like 3-D imagery relate her work to
her interlocking carved wood sections of the 1960s art did. There
is something photographic, instantaneous and reverential about
these cut-out forms. They could even recall the colourful paper cut
out pieces the bedridden Henri Matisse created in large scale at the
end of his life. Mario Merola’s Totemic Tree (1992) sculpture has
a folkloric character reminiscent of Gauguin’s carvings. There is a
joyful naiveté here. The sculptor Merola, seems to have achieved a
more human scale with his recent works. The concrete and enamel
Expo 67 piece Kalena is almost sci-fi or Soviet (or both) in its large
scale, somewhat austere, designed character.

David Sorensen, exhibited cast cement and bronze sculptures
as part of Expo 67 Youth Pavillion with its discotheque and
amphitheatre located at La Ronde. Some of the cement pieces were
cast at his St. Henri studio while the bronzes were castat a foundry
on Long Island in New York. The egg forms that were part of the
Growth Series recall Brancusi’s The Beginning of the World
(1924), but evolve this universal form, moving it into the language
of minimalism of the 1960s era. Eggs were some of the first ancient
sculptural forms uncovered by archaeologists and have been an
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unconscious motif since primordial times. The Millennium Stele
series on view for this show are miniature bronzes that play on and
with the totemic form with an intricate playful, even musical sense
of line, and form. These works recall one of Sorensen’s early
influences, West Coast artist Bill Reid with whom he studied early
on.

Renowned for his Tree of Durocher St., an ongoing public
artwork that was a tree carved in situ n the McGill Ghetto in 1954,
Armand Vaillancourt’s large scale Ecran d’acier was installed on
the MacKay Pier at the Expo Theatre Mall, and represents one of
Canada’s most sophisticated abstract sculptors work at its apex. Not
long after Vaillancourt would create the Embarcadero Fountain
in San Francisco. Nous irons jouer dans I'Ile (2000), a found
sculpture is fascinating for the diversity of spatial relations existing
between its composite forms. Aux premiéres nations (2005) made
of wood, glass and steel is another sophisticated homage to the
Native peoples of North America. The hanging wood branch
sections are like bones, the painted hieroglyphics lively symbols of
an ancient cultural heritage strongly linked to nature, while the
formal structure has an architectural character. Yves Trudeau’s
sculptures are beautiful, if somewhat hierarchic, a sort of Catholic
modernism, elegiac reconstructions of cathedral elements. These
small scale works on view have a sense of mystery, and capture our
imagination. Above all, they have that lyrical sense we likewise see
in Roland Poulin’s sculptures. Robert Roussil, a force of his era in
the field of sculpture, who now lives in France created a surrealist
cast iron sculpture titled Migration for the Garden of Stars Plaza
at Expo. Perhaps more than any other of these sculptors, Roussil
has stayed close to his origins as a sculptor, as an archaic, lyrical
looking Untitled bronze from the 1990’ attests.

Seen for what it is, Expo ‘67 Revisited is a show that brings
some context to an ever changing arts scene. We emerge from this
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EDVARD MUNCH : THE MODERN LIFE OF THE SOUL

ature looms large in Edvard Munch’s cosmology of life.
Angst-ridden and tinged with a real life tragic sense, the
symbolist nerves of his paintbrush go beyond any simple
expressionist tendencies in his art. And in no show has the
symbolist edge to Munch’s art ever been so easily and clearly
evident as in The Modern Life of the Soul. One senses the
links to James Ensor, to Maurice Denis, even Jan Toorop. This
is the first major show of Munch'’s work in New York in almost
30 years, and a thematic exhibition that has great depth.
Munch was a source for many, and his Scandinavian isolation,
his marginal stance as a Norwegian in Paris, or Berlin, or in
Norway, was very comparable to that of Canadian artists like
Emily Carr. Munch played a painterly role in exposing the
internal matrices of society as they exist in the human psyche.
It is these existential tendrils that continuously creep up on and
engulf Munchs muse, who is largely unobtainable, or
perplexing, or tempting, or engulfing, fatalistic. Baselitz,
Immendorf, Penck, all the German neo-Expressionists in fact,
owe some psychic and painterly textural debt to Edvard
Munch.
‘Women were a state of mind for Munch, and if they were
a reality, usually rouble. He established new grounds for the
social condition as a subject for art, just as Strindberg and Ibsen
did with theatre and writing in general. The social was
psychological 4 la Sigmund Freud. We sense that the men and
women in his paintings are swept away by life. They have no
distance and distance is all that saves them sometimes. They
are controlled by fate, unseen forces, and Zmodernization and
technological change can do to the human psyche as any tract
on social anomie by Max Weber, or Karl Marx. While the
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painting was stolen, and is still being sought after, this show
includes two 1895 lithographs based on the image, one
heightened with watercolour by Munch. The Scream defines a
certain sense of madness and anomie that is so 20% century.
The painting equally establishes a painterly paradigm whereby
these sentiments become legitimate terrain for future modernist
painters to deal with as a subject. As the chief curator and
organizer of this exhibition Kynaston McShine comments,
“Edvard Munch is the modern poet and philosopher in painting.
At the same time, he is passionately emotional, perhaps more so
than any other modern artist..His exploration of human
experience reflects an existential agitation.. It is Munch’s great
triumph that in so many works he is able to pictorialize an
extraordinary range of intense human passion and in so doing
delineate for the viewer the life of the modern soul.”

The state(s) of mind that engages us all is part of an
ongoing force called progress. In Munch’s Victorian Norway,
and the City of Kristiania (Oslo) in particular, classes were
contained, and religion played a role in containing people at
all levels of society. The social conditions(s) for working people
were not good, particularly the new urban working class,
emasculated in Munch famous paintings of workers on their
way home. Unlike Kathe Kollwitz, Munch captured the social
anomie, the unconscious fears and trepidations. We sense these
in Angst (1894) or Evening on Karl Johan Street (1892). From
summer nights under a moonlit sky to end of day workers
returning home, all Munch’s paintings speak of life. Life is a
stage, and a stage in a cycle of life where people are constricted
and conditioned by their social roles, and eventually overcome,
to eventually deal with their own mortality.

Fate, fashion, and destiny are unforgiving, and equally testify
to the human condition. What of the social order. Everyone has
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John Ward’s art is not object-based, not encumbered with the
simple re-production of nature as embodied by the leaf subject.
These paintings are out to seek an embodiment of what it means
to be alive, to identify with nature, and thus better understand
ourselves and our origins, which are ultimately within nature.
Paterson Ewen was another Canadian painter who recognized
this incredible energy and force of life, and he identified with
nature. As Ewen states:

“I don’t mind to being compared with Monet at all. I don't see
how someone this decade could do landscapes that involved
weather and atmosphere and not be connected to the
Impressionists. They did say that they painted light.” 3

As an artist explorer Ward interprets with an acute sense that
these leaves are literally maps — memory maps — of some genetic
and bio-specific detail of life itself. Reifying life, and re-defining
the contexts and continuum within which we find his paintings,
John Ward has initiated a process where worlds live within
worlds. Magnified, but equally the colorations and codifying of
these variables result in a progressive re-interpretation of what
nature really is — as it pertains to art. We are standing in nature,
these paintings seem to say — and exist within a continuum. The
explore a consciousness that in Ward’s own words

“(...) manifest in the visual quality of the work, the choice
of subject matter and the handling of the paint. It is what
it is, and I'm not sure you can say what it is.”*

Just as John Ward questions the very basis upon which
aesthetics has been ‘esigned’ by contemporary culture, in
painting nature as an immense tableau of variation, he likewise
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affirms that nature may indeed offer us a key, or a way of
reidentifying that creative impulse, that incredible energy that
potentially offers us the most powerful healing and quietude we
unconsciously may seek in our times. These paintings ultimately
define a life force, and expose it in all its variation for us to see.
They likewise reflect a strong lineage in Canadian painting that
identifies with nature in all its splendour, and variation. From
the early European-influenced painters’ to Tom Thomson and
the Group of Seven, through to Paterson Ewen, and more recent
painters such as John Ward, nature is conceived like a kind of
civilization we encounter, as Paul Gauguin once did in Tahiti, to
truly identify ourselves outside any clichéd, or stereotypical
definition of what art, and its subject could and will potentially
be. What that nature was or is depends upon your cultural
viewpoint. Ultimately John Ward’s paintings reflect energy, a
bioluminescence and a search that stems out of some sense of
our place in nature.

‘W stand in nature as we look at John Ward’s recent paintings,
and sense the incredible dimensionality of a world we are inside,
for a brief period of time, before we pass on. Light and bio-matter
become a basis for identifying with energy per se, and the essentially
abstract nature of energy, that ever transforming energy that exists
in nature. Neither surreal, nor rational, John Ward has built his
own structural model through his art, for a total world that is
recognized within the world of the plant world, of the leaf structure.
This becomes a sort of genetic library or compendium. Reality as
filtered through John Ward’s artisa total structure in the process of
becoming. It is a world entirely designed by the artist, that could
potentially express greater forces, something immeasurable,
uncontained, that has not been labelled or caricatured, that exists
in and of itself, and that our hereditary memory shares some
primordial recognition with.
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Ironically, there remains a tinge of the folk art gesture, of its hand
made craft character in Wiithrich’s paintings on view at Han
Gallery that range from 1984 to 2007. The large scale painting
titled Three Heads (2007), has an introspective, yet playfully
sensitive tinge of humour to the expressive facial gestures of the
heads, which are variations on a theme. Life’s simple moments,
seen as visually mischievous scenarios, are combined with what
could only be called thought phrases, but objectified ones. The
cryptic sculpture-like painted assemblages seen in Homage to
Spoerri V (2007), part of a series, and hieroglyphic architectonic
figures in Sunday Walk I and Sunday Walk IT (both 2007) never
overwork their theme, and have a natural sense of Nouveau
Réaliste irony.

The whole Han Gallery Hugo Wiithrich show could be
considered as a collective homage to an informal, essentially
humanist perspective on life. Wiithrich's compositional style.
catches our interest because it never takes itself too seriously, and
when autobiography enters into these paintings, it is as if the
artists were flirting with time, capturing moments with a mimetic
abandon, as if all the world were a stage and the subjects within
a paintings perpetual tourists with their props. Toscana (2007)
for instance has a man with a beret adjacent to a whimsical
woman’s breast, and there is a leaf-like shape below, a Delaunay-
esque rectangle set into the lower section, and other
pseudo-mechanisms, two other vertical face portraits. It’s a jumble
of associations we all like to see, and spontaneous, which is a rare
commodity these days...These painterly hieroglyphs are worthy
of le Douanier Rousseau.

When he first came to Canada as a new immigrant, Hugo
Wiithrich had the opportunity to see his first official art shows in
Toronto. It was there that he worked as a theatre set designer for
Radio Canada in the 1960s. He collaborated with various Radio
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Canada personalities, but more significantly with the composer
Murray Shafer and Pierre Mercure. Now Shafer’s outdoor concerts
and performances are world renowned for their visionary
integrations with nature and culture. Wiithrich likewise
collaborated with fellow Swiss sculptor and outsider artist Jean
Tinguely and Bernard Luginbuhl for Expo ‘67, and he was artistic
consultant for Jean Duceppe’s Company in Montreal (1977). He
worked with the Banff Centre Summer School in 1974 and the
Dance Workshop Company in Toronto in 1983. Significant
collaborative productions for television include the New York City
Ballet with George Ballanchine (1978), the Ballet le Manderain
Merveilleux (1980), the Ballet Pavlova, Paul Taylor Dance
Company and the Ballet Eddie Toussaint de Montréal in 1984.
‘Working in a highly spontaneous way, Hugo zig zags amid
the artifacts of life animating the creative spirit, infusing his art
with a social temperament and persona. He could never be a
copyist. Its too hard a job to do! He builds these visual maps of
unconscious associations, and when it comes to painting, they are
intimate memories of a place, not at all realistic, instead
personalized constructions replete with faces, figures, buildings
and nature. This is a contiguous and complete cosmos. Dynamic
polyform sculptures, anthropoids, portrait beings, all instigated
to claim that territory that humans too often forget about, the
land of love and people and place... Wiithrich's sculpture also
communicates non-verbally, and is quintessentially human and
carries a social message. The message is mostly about the ongoing
comedy that is the human condition. The bronzes, cast by Karl
Rhem in the Laurentians are spontaneous, exhuberant and
reminiscent of Jean Dubuffet’s sculpture for their simple childlike
gestural freedom. Above all it is the spontaneity of Wiithrich’s
sculptures that catches one’s attention, just as they do with Jean
Tinguely’s sculptures. The humour is in that collision of expressive
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dichotomy between virtually defined, designed space and reality
asa form of truth is a theme Cohen persistently pushes.

The natural style evident in her earlier photos seems to have
changed. The more recent works are obsessive in their treatment
of controlled, organized space, and monitored reality. This is part
of what makes Lynne Cohen’s remarkable photographic output
so strong, her persistent adherence to one approach to photo
documentation. These non-spaces that Cohen captures actually
exist, and are a largely unseen part of contemporary reality.
Neutral, generic, these photos make a statement about
contemporary life in so-called civilized societies. They evidence
places that are rigid, inflexible and remarkably inhuman, where
1st world activities like medical laboratory research, military
training and other kinds of formalized labour take place. Lynne
Cohen’s photos witness all this with a sense of candor and sublime

unreality.

ROGER GAUDREAU: EXTRACTS FROM GARDEN X

'he synthetic and natural, appearance of things, and the strange

hybrid minimalism characterize Roger Gaudreau’s outdoor
installation and indoor exhibition Extraits de Jardin X: Troncs et
Grillages.

Set in nature, a series of blocks, arranged in a linear fashion,
offset the natural landscape. What is ironic about these blocks is
their exteriors look natural yet disguise the cement interiors of these
works. They likewise have no natural progenitors, and look as if
they had been designed for a function. The various bark-like
exteriors of these cubes represent indigenous species from the region
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of Quebec near Saint-Jean-sur-Richelieu. Developing the abstract
bark patterns to reflect the geospecific and indigenous species, and
arranging these blocks in a linear assembly line fashion causes us to
reflect on the nature of human production, and the displacement
of any sense of nature by economies of scale. Indeed, we are on
most occasions only reminded of nature in contemporary culture
via advertising.

In advertising we see pristine images of nature that look
untouched unlike the landscapes we actually drive through or
witness in the country. The image of a nature that is virginal is
designed to sell products, or present vacation spots in tourist
brochures. Nature has largely become a symbolic foil for mass
production and consumer enterprise. Hence the irony inherent to
Roger Gaudreau’s outdoor assemblage. It causes us to think about
this state of culture. Other boulder-like elements have patterns, but
repeated motifs that resemble those we see in industrially designed
grills. Again the play in this piece is with patterns inherent to nature
and industry and the parallels that exist between the two. One must
remember that despite the inherent contrast between artificial and
real nature representations, Gaudreau’s installation is aesthetically
pleasing and enhances the environment it has been designed for.

Within the gallery at Aktion Art Actuel three elements are
suspended from the ceiling. Each is horizontal, an elongated form,
yetdistinct. The central one is a tree trunk split into three sections.
The carving of the piece follows the form of the tree. The two outer
sections which still have bark and are much like they would appear
in nature are smooth. The inner section is carved into a criss-cross
pattern like weaving. The grill resembles that of a standard metal
fence but in this case it exists for no functional reason, just an
aesthetic one. One of the other elements is a lattice type wooden
section like those used to decorate houses outdoors, and the third
is a beam whose entire exterior has been covered with tree bark.
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Within the vaults a list of dormant Second World War Swiss bank
accounts were displayed while cash machines dispensed art instead
of money. The large lettered green signage on the entrance
window to the project, Michael Alstad’s assemblage made out of
living plants, spelled out the word GROW, the implication being
that holistic and natural growth can be more rewarding than
commercial.

For The Hoarding Project (1998), Symbiosis placed works
within viewing holes behind the hoarding walls surrounding the
Festival Hall construction site at John and Richmond Sts. in
downtown Toronto, soon to be a 15 screen film and
entertainment complex. The history of the neighbourhood,
development, construction and deconstruction were all themes
the six participating artists played on and with. Bartley Hamett’s
Before/After presented photos of the same site’s history before,
during and after the construction. Victoria Scott’s Fisher Price
play houses were literally cut away and reassembled in different
ways, while Michael Alstad’s Global Culture had 7 small globes
pinned with map pins voodoo-like sitting on a bed of feathers.
The pins spelled out the word CULTURE...

‘Working in another urban space in Montreal, Daniel Corbeil
presented Balénopteére: simulacre technique (1998), a giant
inflatable-type blimp complete with docking platform at the Ecole
des technologies supérieures de Montreal. Patched together out
of reflective aluminum covered material, 50 feet long and 15 feet
in diameter, Corbeil’s current installation, like his earlier
interventions, reinvented an artifact of travel so as to create a
fictional narrative on the paradigm shifts that accompany
progress. The dirigible is effectively a lost technology abandoned
in its supposed imperfection in the wake of progress, yet for its
low energy consumption could have proven to be as effective a
form of transport as those that have come since. (Indeed remote-
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piloted blimps are now used to map the earth’s surface). For
Corbeil, designing and building a blimp is not just a critique of
the way certain artists’ creative endeavours become de facto
marginalized by the “mainstream” art system, just as some
inventions are marginal to the mainstream economy. As an ironic
aside to this, Corbeil affixed front end directional symbols similar
to those actually used on the original air transport blimps to both
ends of the piece. Technological advancement became a two-
headed hydra whose advances bring about a kind of forced
technological Darwinism. The implication is also that creativity
can likewise move in many different directions, some forwards,
others backwards, some recognized, other not.

Renowned for her public art installations and ‘mock
monuments” that appropriate urban and natural detritus left
behind by humans, “transforming them into strange shadows of their
Jformer identities”, New York based artist Jerilea Zempel worked
for 3 years on a project to cover a Russian tank with an elaborate
crocheted webbing that resembled a tea cozy. The tank sits in a
military museum in the Citadella of Poznan, an industrial town
which has been the site of numerous military battles since at least
the Napoleonic invasions, situated along the Warta River halfway
between Berlin and Warsaw. The military museum, run by the
City government, has become a place where obsolete planes, tanks
and field guns have been left sitting behind a fence, in Zempel’s
own words “like animals trapped in a zoo”. At least one of the tanks
in the plaza was used in 1956 in the streets of Poznan against
Polish citizens to quell civil unrest. Zempel conceived and
initiated the project and eventually found funds from Artslink,
the Gunk Foundation and Money for Women that enabled her to
travel to Poland several times.

"When Zempel arrived to begin work on the project she found
support from a group of architecture and textile students
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Democracy allows each individual to develop their own thoughts,
sensations and ideas, or at least some of us thought so. Deterministic
theory and intellectual speculation have not improved the world.
Such an informational approach generally moves Canadian audiences
away from direct action and towards passive consumerism. It seems
everybody owns a set of ideas these days, and that they are not
common property. No social values are promulgated by this show,
merely technological values, as if we were all victims rather than
participants in social progress. In a sense the real problem is that Mau
has encouraged consumption of information, tautologies of
information and theory, while never giving the public an iota of say
orinput.

Mau is all about hierarchy - anew hierarchy that goes from Brian
Eno to David Suzuki. This exhibition is shiny, integrated, digitally
correct, loaded with data, and it does nothing for the real world
situation(s) people have to deal with. What is more this exhibition
denies the real world politics that ar deciding what goes on for the
great majority of this planet’s citizens regardless of their intention,
their ideology, or clean museological gestures. This exhibition
reinforces a new ideological star system of demi-Gods. This is the
new hierarchy - the new hegemony. Truism + truism = truism.

~%:

GREGOIRE FERLAND: INTUITIVE MOVEMENT

ssentially disquieting and strangely foreign, Grégoire Ferland’s
elded assemblage pieces explore the core of our being, our
biological essence, through animating form. These are obtuse
creatures, whose primordial gestures mimic the incantations of
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our daily routines; they move hesitantly, with an implied anxiety
that mirrors the anxiety of our progress in a post-industrial world.
They seem like distant cousins who have adapted to another
specific environment. Mouvement Primitif 1988) consists of an
elongated metal screen supported by a sequence of rods; some of
these rods form legs, others project through the grid corpus like
wavering antennae. The piece resembles a large insect transfixed
in a state of hypnotic motion, its corroded exterior and open
imperfection seem to be the result of exposure to the elements.
The jagged yet graceful angularity of the piece, the interplay
between composed elements and surrounding space, positive and
negative values, recalls the musical compositions of John Cage.

LAbri (1988) has a surprising leaflike shape that hangs
suspended, as if by accident, atop two crossed tensile rods. Eloquent
and lyrical, it suggests a dialogue on male-female relations. The leaf
shape is compositionally juxtaposed with the arabesque lines of the
support rods in a kind of archetypal balance, a manifestation of
Jung’s animus-anima principle. The male and female elements are
unconsciously present in their counterparts, and act as a bridge
leading to reflection.

Turning Around (1989), has a fixed central post rising
perpendicularly from the gallery floor, and carries a series of
horizontal rods along with a small screen. The exterior surface is
painted over with a dark, fiberglass patina. The implied circle it
draws through the surrounding space continues Ferland’s
Neoplatonic discourse. By working with sculptural assemblage via
an automatist method, Ferland's gestural works become a kind of
allegorical fantasy. While formalist in their truth to materials,
these pieces also possess a degree of narrative expressiveness. Chips
(1989), is a simpler composition with a grid structure supported
by four legs whose forward motion is stopped in time. The sense
of suspended animation calls to mind the instinctive, reactive
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viewer’s awareness or perception of reality. In so doing, the artist
unleashes the potential of not only themselves, but of those who
experience their art too. Artists building a context for social change.
Community can be a place for innovation, for artistic intervention.
In a way the city neighbourhood provides a much greater reward
than money or recognition to the artist. It provides a sense of place,
and of having a place within a community. Thus one’s individual
identity is enhanced by the collective involvement. Though this
may seem utopic, idealistic, or even naive, it is a belief held by
people of all ages all over the world, and Canada is no exception.

5%

URBAN REALITIES

ike La Raza’s Owe Canada Owe Quebec series (1992), the

Urban Realities (1994) series of paintings were a collective
effort, with each artist contributing to the overall production. Raps
a Nice Present is a popular expression of unofficial culture in a
white dominated North America . We see a black man with
sunglasses, and American flag flying. The background is crimson
red. The double entendre here is an imperial pop culture wrapped up
in patriotism, that exploits but does not really recognize, black
culture. Operation Gun Control presages Michael Moore’s Oscar
winning film Bowling for Columbine. The painting depicts yet
another gunshot casualty on a gurney in a hospital operating
theatre. The painting relates to Line of Fire, another La Raza
comment on the indoctrination of gun culture throughout America
culture. We read the words U. S. Handgun Murders below, while
the main painted image is of youth involved in target practice. An
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innocent bystander is in the line of fire...Love Don’t Live Here
Anymore is simple a depiction of urban reality in a tenement type
neighborhood... an old lady stares off into space oblivious to the
environment of garbage cans, and deterioration around her. Even
though each La Raza member has gone their own way in life, and
each continues to produce art, each still adheres to the principals of
artmaking they originally believed in. Conformity, art programs,
and museology have reduced the terrain of independent art
collectives like La Raza Group. They were open-minded, exhibited
wherever they could, even in pool halls, and internationally. They
had no agent or exclusive dealer. They were free to organize activities
independently, always with a public in mind.

The notion that the public matters to art, and that artistic
expression should be accessible to a public has largely been
abandoned by postModern artists who seek to assuage museum
and gallery curator’s wishes. The servile role of contemporary art
to society, is in part the result of too much cultural bureaucracy and
0 much business intervention into the cultural sector. Public
perception of what art can or should be has been distorted by this
manipulation of the artist’s intention... The result is an art that has
no audience and serves its multiple masters like a widget or cogin
awheel disconnected from society.Art can transform society, play
a role in bettering our understanding of one another. It involves
seeing our place in relation to each other and seeing the larger
world context. This was central to La Razas ideology, and remains
a principle these artists still adhere to. La Razds contribution to
the multicultural mosaic that is Canadian culture is significant.
They celebrate the place Montreal as a city has, and still does play,
as a multi-cultural magnet in North America, a centre for cultural
experimentation and freedom.
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and centred like mandalas, portray Winston Churchill, the artist’s
mother, the artist, Bill Gates, Colin Powell, Canada’s Governor
General Adrienne Clarkson, Mark Twain, and Roosevelt. Anhang
expresses the eccentricities of a particular vision. Whether Famous
or Not Famous, the Formidable People in his portraits stare out at
us, mollified in paint, deified, and reified like trout in a basket. At
the end of the passage, Anhang’s Last Supper rendition has
Michelangelo’s Creation grafted above and a water scene below.
Lights go on and off on the surface of this electronically rendered
spiritual rendition.

Like le Douanier Rousseau who never traveled far from his
Paris neighbourhood yet painted exotic far away jungle scenes, Bill
Anhang is an earthbound, inter-planetary naif . He has never fit
into any category of formal art, or anti-art, or art. His particular
vision is like a gymnasium performance, something portable and
pragmatic, but also mysterious and with hidden dimensions.

S

DEON VENTER: HEADLINE SERIES

eon Venter's Headline series are painterly and particular.

There is a reversal of meaning in the use of patterns, serial
signs or markers that repeat their motifs across the surfaces of
these paintings. Soetsu Yanagi has written in The Unknown
Craftsman: A Japanese Insight into Beauty that:

“Inall good patterns, there is a reinforcing of beauty. A pat-
tern is not merely exaggeration, but an enhancing of what
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is true (...) A pattern, rather than presenting the thing as it
is, is a vivid representation of what the thing could never be.
Thus, though a literal depiction, it achieves a verity that tran-
scends realism. Pattern is the power of beauty.”*

This sense that realism is transcended by presenting two levels
of painting - the representation and the repeated motif causes us
to read each painting altogether differently than we might
presume. In Bed, for instance, a series of grey horizontal
rectangles traverse the canvas at regular intervals. These strangely
become the representation while the figuration of an unmade bed
- very visceral and painterly - becomes the surface onto which
these patterns exist. Thus the order of representation and
abstraction are reversed. The patterning achieves its strongest
effect in Museum and Palace. In both of these paintings the
actual buildings are very structural, even like defense structure.
The latter is multi-turreted and could be a simple representation
but for the repeated line motifs that, like the inverted red
pointed forms in Museum suggest some imminent threat, or
even violence, something that could potentially disrupt the
order of things.

It is apt that in the Headline series we have an image of
Ground Zero. The art is in the way Deon Venter develops a visual
counter-point, a to and fro’ between the diagrammatic repeating
motifs and the essentially forlorn subject of an eviscerated and
empty urban space. The violence is implicit to this theme yet the
palette and style with which Venter paints the scene from a bird’s
eye view is like Bonnard - very impressionistic. We are sensitized
to the fact that everything is hypothetical in this constructed
visual space. The small white squares that alternate with this
realistic view of the space where September 11th’s tragedy took
place cause us to literally transcend the real subject and to read it
visually in an abstract way.
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flow of form, the light variation that changes everything in nature
daily, and incredible way each leaf can have variation that is a
possible response to ever so minute fluctuations within a geo-
specific microcosm that is a forest. In this sense identifying with
nature becomes a way of identifying with oneself.

How different is the postModern notion of
disenfranchisement from place, site, a continuity of experience
as contrasted with such metaphysical notions as sublimity and
beauty? There is a sort of San Andreas fault line between so-called
modernism and postModern art. What exactly distinguishes the
two, aside from this notion that history and context must
continually be erased, and fragmented so as to reduce any
potential continuity. Ultimately the distinction between
modernism and postModernism is largely one that concerns the
nature of manufacture, and the processes whereby art is made.

John Wiard, for instance, would be considered a classical painter
in contemporary terms, for he actually works hands on with easel
and paint, exacting the compositions by a process of layering, of
addition and removal. The tactile universe still plays a significant role
in his art. Nature — the subject for his recent painting — involves a
visual world, and not a fabricated or manufactured one, very much
the environment where he lives, walking the paths and forest routes
near his home north of Toronto.

Is it possible that postModemn definitions of art and nature
largely reinvent the wheel? In a sense, John Ward’s paintings
themselves are akin to satellite imaging of the earth. We are looking
into a world — highly detailed and seemingly private. Each leaf has
incredible variation and a patterning and subtlety analogous to the
world in a macro-scale. But these paintings involve a world in
microcosm and are interpreted in a maximal scale, always painted by
a filtering process that involves recognition, interpretation, and re-
creation.

JOHN K GRANDE - ESSAYS & REVIEWS

These paintings are visual explorations of the tactile, physical
dimensionality of the world we live in. Nature becomes the
matrix for discovering worlds within the world. The appearance
of something real —a leaf— becomes a pretext for exploring the
very nature of our existence. Nature is as existential a subject as
war or some humanity generated dilemma. And Canada becomes
the ultimate place for considering such dilemmas in art. David
Milne, for instance, like John Ward chose a2 Walden-like existence
in a Vermont forest area to work out of, where nature
predominated. Milne likewise played with dimensions of empty
space, developing his themes of nature, but always leaving areas
of open-ness, as if art were something layered onto a neutrality
of nature. Ward likewise leaves areas of darkness or light that
remain undefined — a kind of abyss or cosmos — in each painting.

Distance, definition, and rtactile elements are the real
substance for an art that deals with nature. A significant point
of reference in Canadian art would be ].W.G. MacDonald’s The
Tangled Garden (1916) a work that underscores the incredible
chaos and dimensionality that exists within such an intimate
subject as a backyard garden. This painting, like John Ward’s
embodies a principle of visual diversity rooted in a specific time
and place. And like MacDonald, John Ward achieves an
incredible range and diversity within a simple subject. John
‘Ward comments:

“I think this issue of contextualization, which involves nature
without a question in Canada, was addyessed in Robert
Hughes' The Shock of the New. To live in an age that is
novelty-driven is exasperating, particularly for the artist. We
live in a hyper-pornographic age. For any artist, if you don't
know your craft how can you have anything to say?

ART ALSORTS: WRITINGS ON ART& ARTISTS - 15





OEBPS/image/AllsortsCorrected.final_NewAlsortsFinal169.png
JOHN K GRANDE - ESSAYS & REVIEWS

foot deck of the Dona May, a trawler abandoned some 10 years
previously, setting it vertically onto a platform formerly used to pull
boats from the sea. Attached with steel cables, and with a bright
red heart made of enamel and steel in its centre, Le Coeur des Iles
is a beautiful gesture of respect for the Madelinots struggle for
survival on these islands over the centuries and likewise recalls
Vaillancourt’s experience as a youth working on boats in the Great
Lakes and the Gulf of Mexico.

The sense of a journey, across the oceans of time, into the depths
of the self, of solidarity with this incredibly environment of sea and
sky that is the Iles de la Madeleine, is what remains in one’s mind
after witnessing the varied expressions of site and place at this years’s
Mer Oceanie Symposium en arts visuels symposium. And of course
the sand, and beaches, and rustic charm of the place... Just as these
artists have brought their own vision to this place, so the place has
filtered and transformed their inner experience. Somehwere between
the sea and the sky - the parentheses have been removed and there
is enough time to remember. Sand and sea and maritime light,
Quebec’s well kept maritime secret - les Iles de la Madeleine.

S

ACADIE VISUEL ! ACADIA!

ore than a century before the American writer Henry
‘Wadsworth Longfellow wrote his epic poem Evangeline
(1847), the coastline of New Brunswick was being settled by the
first Acadian families. Concurrent with the 1755 expulsion of the
Acadians (referred to as Le Grand Dérangement) was the formation
of settlements in the American south, in Louisiana in particular.
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The fictional tragedy of the Acadian maiden Evangeline
Bellefontaine, torn from her lover, Gabriel Lajeunesse, on their
wedding day, in Longfellows poem carries with it a sense of the
endless search. This search could paraphrase any person's search for
cultural identity. Acadian culture, broadened by the experience and
real history of tragedy that was their expulsion, is a deep and rich
tradition, one that continues to flourish - in different places; in
Louisiana as Cajun culture - Zachary Richard’s music; in New
Brunswick as Acadian culture - Antonine Maillets land of La
Sagouine.

With a unique and ever changing cultural mix, Acadia
maintains its persona in the gestures and sounds that embody
everyday life there. The popularity of local cultural manifestations
such as the Festival des arts visuels en Adantique, held annually in
Caraquet, New Brunswick, is not confined to the young, middle-
aged or old - but involves all the community. The initiative began
as Caraquet en couleurs in 1997. This brief and intense celebration
of Acadian culture includes workshops for young people, four major
exhibitions, a francophone visual arts competition, an Acadian book
launch, an art auction, as well as a professional arts show . There is
even an on site restaurant with local cooking.

Le défi de création en direct brought together 19 professional
artists from France, Quebec and New Brunswick for exhibition...
Caraquet native Michel Robichaud built a sort of personal stone
piled form indoors at the exhibition site. Frederick Avy from France
displayed examples of his unique caricatures in pen and ink, one
with bar codes transforming into cemetery crosses (a critique of the
manufactured foodstuffs industry?), and his Le vertige de 'homme
cubiste, with city skyscrapers, money and a completely consumed
apple accompanied by the words: “Eight decades later art generalizes
itself into classes. Extremes like delight, are not a power, but a
degeneration.” Jacques Lanteigne created an enormous mummy-like
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to these tree-installed seats are polka dots painted on the wall that
liven it all up, and build a visual context for this sensitive artwork.
May tree houses continue to inspire, as they did the Medicis and
Victorians, future artists, just as this show’s fanciful artists’ work do!

s

SPACE INVADERS: CONTEMPORARY MONTREAL SCULPTURE

Bi].led by its organizer and curator Joyce Millar as a show that
presents the work of sculptors who not only are involved in
producing public sculpture commissions in Quebec but equally
have a more private output and production destined for collectors
and patrons, Space Invaders provides Montreal audiences with a
look at five Quebec sculptors active in the field: Liliana Berezowsky,
Linda Covit, Andrew Dutkewych, Gilles Mihalcean and Claude
Millette. While sculpture has always maintained a public profile,
whether it be public commemorative monuments or more
contemporary 1% sculpture commissions in our era, we seldom get
to see a range of such sculptures and maquettes collectively and by
a range of Montreal artists like those presented in this show. Joyce
Millar proclaims that sculptors seem to work in two parallel
universes - providing public commissioned work that is site specific
and destined to be seen daily by those who work, study or generally
pass through the spaces they are destined for, and more private
studio works.

Originated in 1961, when the Quebec government enacted a
policy that 1% of the cost of each new municipal or provincial
building should be used for art to enhance the architecture, the 1%
program has been much maligned, and sometimes for good reason.
Some sculptors produce superior public sculpture without any

4 - ART ALSORTS: WRITINGS ON ART & ARTISTS

government support, and with a stronger vision...Public or
community input into the 1% program is minimal. The juries who
decide tend towards a cloistered club-like atmosphere encouraging
the same artists, and these projects encourage little in the way of
spontaneous art creation. The process of jurying, selection and
subsequent production mitigate against spontaneity by their very
nature. That said, 1% does allow mature sculptors to have the
opportunity to enact their ideas in a large scale, in spaces frequented
by a broad range of people. Perhaps more importanty, a much
neglected area of the contemporary arts scene - sculpture - gets
much needed and permanent air and space play. The sculptors
learn a lot through this process. In the best case scenario, their
private production feeds their public art. Some contemporary
sculptors find themselves working to create permanent works, while
adhering to notions of ephemeral and impermanent artworks. This
can create a conflict in the final result. In a way, official public
sculpture has been left behind by a broad-based movement towards
vernacular popular and temporary artwork that shows no signs of
receding. And so it tends to fulfill the requirements of the architect
and planner, and the sculptor plays a secondary role in the process.
Gilles Mihalcean's assemblage titled Autoportrait de Dieu
(pour mon Pére) isa fascinating compressed looking assemblage of
castaway wood elements from chairs, with a selection of assorted
wooden details. Densely contained and vertically arranged, the piece
has three distinct sections that build a harmony and rhythm out of
the burnished, coloured or natural wood fragments inside. Designed
after a snowman, the kind kids build in winter out of that Zen-like
material that freezes and falls out of the sky - snow - it resonates with
an emotive density, ripples with imagination. As Mihalcean
comments: “The representation of the divine has preoccupied sculptors
Jfor centuries.(..) GOD CREATED MAN IN HIS OWN IMAGE. My
statue is a self portrait of God that could have been made by him.”
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The Bauhaus, or later movements in art and architecture,

always draw a distinct line between nature and human

civilization, in part because this is the history of which we are
a part. But likewise we are a part of nature, and historians
of art largely overlook this insight. Indeed contemporary
criticism, particularly in the world of art, has been unable to
distinguish between manufacture and the true roots if
aesthetics which were in the Romantic era, the era when the
Laocoon was created.”

The art of Angel Orensanz has built its expression with an inclusive
language that expresses our relation not only to the systems of
production, out of which the materials he uses derive, but equally
the contexts that are part nature and part human intervention, ever
transforming scenarios for his art.

Angel Orensanz has truly followed this dictum with an
incredible voracity. With instinct as his guide the artworks he
produces are like environments that capitalize on the sensational
effects of light, matter, and always with some universal conception.
Orensanz universalizes with some sense of the limits to materials,
scale and site. From reality, to transformation, to a dream state, and
then there is this sacred environmental effect that invades his
productions in outdoor environments and indoors as situational
mixed media assemblages, or simple metal sculptures. The
imaginary becomes an existential experience, but ephemeral
existential, even anti-material, while fully conscious of the post-
mediatic and pre-conscious state of contemporary thought. What
is used as a frame of reference in Orensanzs metal and concrete
sculpture, breaks open, and de-defines the cues it develops. Some
works are like line drawings or sketches in three-dimensional space.
They ascend or move outwards horizontally from a central point.
The extensions of these sculptures are like cosmic signs, symbols
parallel Juan Miro’s sculptures or Picasso’s ceramics for their
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fabulistic and universal imaginative character. What is their
purpose? How can anyone answer this question? We dwell on the
mystery inherent to the creative urge and feel liberated by the
nonsense of it all. These sculptures are environments that express
and existin a place with a totality. They are infused with a sense of
being transitional, of having an ephemeral strength.

Orensanz senses the way light can interact in a complex
composition of many layers and materials of different densities and
formation. While Arte Povera sought to exploit readily available
found materials with an exceptional vitality, Orensanz exploits
materials in a less literal way. He uses light, as a visual and perceptual
impression, that catches our attention. The architecture, floors,
gallery or public space, all interact with these interventions. They
remain allegories to the human spirit, and are achieved using the
most elemental and perceptual tricks. Aesthetics takes on the culture
of the everyday. The artist’s persona merges with life, and the art
becomes a parenthetic summation of experience(s). In his book The
Transformative Vision: Reflections on the Nature and History of
Human Expression, José Arguelles writes: “From the archaic point
of view, internal technology - discipline of the psychic energies - precedes
and underlies the fabrication of any artifact (...) From the historical,
scientific point of view, tradition has been interpreted as precluding
direct experience, and it is therefore considered a deterrent 1o progress
(...) The ideology of modern history, which is rooted in the cosmic sense
of being, a sense in which even progress is an egotistic illusion” !

Orensanz throughout his art, whichever decade you chose has
oriented his at very much towards a spiritual ethos. It never
conforms to any particular definition of art. We are reminded of
some Baroque excess, and a musical element pervades much of his
sculpture.

Angel Orensanz’s dialogue with light and space is physical.
Light somehow binds the various materials together so they become
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with film editing in these sculptures. None of these sculptures
come from a moment in time, or direct observation. They are
animations drawn from an allegorical garden that is Barrish's own.
It could be Paradise Lost, or Paradise Found, or it could be
Heaven or it could be Hell. Or none of the above. Yet these works
are neither naive nor primitive. They rely on an intense capacity
for observation of human nature. Body language is part of
Barrish's art, the way these sculptures communicate through the
gesture enacted via materials.

Sculpture communicates non-verbally, and involves human
relations. These aspects of the body, the face, the set, all come
together, and carry a social message. The message is as much about
the neglect of experience, and of our own history, as they are
about the ongoing comedy that is the human condition. These
sculptures are art, the traces that life leaves. The atmosphere
prevails. It is an atmosphere if sublime silence, quietude, that
carries memories of some lost moment in time, not explicitly, but
implicidy. Marks of life can be found in any fragments of these
sculptures.

These sculptures are about a nostalgia for history, and not a
formal history, but the history of the street, of the vernacular
everyday life we live, the events that personify the modernist era.
Other subjects such as The Last Supper are re-invented out of
the California coast context Barrish lives and works in. Putting
all this together locates Barrish art within the San Francisco Bay
area arts scene of the 1950s and 1960s. Even if these sculptures
became manifest as art much later on, the influences were already
there for Barrish’s aesthetic collides with Funk Sculpture, the
poetry scene, the San Francisco Art Institute crowd, and does it
in our post-millennial era.

While these artworks are never overtly political, they
communicate sadness, caricature the human condition with a
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sublime sense of what makes life and humans tick. These figures
are like actors waiting for a better time, on the edge of pathos,
they discover a certain joy. These sculptures never cross the line
into kitsch. One of the wittiest of works in this show is a
recreation of an art museum or gallery space replete with a Piet
Mondrian, a Richard Long minimalist stone pile, and other
assorted remnants of the post-War to neo-Geo modernist
(collector’s or museum) experience. This garden of earthly delights
is entirely of Jerry Barrish’s making. It is a highly personal place to
visit, like Robert Louis Stevenson’s A Child’s Garden of Verses,
or J. M. Barrie’s Peter Pan - a territory of infinite discovery.
Welcome to the imagination. Barrish never betrays that
imagination. In fact, it becomes a cause célébre.

There is personification of animation, whose subjects derive
from myth, narrative history, film (like Barrish’s Blue Parrot
sculpture derived from Casablanca). The allegory is in the
materials. The allegory makes fun of the story and does it through
the way the materials are used with a certain sense of irony. Matter
makes fun of the original story and seem to say here is the original
story, now here’s a new interpretation. The memory of place where
the object elements were acquired, found, discovered remains as
part of the process of Barrish’s sculpture making.

The experience of the gathering of objects is what brings a
poetry to Jerry Barrish’s art. You can feel a sadness in these
sculptures, but Barrish brings an order to the chaos that once was
these various found materials. Once random materials, found by
accident, at the whims of the world, they are, over time, assembled
and given a new raison d’etre. The assemblages enter into an
imaginary place which is Barrish’s own story or narrative, part of
a pantheon of sculpture that exists within the artist’s imagination.
The reformation of these ludicrous materials (perceived as trash by
Western culture) make it into something very West Coast and

ART ALSORTS: WRITINGS ON ART& ARTISTS - 121





OEBPS/image/AllsortsCorrected.final_NewAlsortsFinal57.png
JOHN K GRANDE - ESSAYS & REVIEWS

clown and a dog...what could be gloomy in a Kathe Kollwitz kind
of way, becomes painful and hard earned fun. The masks we see
conjure up images of Ensor, and the stolid figures (alienated and
solemn) and skull calls to mind the Norwegian Edvard Munch’s
The Scream.

Above all, it is daniel Richter’s love of painting for and of itself
and his willingness to challenge our assumptions about style that
truly make these works live. They do not bore us, and he is truly
gifted. Phienix is a situationist scenario with a sense that rational
history is headed for the garbage dump. More grating and
unpleasant is Richter’s image of men beating a horse to death in
Das Recht (2001).

Daniel Richter’s paintings do not make it easy to accept any
singular and clear vision of the world we live in. He adopts as many
styles as he needs to achieve fabled post-Nuclear effect. From drip,
to abstract, to figurative, to cartoon-like annotation, all these
stylistic maneuvers are held together by a strong sense of what
exactly the artist intends to communicate... that is angst, and a sense
of density, compaction and simultaneous dematerialization of the
body/object. Pink Flag - White Horse is heroism gone awry in an
era of abundance. It a folkloric maelstrom where the signposts

have shifted.

ROBERT RAUSCHENBERG: OFF THE WALL COMBINES

Made from life and its so varied objects and products,
transforming life into an artform that was off the wall, Robert
Rauschenberg’s incredible assemblages and environment tableaux
assaulted the 1950s audiences and were largely not accepted initially.
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Now they have become as American as apple pie, like Jasper Johns’
Flag paintings, and the recognition in hindsight that Rauschenberg.
moved abstraction off the wall and into a field where sculpture had
once dominated, achieving a representable reality that was part
autobiography and part painterly excess. For to witness a stuffed
angora goat with its nose painted like a de Kooning is to realize that
painting had forever changed its syntax. (The goat incidentally was
bought at an office-supply store on Eighth Avenue in New York for
$35.00) Bobby Rauschenberg fused it with an incongruous rubber
automobile tire as if to say there is irony in reality, and a true
sensation of intensity in materials drawn from the street that
communicates something direct to an audience. This artist’s
imagination challenged the canons of Clement Greenberg’s post-
War 1950s abstraction, but more importantly gave art a new lease
on life. Nature morte turned over in its grave to become a colourful
animation that paralleled the arrival of television in American society.
No longer was representation a static flat planar dimension. It could
likewise be 3-dimensional!

In a work titled Broadcast (1959) a painterly enough tableau
has three hidden radios, newspaper fragment, printed reproductions
and a plastic comb What surprises us is how early on these works
incorporated light bulbs, neon, detritus from the industrial world
and nostalgic cliché objects from junk stores. Levee (1955) integrates
a Lucas Cranach reproduction Portrait of Princess Elizabeth, some
fabric, paper and a necktie, but it all holds together like some
ingenious, and even more tactile Hans Hoffman. What strikes one,
is that Rauschenberg builds these pieces with an intelligence and
sense of what he is doing. Whether a sheet, socks, a recycled
landscape painting truck driver's wheel, tattered clothes, old
newspapers, postcards, comic strips, an umbrella, or a bowling ball,
each fragment builds a narrative that is object-based and tells its own
cumulative story through the relation of each element to the others.
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an urban Toronto audience, conceivably more sensitive to nature
than those rural or marginal people who live in natures scope.

Others works on view investigate various grain species
including Flax, Soya, Rye, Oats, Wheat, and Canola. Like
Holownias earlier Ironworks photos that presented the tools of an
ironsmith in a simple, unambiguous way; as object/ implements of
human production from a bygone era, the grains in Stafl of Life are
near Biblical. Presented o on simple dark backgrounds, these photos
recall the presentational photographs of the German photographer
Karl Blossfeldt, but the emphasis is less on nature’s design here.
Their isolation in the image, and unique character raise questions
about genetic modification, threatened species and plant diversity,
and world hunger. Thaddeus Holownia’s photographic images play
on and with the image. Is it a photograph or photogram?

Is the image more than the real life element? These images are
very conscious of the traditions of photography, and yet recognize
the contemporary situation, the effects and changes going on in the
world that surrounds us. Nature, the main source of our well being
and sustenance, is brought back into focus as an element that
sustains even the lens of our vision.

SEE

NICOLA HICKS: SCULPTURES AND DRAWINGS

or her first solo show ever in North America at Galerie
Bellefeuille, Nicola Hicks has populated the gallery space with
a legion of part-human, part-animal hybrids. These neo-
mythological bronzes are not literal transpositions of ancient
themes; they are born of Hicks' imagination, crafted fusions that
draw on global and archaic cultural sources. Hicks comments: “The
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most precious qualities that humans have are the ones that we share
with animals: the qualities we are deeply in touch with subconsciously
and maybe totally out of touch with in our conscious state.”

"When renowned sculptress Dame Elizabeth Frink invited Nicola
Hicks to exhibit at the Angela Flowers Gallery in their 1985 Artists
for a Day show Hicks’ talent was first recognized. That same year
she created a humorous scruffy straw dog in the round titled Avant
Garde Dog (1985) using straw, plaster and clay. Hicks" animals
looked as if they had just emerged out of primordial mud and would
eventually return there. Outdoor on-site commissions followed at the
Yorkshire Sculpture Park Mother and Child (1986) and a large-scale
recreation of a watchful ewe from the Biblical tragedy The Fields of
Akeldama (1986) dug into a hilltop at Downeen in County Cork,
Ireland. These representations used local clays integrated into the
surrounding landscape. Visits to India (1987), Japan (1988) and
Sydney, Australia (1989/90) expanded Hicks™ bestiary to include
kangaroos, elephants, sheep, alligators, wart hogs, horses and her own
pet greyhound Rocket. A vertical construction of turtle shells
decorated with spiral and circular painted motifs, Song Dream
(1990) reinterpreted the Australian aborigines’ culture specific
songlines. In Flint to Flint (1990) and Spiny Fish (1990) the forms
are as ambiguous and estranged as Louise Bourgeois’ daunting
arrangements of body parts and matter, but the sense here is less of
societal fear than of primordial awakening.

The bronzes on view lack some of the vitality of Nicola Hicks’
original plaster, clay and straw works which are less maquettes than
finished pieces. The human body, whether young or old, is
conceived as a container for ageless human consciousness. If these
works suffer, it is from too much academic precision. Hicks
mentors include Rodin, Degas, Moore, and Germain Richer. Show
me a Man and I'll Show You a Boy (1997) is a life-size wolf-man
whose stance is, surprisingly not archaic but “civilized” and modern.
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ince her first major retrospective at the Museum of Modern

Artin New York in 1982, Louise Bourgeois’s art has become
synonymous with a particularly feminist vision of pain, suffering
and fragility. In a sense the patriarchal demons Bourgeois has
sought to exorcise, or simply expose through her work, are
emasculated in a language of object association and Freudian
conservatism that only barely escapes the constraints of
formalism. Tipping her hat to the existentialist influences that
were part of her past history, Bourgeois emerged in the 1980’ as
an installation artist whose works express her predominant interest
in portraiture, not straight portraiture, butinstead ‘the portraiture
of a relationship, how a relationship can be twisted, the effect
people have on one another.”

The Musée d’art contemporain’s current show of Louise
Bourgeois's works dating from 1946 to 1996 (which originated
from The Brooklyn Museum) includes 28 additional works
culled from the artist’s and private collections added specifically
for this venue. There are several early paintings and works on
paper, somewhat naive and already tainted with allusions to the
psycho-social isolation and conditioning of women in modern
society. The totemic painted bronze sculptures from the 1940
evoke memories of Bourgeois's friends and family back in
Europe and her experience as an immigrant to America. These
sculptures fuse primitivist sculptural form with a surrealist
influence that gives them a particularly feminine biomorphic
twist. While the sculpture totems still reference the formalist
sculptural language of the times they were created in and have
a slightly purist, beaux-arts look, we should remember
Bourgeois’s early career as a sculptor was enacted in the shadow
of her male counterparts such as Giacometti and Arp.
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The Destruction of the Father (1974) is a primordial cave type
installation. Bathed in a reddish glow of light and with animal
body parts such as dogs legs strewn around a central table or
pagan altar, it has rounded, breast-like forms covering the ceiling
and floor sections of the space. The setting is earthy and
environmental, a theatre of the absurd whose muted sense of
violence speaks of the impossibility of communication. It is we,
the voyeurs, who bring a meaning as witnesses to this scene. The
arched bronze figure that looms large at the entrance to the
museum echoes the figure in Bourgeois’s more recent Cell (Arch
of Hysteria) 1992-93 installation. The latter is a brutal
emasculation of the pain of love, duplicitous precisely because the
arched body form in a state of agony or ecstasy resides in a grid-
like cage with meat grinders appended to its exterior. The scenario
is overloaded with ceiling, floor and side mirrors, shiny refracting
balls and industrial accessories. It is an unreal exposition of the
experience of some unquantified loss. If the traumas are ultimately
private ones, they become all the more painful for their inversion
and transformation into public spectacle.

Bourgeois’s dangling rubber Legs (1986) and hanging glob
of black rubber titled Lair (1986) are among my own personal
favorites. The latter has a squarish opening that arches within
like a birth canal or archaic passageway. This unidentified
object exudes a strong presence: tactile and accessible, it is
familiar yet foreign in a sexual way like the sensations a child
might experience before they can be referenced as memory.

In No Exit (1989) a set of wooden stairs have been placed
into a curvilinear painted metal backdrop while two rough carved
oversized balls of wood sit to either side. Behind the stairs, a tiny
wooden door when opened reveals two hearts hanging in the
shadows. No Exit could be a portrait of feminine neglect amid
macho accomplishment or a memory of passion from another
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less well known are the art initiatives that preceded this project. Her
early artwork/siteworks included a three-dimensional intervention
that exploited cubes of bitumen, an oil residue, as the primary
constituent material for the work. These “cubes” were placed on a
site. With the passage of time, they became ever softer. Eventually,
they melted, lost their rectangularity. The effect relied on climate
and the results were strangely surreal. For another intervention titled
“O” at Rennes in western Brittany, a region of France quite
comparable to Quebec, Abenavoli made a public project that
enabled water to flow inside a circular form. The final form was
like a cylinder that had openings that enabled water to enter and
disappear within. For the Wattwiller Foundation in 2000,
Abenavoli created a cube-like form where water could enter and
where a central hole shape component presented a mirror to
infinity.

In 2001, Abenavoli produced Etude #1 for Souffle de la Terre
at a park on Ivry-sur-Seine. The recordings were not in real time,
and the actual set up of the piece, was among a series of large stones.
The actual earth co-ordinates of the site were engraved on the
ground surrounding the place. The latitude and longitude were
visible to viewers in the park and the recordings gave a sense that
these underground geophysical motions were actual and global.
One sensed the earth was a living organism. At the Chambre
Blanche the reactions varied. In this case, the installation was set
up in a gallery interior, instead of an exterior public space.

At Pierre Boulezs IRCAM (IInstitut de Recherche et
CoordinationAcoustique/Musique) in Paris adjacent to the
Pompidou Centre (October 2004) Abenavoli’s Erude was likewise
conceived as a permanent in situ public art piece and one that
localized sounds from under the earth in real time. Abenavoli’s
IRCAM piece also involved light and sound. The effect was of a
mega-instrument. From computer programming, the infra-low
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waves of internal movements from under the earth became audible
to visitors. Assisted by geophysicists who research plate techtonic
movements on the web, and capture the sounds from various actual
locations around the world in REAL TIME, Abenavoli made these
sound waves capable of interpretation via a digital program. The
waves were transformed into strangely cold, otherworldy sounds.
For visitors, the sounds had different meanings. Some women
compared these sounds to those from an echography prior to birth,
while sill others found the sounds aggressive. They could sound
primeval, so harsh was the grinding movement, the endless motion...

Etude #3 at IRCAM in 2004 as part of Resonance 2004
provided a more dramatic sound. In a five by five metre room there
were very slight light filaments indicating earth movement that gave
a sense of light fluctuating due to the sounds heard by visitors.
Among the the sites indicating earth movement were Limon Verde
in Chile, South America, Qiongzhong in China, College Outpost in
Alaska, Matsushiro in Japan and Puerto Ayora in Galapagos Islands.
The actual sound varied in intensity and depth. Sometimes it gave
the impression of a world where no conscience existed, a world
without any human element, as cold as Mars. The sounds could be
quiet, evolve slowly, and be agitated for some periods of time. At
other times the sounds became highly active, evoking an almost
conscious deep groaning and grating effect, an analogy for the effect
of plate techtonic movement. Human animal organic sounds were
also repeated. The rhythms and patterns came back again and again.
W capture a sense of the overall composition and patterning of
earth movement from this agglomeration of collective sound effects.
The fact that the earth itself s like a living organism, as alive as you
or me is one of the contributions that Lorella Abenavoli has achieved
with her Souffle de la Terre project over the years. It is something
anyone, from whatever culture or region of the world could
potentially identify with.
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