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marchant le territoire et en le ponctuant de traits de lumiéres; a Saint-Raymond de Portneuf
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Centre Editions.
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Douglas, Michael Snow, etc.) qui ont choisi une photographie de la Black Star Collection au
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C., Echenberg, R., Pope L., W., Bury, J., Stanton, V., Cété, P., Olson,
D., Derome, N., Tremblay, J., Beaudoin, P., Boehme, J., Duff, T.,
Dauphinais, M.-J., Dubreuil, L., Patenaude, C., Demers, J.D., Héléne et
Cotton, S. (2000). Dossier: réflexions de performeur-e-s. esse arts +
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Réflexions de 27 artistes, le spectaculaire dans la performance, entrevue avec Esther Ferrer
[Le Mois multi; art africain contemporain, Symphonies portuaires, L'Art qui fait boum!]
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4(3), 9-10.
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Bajar,

A review of The Weyburn Project, a site-specific performance held in a wing of the abandoned
Weyburn Mental Hospital in Saskatchewan, Canada, from August 30 to September 1, 2002,
and from September 6 to 8, 2002. The work was mounted by a group of 40 Saskatchewan
artists led by director Andrew Houston and scenographer Kathleen Irwing. The performers
cast the audience as patients and then assumed the role of staff. In doing so, they respected
the privacy of the people whose lives were most profoundly affected by the hospital, although
the project’s emotional intensity was perhaps lessened. Everything viewers could see during
the approximately two-hour-long tour of the facility offered compelling testament to the
scenes of human tragedy and, all too rarely, of human triumph that played out in the facility
during over 50 years of its operation.
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B., Dawn, K., Decamous, G., De L’Amour, L., Dornan, L., Dragu, M.,
Drover, A., Dubreuil, L., Echenberg, R., Jarman, L., Koh, G., Kreye, Z.,
Thompson, D.L., MacCormack, J., Meyer, H., Milman, D., Rubin-Kunda, L.,
Spencer, K., Sprinkle, A.M., Tomson, A., Wood, K.L., Guerrilla Girls,
Miscellaneous Productions et Women with Kitchen Appliances. (2002).
Culinary Arts Institute Performance Recipe Book. Montréal: La Centrale.
A collection of low-tech performance recipes submitted by national and international women
artists for a special event at the 5" Mois de la Performance at La Centrale in 2002. The recipes,
or instruction scripts, for a variety of performances reflect the multiple discourses concerning
artistic practice, interdisciplinarity, and feminism that contribute to the programming of the
gallery. Texts by G. Decamous and S. Cotton in French.
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Barber, B. (2007). Three modes of Canadian performance in the nineties. Dans

Barber, B. et Léger, M. J. (dir.), Performance, [performance] and
performers. Toronto: YYZBooks.
Notant I’'hétérogénéité des pratiques performatives canadiennes durant les années 1990,
Barber évoque l'influence des deux décennies précédentes et plus particulierement
I'ensemble des périodiques dédiés a la couverture des événements de performance ainsi que
I'intégration de la performance dans le cursus scolaire. Si I'auteur déclara la fin de I'art de la
performance dans les années 1980, il remarque sa résurgence dans la décennie suivante. A
partir de I’événement pancanadien « tele-performance » (été 1997), Barber tente de décliner
les pratiques dominantes des années 1990, en les distinguant des prototypes des années
1970. Il nomme trois catégories de performance: abjecte, de donation (donative) et fem/
active (feministe active). De plus, I'auteur explique qu’au sein de ces catégories, on peut
discerner différents modeéles opératifs: stratégique, interventionniste et communicatif. En
exemplifiant chacune des catégories par des études de cas, I"auteur conclut sur le potentiel
d’agentivité politique de ces formes d’art vivant. (JR)

Barber, B., Bienvenue, M., Brisley, S., Chitty, E., Knox, S., Odenbach, M.,

Robertson, C., Rosler, M. et Rosenbach, U. (1981). Agit-Prop: Performance
in Banff: Barber, Bienvenue, Brisley, Chitty, Knox, Odenbach, Rosenbach,
Rosler. Banff: Walter Phillips Gallery.
Examining the relation between agit-prop and performance, Robertson outlines a history
of agit-prop and workers’ theatre in Europe and Canada; contemporary examples of agit-
prop performance are provided. Includes performance descriptions and statements by eight
artists. Biographical notes. Circa 75 bibl. ref.
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Toronto: YYZBooks.
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des artistes phares de I'art de la performance du Canada et des Etats-Unis, conduites
entre 1977 et 2007, et est grandement illustré. Le second volume est un recueil d’essais
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liges aux problemes de taxinomies de la performance et du Body Art, des instructions et
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Beaulé, M.-E. (2012). L’appropriation de 1’espace collectif comme relation avec
le spectateur chez Armand Vaillancourt. Inter: art actuel (111), 87-88.

Beaulieu, L. (2014). La performance comme espace de rencontre, Galerie R3 de
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The writer discusses the work of Adrian Stimson, an artist and public intellectual of
considerable versatility who is based in Saskatoon, Canada. Stimson’s work encompasses
many fields of art-making and being, including edgy performance personas like Buffalo
Boy, a painter who is known for “tar and feathers” series, and an installation artist. Time
and again, his work concentrates on the figure of the buffalo as a metaphor for spirituality,
resistance, and creativity. It appears as a provocative trickster in Buffalo Boy, as a romantic
icon in his black-and-white paintings, and as witness, mourner, and survivor in Old Sun
and Sick and Tired, two hauntingly beautiful installations in which the artist bears witness
to the effect of residential schools on aboriginal lives.
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Yoon. North Vancouver: Presentation House Gallery.

Belmore, R. (1991). Autonomous Aboriginal High-Tech Teepee Trauma Mama. Canadian
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M. (2013). Un rapprochement des pratiques. La biennale d’art performatif

de Rouyn-Noranda. esse arts + opinions (78), 58-61.

Joly, S. (1990). Performances. Inter: art actuel (46), 11.

Joly,

S. et Perron, M. (1994). Joliette Convertibles: De porteur d’eau a
batisseur. Inter: art actuel (60), 14-15.

Une bibliographie commentée en temps réel: I'art de la performance au Québec et au Canada (2015) 47



Jones,

Jones,

Joos,

A. (2013). Le 1leurre de la reconstitution et 1’inauthenticité de
1’événement. esse arts + opinions (79), 4-9.

A. et Heathfield, A. (2012). Perform, repeat, record: live art in
history. Bristol: Intellect.

J.-E. (2003). ETRE UN PARMI D’AUTRES. L’unicité de 1’artiste face 2a
1’anonymat; Being one among others: the uniqueness of the artist in the
face of anonymity. Parachute: Contemporary Art Magazine, 73-91.

K

Kaplan, J. (1990). Lip-synching clichettets set to explode with rage. Now,

June 14-20.

Kasprzak, M. (2012). Buses, Babies, Temporary Tattoos: Social Media and Art

Collide. C: International Contemporary Art (113), 16-21.

In this article, the author explores the intersection between art, digital and social media.
Particular focus is given to the work of the Canadian artist Michelle Teran, who completes
performance artworks that are readily visible to the public on the video sharing website
YouTube. Several artists that are utilizing the social networking website Facebook are also
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SITES WEB

Ta*11d Festival.
http://7a-11d.ca/archive/

Art Nomade, rencontre internationale
d’art performance de Saguenay.

http://artnomadeperformance.ca/

Edgy Women and Edgy Redux
http://www.edgywomen.ca/en/

FADO Performance Art Centre.
http://www.performanceart.ca

grunt Gallery.
http://grunt.ca/activating-the-
archives/

hexagram : réseau international
de recherche-création en arts mé-
diatiques, design, technologie et
culture numérique.

http://www.hexagram.ca/

Image Festival.
http://www.imagesfestival.com/

IMAGINEnative Festival.
http://www.imaginenative.org/home/

Indigeneity in the Contemporary
World: Performance, Politics,
Belonging.
http://www.indigeneity.net/resources/
index.htm

Jé-st’, festival d’art performatif et
d’intervention.
http://www.umoncton.ca/nouvelles/
info.php?id=9320#.UzggP4XVUT7A

116

LIVE in Public the art of engagement.
http://artofengagement.gruntarchives.
org/

L’Ecart, la Biennale d’art performatif.
http://www.lecart.org/

Le Lieu, centre en art actuel.
http://inter-lelieu.org/

Mountain Standartime performative
Art Festival
http://mstfestival.org/

Performance Studies Canada Project.
http://performancecanada.com/

Rencontre Internationale D’Art
Performance de Québec
http://inter-lelieu.org/riap/
riap-en-cours/

Ripa rencontre interuniversitaire
de performance actuelle
http://ripa-performance.org/

Visualeyez festival of performance art.
http://www.visualeyez.org/

VIVA !
http://vivamontreal.org/en/

Art action.
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