


The Whaler's Lament 

Daniel Ellingsen 

June 12 - June 28 

Tom's Flesh 

Jane C. Wagner & Tom di Maria 

June 12 - June 28 

Women's Work: Black Women in the Visual Aris 

curated by Buseje Bailey 

work by Lillian Allen, Donna-Lee Bolden, 

Chrystal Clements, Marie-Denise Douyon, 

Tanya Hamilton, Paulette Hawkins, Donna 

James, Charmaine Lurch, Melinda Mollineaux 

essay by Alice Jim 

presented with CAN:BAIA's CELAFI Festival 

July 9 - July 26 

Exhibitions held in 
YYZ's satellite gallery 
80 SPADINA AVE. 

SUITE 313 
TORONTO 

PLEASE CONTACT YYZ FOR FURTHER INFOR· 

YYZ Artists' Outlet 
17 St. Joseph St., Suite 207 
Toronto, Canada. M4Y 1J8 

tel. 416-410-8851 I fax 416-960-0528 

TRACK RECORDS: 
Trains and Contemporary Photo,graphy 

May 10 • June 29, Centennial & Gairloch Galleries 
Roy Arden, Ron Benner, Murray Favro, Vera Frenkel, Angela Grauerholz, 

0. Winston link, Louise Noguchi, Glenn Rudolph, David Tomas, 

Douglas Walker, Kathryn Walter, James Welling 

SURVEY RESULTS SHOW ... 
July 12 • August 24, Centennial & Gair loch Galleries 

Stephen Andrews, Dominique Blain, Sophie Calle, Carol Conde and Karl Beveridge, 

Marlene Creates, Christos Dikeakos, Jamclic Hassan, Jenny Holzer, Arnaud Maggs, 

Dennis Tourbin, R.obcrt Wiens 

Organized and circulated by tbe National Gallery of Canada, Ottawa 

DOMESTIC BLISS 
July 12-August 24, Gairloch Gallery Video Salon 
Nunaqpa (Going Inland) by Zacharias Kunuk 

CENTENNIAL GALLERY 

IlO Navy Street 

GAIRLOCH GALLERY 

1306 Lakeshorc R.oad East 

I oakville galleries I 
OFFICES 

1306 Lakeshore Road East 
Oakville, Ontario 
Canada. L6J 1L6 

Tel (905) 844-4402 
Fax (9o5) 844-7968 

VOTE 
FOR THE 
ISSUES 

INDIVIDUALS 

FUSE me for 1 year (save 25%) 

5 Issues for $20, includes GST ($24 US outside Canada) 

FUSE me for 2 years (save 45%) 

10 Issues for $32, includes GST ($38 US outside Canada) 

INSTITUTIONS 

1 year for $32, includes GST ($38 US outside Canada) 

2 years for $47, Includes GST ($55 US outside Canada) 

NAME: 
ADDRESS: _________________ _ 

CITY: 

PROVINCE/POSTAL CODE: ____________ _ 

PHONE: __________________ :_ 

Send an additional __ year gift subscription to: 

NAME: 

ADDRESS:-----------------=-
CITY: 

PROVINCE/POSTAL CODE: ____________ _ 

PHONE: _______________ _:_ __ 

Enclosed is my cheque or money order for __ subscrlp

tlon(s) plus $6.00 for each back-issue ordered, for a total 
of$ ___ _ 

OR: 

Charge my Mastercard for the total $ -----
Number ________________ _ 

Expiry date ______________ _ 
Signature ________________ _ 

TO ORDER BY PHONE CALL ( 416) 340-8026 

• 

FUSE yourself 
to the only magazine in 

North America that deals 

with art and culture 

without avoiding the issues. 

"FUSE pokes my coals and 

provokes my soul. FUSE Is gas 

for my cultural turbines, fuel 

for my critical furnace. 

FUSE Is a magazine by artists 

for artists.,, 

- John Greyson 

Director of award-winning film Lilies 

FUSE 
AVAILABLE AT BETTER BOOKSTORES u "' "'t f ¥. 

oR PHONE 1-000-565-9523 oR FAX 1-000-221-9985 n1vers1 yo I oronto Press 
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Oakville, Ontario 

Canada. L6) 1L6 

Tel (905) &.i.4-4401 
Fax (905) 844-7968 

May 29 to July 4 

Galerie 101 Gallery 
319 lisgar Street, Ottawa, Ontario, Canada, K2P OEl 
tel: 613.230.2799 / fax: 613.230.3253 / oneoone@web.net 
http:/ /www.artengine.ca/101.html 

Bad Attitude/s on Trial 
Pornography, Feminism, and 

the Butler Decision 

by Brenda Gossman, 
Shannon Bell, Lise 
Gotell, and Becki Ross 

'A superb 
book. 

It challenges us all 
to examine our 
prejudice about what 

pornography is.' 

Drucilla Cornell, 

author of 

The Imaginary 

Domain 

$55.00 cloth 
$18.95 paper 

AVAILABLE AT BETTER BOOKSTORES 

OR PHONE 1-800-565-9523 OR FAX 1-800-221-9985 

main gallery 

Pseudonyms and Similarities June 26 - August 2 

featuring Michael Balser, Alan Belcher, Jennifer McMackon, Richard 

Storms, Sharon Switzer, Adrienne Trent 

Eliza Griffith September 11 - November 1 

project room 

Heather Cameron June 26 - August 2 

Destabilized Landscape: Post-Colonial Space 

and Unreal Estate September 11 - November 1 

curated by Lisa Steele and Kim Tomczak 

What Was Taken ... and What We Sell by Nora Naranjo - Morse 

window 

Anna Lefsrud June 26 - August 2 

439 King Street W. 

Toronto,Ontario 

Canada MSV IK4 

lei 416-977-1412 

fax 416-977-8622 
mcrcer@i ntcrlog. com 

www.interlog.corn/-rnercer 

Mercer Union 

Lesbian Lifestyles 
Women's Work and the Politics 
of Sexuality / by Gillian A. Dunne 

'A ground-breaking study that should 
lead to a profound reassessment 
of some key elements of feminist and 
non-feminist understandings of women's 
relationship to employment and the 
domestic sphere.' Christine Griffin, 

University of Birmingham 

$50.00 cloth/ $18.95 paper 

Three Masquerades 
Essays on Equality, Work, and 
Human Rights / by Marilyn Waring 

Marilyn Waring draws on personal 

experience to probe the 'world behind 

the mask' in these three remarkable 

essays on women in politics, economics 

and work, and human rights. 

$45.00 cloth/ $19.95 paper 

University of Toronto Press 
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EDITORIAL 

Columns 

1611 
by Warren Arcan 

NEW CARTOGRAPHIES, NEW WAYS OF SEEING 
Mapping with Global Positioning Systems 
by Andrea Wollensak 

Artist's Projects 

BUSEJE BAILEY 

ARTHUR RENWICK 

STEPHEN ANDREWS 

Profile 

INGRID BACHMANN 
A Portrait in Three Parts 
by Lorraine Oades 

The Watering Hole Ill, Lyle Ashton Harris, duraflex print, 

102 x 76 cm, 1996. Courtesy Jack Tilton Gallery. 

See the review by Reginald Woolery. (p. 37) 
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Cover image: Ingrid Bachmann, 
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Feature: Commentaries on the McMichael Collection 

A RAMBLING FIRESIDE COMMENTARY ON THE SEVEN DUKES OF KLEINBERG 
by Andy Fabo 

ON THE SUBJECT OF JUSTICE, NATURAL OR OTHERWISE 
by Lisa Steele 

A PARABLE 
by Shelley Niro 

THE SUBJECT OF DISPLACEMENT 
A response to the judicial decision 
by Gerald McMaster 

Knit One, Swim 2: The Presence of Touch, 

installation detail, 1996. 

37 

39 

41 

44 

47 

Reviews 

THE WATERING HOLE 
Lyle Ashton Harris 
Review by Reggie Woolery 

PSI KIT 
Passport Sized Interference 
Review by Kandis Weiner 

RENCONTRE PERFORMANCE 
International Performance Festival presented by Le Lieu 
Review by Johanna Householder 

IGNORING THE ROLE OF VIOLENCE IN FAN ON 

Untitled, Barbara Kruger, 

1981-1983. 

See the review of Evictions, 

a book by Rosalyn Deutsche. 

(p. 47) 

The Fact of Blackness:Frantz Fanon and Visual Representation, ed. Alan Reid 
Review by Julian J. Samuel 

PUBLIC ART AND HOMELESSNESS 
Evictions: Art and Spatial Politics by Rosalyn Deutsche 
Review by Gordon Brent Ingram 



ALTERNATIVES is Canada's 
foremost environmental journal 
since 1971. Thought-provoking 

articles go beyond band-aid solutions 
to consider concrete alternatives for 
a wide range of environmental issues. 

Look to Alternatives for reports of 
environmental happenings, 

provocative opinion pieces, and 
reviews of the latest eco-books. 

As Canada's largest national 
feminist magazine, HERIZONS 

explores women's health issues, 
the law, work and culture, and 

entices readers with provocative 
reviews and columnists. Unabash
edly feminist, Herizons is written in 
a way that is relevant to the daily 
lives of women. Canada's much-

needed answer to Ms. 

OUR.TIM.ES 

OUR TIMES is Canada's 
pro-labour magazine. Each issue 

features voices of union and 
community activists across the 

country who are concerned with 
the welfare of workers. Our Times 

is an excellent educational 
resource for those interested in 
labour issues. Don't miss out! 

Published six times a year. 

BRIARPATCH is Saskatchewan's 
award-winning political magazine 
which provides an alternative view 

on issues and events in Canada 
and the world. Essential reading for 
those interested in politics, unions, 
the environment, women's rights 

and international affairs. We 
publish articles the mainstream 

media won't touch. Ten times a year. 

...__.,... _ _.,.,,...._,,.,, •.... ,,...,.,,,._ .. ,.. 
,. ............ ...,..,_•H~•~"•-

An indispensable news source and 
Canada's foremost feminist 

newspaper, KINESIS takes you 
where the dailies don't bother 
going. Through investigative 

reports, timely interviews, cultural 
affairs and national/international 
news, Kinesis provides a fresh look 
at what women are thinking - and 

doing - about their lives. 

OUTLOOK provides a Jewish secular
humanist perspective on political and 

cultural issues. It features original 
articles, stories, and reviews by writers 
from Canada, the USA, Israel, France, 

Germany and Eastern Europe. 
Promoting peace in the Middle East 

and the world, Outlook supports 
multiculturalism and promotes self

determination of all peoples. 

From political zines to hilarious 
comics, from small press books to 
indie music, BROKEN PENCIL maps 
the ephemeral world of independ
ently produced Canadian culture. 

Featuring hundreds of reviews, 
interviews with creators, and 

excerpts from everywhere, Broken 
Pencil puts the reader in touch with 

the creators and their work. 

l+if £1111 ~· 
INSIDE 
TH]S 
ISSUE 

LATIN AMERICA CONNEXIONS/ 
CONEXION LATINA provides 

commentary on the struggle for 
peace and justice in Latin America, 
and promotes a continent-wide, 

internationalist vision. This bilingual 
publication includes current accurate 
analysis of Latin American events, and 

information about resources, 
campaigns and organizations. 

! 

Chernobyl: 10 Years After 

PEACE MAGAZINE is a multi
partisan voice for peace, conflict 

resolution and non-violence in our 
homes, in playgrounds and 
between nations. For over a 

decade, our magazine has been a 
forum on how to create a more 

peaceful and just world. 
"Your solace in conflicting times." 

- Broken Pencil 
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UNITE 

Principled. Radical. Independent. 
For over 30 years, CANADIAN 

DIMENSION has been a place where 
activists can debate issues, share 

information, recount our victories and 
evaluate our strategies for social 

change. Our pages are open to all 
progressive voices - debate makes 

the movement stronger. And it makes 
for lively reading! 

NEW CITY MAGAZINE believes in 
a distinct and sustainable Canadian 

urban culture and identity. 
Featuring articles, stories and 
histories about the city and its 

people, it is a critical forum on the 
modern city. New City strives to 
build a better understanding of 

urban maladies and the possibilities 
for change. 

RUNGH means colour. Rungh is a 
forum of critical commentary 

exploring contemporary culture 
and politics abroad and at home. 
Rungh negotiates with a culture 

made out of the dilemmas, hopes 
and differences between the 

struggle against racism and other 
social movements for dignity, well 

being and emancipation. 

GEIST is home to the Honourary 
Canadian Awards, the Trans

Canada Phrase Book, the Canadian 
Mall Writing Competition, the Who 

the Hell is Peter Gzowski survey, 
and the very best in story, picture, 

essay, memoir, crossword, toon 
and little-known fact. In print since 
1990. "A publication that is, in this 
country, inimitable." - Toronto Star 

NEW INTERNATIONALIST 
magazine turns the issues inside out 
and explains what's really going on. 
It's the best guide to the major issues 
from the arms trade to AIDS, from 

human rights to hunger. Each month, 
NI tackles one subject, and gives you 

the facts and the arguments. To 
influence what's happening to you, 
you need to know what's going on. 

One of Canada's hottest 
independent literary quarterlies, 

SUB-TERRAIN features the work of 
writers, artists and photographers 
from Canada, the US and foreign 

locations. Each issue is a stimulating 
fusion of fiction, poetry, graphic art, 

commentary and book reviews. 
"Eschews geography in favour of a 
borderless world" - Vancouver Mag. 

Ill 
- ... __., .. ___ .,_,...... ,__, .. #.., _,, __ , __ 
........................ ._,,_, ... 

GREEN TEACHER is a forum for 
teachers and parents seeking to 

promote environmental and global 
awareness among young people 

from K to 12. It offers perspectives 
on the role of education in creating 
a sustainable future, practical cross-

curricular activities, reviews of the 
latest teaching resources, and 

successful ideas from green educators. 

New Maritimes _,,....,_"" ... 

NEW MARITIMES is regional 
politics, environment, labour, 
culture and history, all from a 

refreshing perspective. Regular 
columns on Maritime books, 

political economy and Third World 
issues. This bimonthly is a unique 
adventure in radical regionalism 
that, into its second decade, still 

refuses to bow to the powers that be. 

THIS MAGAZINE is a 30-year-old 
national magazine of politics and 

culture. A 1996 winner of two gold 
and one silver National Magazine 

Awards for investigative journalism 
and political criticism. This 

Magazine prints fearless reporting, 
showcases groundbreaking literature, 
and critiques culture - high and low -
with attitude, personality and style. 

A. BEST 

111111 OF 
THE 
ALTERNATIVE 
PRESS 

• • Looking for • • an adventure • • in magazine reading? 
• • Order a sample copy of the best • 
• of Canada's other press by simply 
• • filling out the request form below . 

• • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • • A. REQUEST • • C • FORM • e • • To place your order, please: 

1/ Indicate the magazlne(s) you wish to receive. 

Alternatives Briarpatch Broken Pencil 
Cdn. Dimension Geist Green Teacher 
Herizons Kinesis Lat. Amer. Connexions 
New City New Internationalist NewMaritimes 
Our1imes Outlook Peace Magazine 
Rungh Sub-Terrain This Magazine 

2/ FIii out your name and address. 

• 
name 

suite no. street 

city prov code 

lelephone 

3/ Calculate your payment. The first magazine you 

request costs $5.00, each additional magazine is $2.50 . 
• • For example, if you order three magazines, your payment 

• would be $5.00 + 2 x $2.50 = $10.00. GST is included. 

• Please make your cheque or money order payable 
• to Chaos Consultlng. 
• • 4/ Mall this form with your payment. 
• Send to: Chaos Consulting-BOAP, PO Box 65506, Stn F, 

: Vancouver, BC, V5N 51<5. For Inquiries only (no 
• orders), e-mail chaos@axionet.com or fax:(604) 875-1403. 

• •••••••••••••••••••••••••••• 

• • • • 

• • • • • • • • • • • • • • • • 



~~THE GREAT HOPE CF CULTURE 

IN THIS COUNTRY L S 

IN THE FACT THAT ~ 
• 

HAVE-NOT AGREED UPON 

A DEFINITION CF CULTURE __ _ 

THE MAGNITUDE CF THIS 

OPPORTUNITY CONSISTS 

IN THE VERY FACT 

THAT WE HAVE SET 

NC DEFINITE BOUNDARIES 

WHERE CULTURE 

IS CONCERNED~'' 



IN THIS ISSUE, WE ADDRESS TOPOGRAPHIES, GEOGRAPHIES 

and social space, and advance our interrogation of nation
alism and difference over current events. Again, FUSE takes 
issue with the packaged history of self-promotion by vested 
interests. Alongside this volume, look for our Twentieth 
Anniversary Retrospective issue. You will find it on the 
stands, in major bookstores nationally and in the mail to 
our subscribers. Inside is contentious writing culled from 
twenty stormy years of engagement, and an illuminating 
chronology of events, cultural projects and the changing 

shape of FUSE. 
This long winter, landscape turned to media land

slide when the stand-off between founding patrons of the 
McMichael Canadian Art Collection and its current adminis
tration escalated to the courts. Tax-advantaged "donors" 
used "strings attached" to their gifts to attempt to circum
scribe contemporary art acquisitions at the McMichael and, 
more broadly, to erode the context of public funding for the 
arts. Controlling interests are at stake in this legal battle, 
with patrons demanding decision-making authority over the 
institutional presence of contemporary Canadian art. 

In our feature, the position of landscape painting in 
official Canadian art history is questioned by contemporary 
artists. Traditional definitions are polemically and poignant
ly addressed by Lisa Steele, Shelley Niro, Gerald McMaster 
and Andy Fabo, in a humorous and pointed collection of 
texts that challenges constrained judicial pronouncements. 

Surveillance as it pertains to geography and sub
jectivity are approached in two columns. Andrea Wollensak 
constructs a brief history of satellite technologies and 
Global Positioning Systems. This forms a counterpoint to 
Warren Arcand's account of relationships between a video 
producer, her subject and the restrictive legal system. 

Lorraine Oades' feature-length profile of artist 
Ingrid Bachmann maps a geography of engagement 
between sites and viewers, mapping influences and inter
pretations of the work in the contexts of changing locations. 
The review section addresses issues of public art, perfor
mance, theory and representation. Three artists' projects 
augment the issue with images that articulate a diversity of 
perspectives and raise questions about what constitutes a 
Canadian landscape. 

Stormy weather. The Red River flood threatened the 
St. Norbert's Centre for Contemporary Art near Winnipeg. 
Just as major renovations were complete and an ambitious 
season of programming was to begin, the centre was evacu
ated. To St. Norbert's and all in the area who are affected, we 
send our sympathy and best wishes for your recovery. 
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Image from a store window performance by Ed Johnson, October 1996. 

See the "Rencontre Performance" review, p. 41 

erratum 
Judith Doyle's website version of "life and life support 
systems: zines, nets & outlets by artists-the late '?Os and 
some now" (FUSE 19, no. 5, pp. 23-33) can be found at 

http://www.ocad.on.ca/dd/jul23-96/doyle 

David Burkes, B. Com, C.A. 
Chartered Accountant 

Auditing for not-for-profits, personal 
taxes, accounting. Specializing in art 
and cultural organizations, artists 
and cultural workers. 

Tel (905) 882-0497 
Fax (905) 882-0499 

30 Wertheim Court, Unit 14 
Richmond Hill, Ontario 14B I B9 

20th 
anniversary 

■ issue: 
128 pages highlighting 

two decades of art, 
culture and politics 

FUSE 

May 15 - June 29, 1997 

Language Games 

Elizabeth Diller and Ricardo Scofidio 

Nancy Paterson 

Beth Stryker, Sawad Brooks and Christa Ericson 

May 23 - June 20, 1997 

Gross Consumption 

Guest curated by Christopher Eamon 

Moyra Davey 
Susan Kealey 
Kelly Wood 

Ari off-srte exhib1b0n at The Sanft Centre on 8th Avenue 
l 16 8th Avenue SE C.lgary Alberu! C.nada T2P 2l7 

WALTER PHILLIPS GALLERY 
Box 1020-14 Banff Alberta Canada T0L 0CO 
tel 403-762-6281 fax 403-762-6659 
http://www-nmr.banffcentre.ab.ca/WPG/ 

Flnanoal support prOVKled by Jhe C.nada Counal 
and Alberu, Foundation lo, Jhe Arts 

""' The Bann Centre ?'If\.\• for the Aru 

canadlan woman ewdlee 
lee c:ahlere de la femme 

an lndlepensable resource for the feminist reader! 

FEMALE SPIRITUALITY 
VOLUME 17, NUMBER 1 (WINTER 1997) 

This issue is devoted to presenting the enormous variety of 
women's experience of spirituality and the different meanings it 
has for different women, as well as demonstrating how women 
are working to break down the barriers to women's full expres
sion of their spirituality. Articles in this issue include female 
empowerment in goddess worship; the creation of liturgy for 
Jewish women; the sacred females of pre-Christian Ireland; 
~xperiencing Mother Meera; women in outport Newfoundland 
Methodism; observations of an Ojibway medicine woman; Sufi 
women and their quest for God; the role of female spiritualists in 
Africa, and much more! 

$8.00 + $0.56 GST per copy 
(Ontario residents add $0.64 PST) Postage (per copy): in Canada: $2.25; 
in the U.S.: $2.50; Overseas: $9.00. Please make cheque payable to: 
Canadian Woman Studies, 212 Founders College, York University, 
4700 Keele St., North York, ON, M3J 1P3. Tel: (416) 736-5356. Fax: 
(416) 736-5765. Email: cwscf@yorlcu.ca 
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THESE 

CATALOGUES 
AND MANY 

MORE ARE NOW 
AVAILABLE 

FROM 

e.mail: video@astral.magic.ca 

V tape 1996 Video Reference Guide published by V tape 264 pp (recently reduced from $30) $10.00 
Sharing the Cultural Experience: A Comprehensive Guide of First Nations Film & Video Aboriginal Film & Video Art Alliance and 
V tape, essays by Cynthia Lickers and Warren Arcan . 48 pp $3.00 . 
VIDEO reMEW: The (best) Source for Critical Writings on Canadian Artists' Video published by Art Metropole & V tape, edited by 
Peggy Gale & Lisa Steele. 492 pp $28.00 
Videotexts published for The Power Plant by Wilfred Laurier University Press with 11 essays by Peggy Gale. 154 pp . $~9.95 
Femme ecran (la) = The Reflexive Woman: Cathy Sisler published by Oboro & Centre d'Art contemporain de Basse-Normandie with an 
essay by Nicole Gingras. 56 pp $10.00 _ . . 
Positive Practices: Michael Balser published by Second Decade edited by Judith Doyle & Marc Chnsuan Tremblay; essays by Scott 
Treleaven; Judith Doyle; David McIntosh; Andrew James Paterson; Michael B~ser. 50 l?P $10.00 . _ . 
"Je vais vous raconter une histoire de fan tomes": videos de Nelson Henricks published by Oboro, with an essay by Chnsune Ross. 
46pp $5.00 . . 
The George Kuchar Experience, published by YYZ Artists' Outlet & Pleasure Dome, edited by Steve Reinke with essays by Steve 
Reinke; Robert Lee; Steve Seid. 48 pp $3.00 . 
Colin Campbell: Media Works 1972 - 1990, published by the Winnipeg Art Gallery, edited by Bruce Ferguson with essays by Bruce 
Ferguson; Stuart Marshall; Su Ditta; Dot Tuer. 93 pp $15._00 . . 
Paul Wong: On Becoming A Man, Un homme en pmssance, NatIOnal Gallery of Canada, edited by Jean Gagnon, essays by Jean 
Gagnon, Monika KinGagnon, Elspeth Sage. 82 pp $20.00 _ 
The Glade: a performance/ installation by Zachery Longboy publisher AKA Arust-Run Centre, essays Andy Fabo: Shauna Beharry. 
26pp $15.00 

1611 

by Warren Arcan 

Jennifer Abbott is a Vancouver-based video artist. Her 

most recent work, A Cow At My Table, is now in post

production. It is an experimental documentary that 

examines the representation of farm animals and the 

cultural politics of factory farming and the production 

of meat. In this tape, Abbott confronts the social 

construction and normalization of meat-eating in this 

culture. She contacted over sixty meat-packing plants 

across Canada, asking for interviews with industry 

representatives and permission to tour their facilities 

with a camera. She anticipated being denied access and 

she was-the obstacle of the slaughterhouse wall is 

germane to the focus of the documentary. 

During the summer of 1996, Abbott drove east

ward, surreptitiously investigating agribusiness facilities 

and interviewing individuals with varying perspectives 

on the meat industry. Barred entry through the front 

door of the packing plants, she shot their exteriors. 

On the afternoon of May 17, Abbott was outside 

Intercontinental Packers in Saskatoon, Saskatchewan. 

She saw the body of a dead cow beside a pile of straw 

and manure. Too far away to get a good shot, she 

decided to go under the fence, onto lntercon property, 

for close-ups. 

The footage is revealing. Abbott shoots as close as 

possible, attempting intimacy with the surface of the 

cow's body. She bends to bring the lens level with the 

cow's head where it lies on the ground. Inches from her 

subject, we see Abbott with her camera, reAected in 

the cow's glassy eye. We see a tag on the cow's ear 

inscribed with the number '1611.' Blood bubbles and 

seeps from her mouth and nostrils. Gas presses against 

her body, looking for escape, distending her anus. Her 

tongue, coated in blood, dirt and sawdust, sticks out as 

far, it seems, as it can go. 

Abbott's strategy of questioning the processes of 

social construction that shape our concepts of "normal" 

and "ordinary" led her to shoot the cow so that she 

implicated herself. For her, the camera position in rela

tion to her subject could not erase her own positioning: 

she tried to highlight and not obscure the ethics in 

aesthetics. She carried her camera across a legal limit (a 

private property line). The implications of this action 

were elaborated in the courts of Saskatoon. Her posi

tion, her artist's mark, was not erased, but raised and 

highlighted like a brand or a scar. 

My objective in this article is to describe my 

understanding of my relationship to the image of 

Abbott breaching lntercon's property to videotape 

'I6I1.' It has to do with a play of relationships in that 

image, and the indeterminate power of "I" in the vari

ous narratives it contains. For me, in this text called 

1611, the key drama is how ethics and rights are estab

lished around various types of bodies. Keep an eye on 

the moving body: two things happen when an "I" 

enters/is entered into a relationship. First, "I" stare, 

focus, smell and touch-"!" am a body before another 

body, suspended in a moment where language hasn't 

yet arrived to 1.1egotiate the relationship, meaning "our" 

relationship is prior to language. Second, to an observ

ing "I" these two bodies constitute one body-us

while the observing "I" is suspended elsewhere. More 

on this later. 

When Abbott had been shooting for about ten 

minutes, she was spotted by lntercon security guards. 

Back at the car, she was intercepted and detained by a 
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guard. Three police officers and a police dog arrived 

soon after. They seized the camera and examined the 

videotape several times, asking how the camera worked 

and why there were no images of the dead cow. They 

didn't solve the mystery-the 

News of Abbott's arrest spread fast in the small, 

insular communities that make up the meat industry. 

No less than seven industry newsletters and magazines 

in Canada and the U.S. published security alerts 

naming her and warning agribusinesses to be on the 

lookout. 

Her actions at lntercon were seen as a breach of 

the tentative trust she had established with a few 

contacts in the industry. Post-arrest, all remaining 

interviews were cancelled. She had crossed the line. 

videotape with the incriminating 

footage was stashed in the glove 

compartment of Abbott's vehicle. 

The camera was confiscated and 

Abbott was arrested and kept in jail 

overnight, with a court appearance 

scheduled for the next day. She was 

charged with a criminal offense: 

mischief to interfere with private 

property. 

Reduction. 
The problem 
with the legal 

Abbott, with her camera so 

near' I 6 I I; was clearly in a 

perilous relationship. Not merely 

because of the legal and ostraciz

ing consequences, but perilous 

because the footage implicates 

the artist in the very ethical ques

tions that she is asking the meat 

industry. Despite her critical 

perspective, isn't there an 

exploitative aspect to her rela

tionship to '1611; vaguely remi

niscent of the meat industry, 

since both require' 161 1 's dead 

Abbott spent a night in jail. 

system is 
people. 

Later, she described some of the 

people she met there: a woman 

caught shoplifting, two drunk 

women who had run-ins with the 

cops, one who was stabbed in the 

It'd work fine 
otherwise. 

body to function? 

Abbott recognizes this ethi-

head, everybody contending with a night (or life?) of 

tough luck. In the morning, down at the court house, 

I observed the cases processed before Abbott came to 

the docks, and noted most of the accused were aborigi

nal. Cases were processed quickly and efficiently with 

only three complications: Abbott and two people with 

obvious psychiatric issues. The court had difficulty 

situating these unusual cases with ordinary procedures. 

By law, so-called "farm animals" must be alive when 

they reach the kill floor of a slaughterhouse in order to 

be used for human consumption. If they die along the 

way, they become "<leads;' another sort of property, and 

are sold to pet food manufacturers, for example. If an 

animal is sick or injured in transport and can't walk to 

the kill floor, he or she is forcibly moved by truckers 

and packing plant workers with the aid of machines and 

equipment such as electric prods, chains and forklifts. 

'16I I' was a "dead," waiting for transport elsewhere. 

Before her arrest and with a great deal of persever

ance, Abbott managed to arrange interviews with some 

of the appointed representatives of the industry

spokespeople of marketing boards and farm animal 

councils. Others, like producers and owners of packing 

plants, were less willing to go on videotape. The 

provincial farm animal councils are umbrella lobby 

groups that promote the image of agribusiness. 

Producers, packing plants and corporations like 

Canada Safeway are typical members and supporters. 

cal double bind. Throughout her 

project, she has worked to foreground the individual 

identities of the so-called farm animals that star in her 

tape. For rights to be ascribed, there must be individu-

• als and subjects, as opposed to objects and property. 

Only the subject-the "I" -can accrue such concepts 

as rights and autonomy. What happens to a human or 

nonhuman body when it is subjected to a system that, 

to function, must abrogate the body's rights, deny its 

autonomy, or otherwise reduce its fullness? 

As food is to the body, the accused is to the legal 

system. Chewing is the first step in digestion. The 

mouth is the police. Mastication equals arrest and 

fingerprinting. Down the esophagus to the courtroom. 

In the stomach, food is reduced to baser components 

-protein, sugars, carbohydrates-and sent to other 

organs for further reduction. The criminal charge is 

mischief. From the finer organs, base materials are 

either incorporated into the body-guilty-or 

expelled as waste material-that is, free to go. Free, 

but subjected to and transformed by the process, and 

unassimilable. 

'161 I' had no rights, only value as property. 

Abbott was detained by police officers sworn to 

uphold property laws, her rights abrogated due to a 

perceived property offense. As an accused, her time 

and space as controlled by the legal system was analo

gous to the experience of' 161 I' within the meat 

industry. She was led down corridors, packed into a 

vehicle, fed and sheltered according to strict budgets 

and schedules designed to maximize efficiency. 

Abbott was kept in a cell, private functions visible to 

all. She slept with the lights on, had no privacy, and 

was surrounded on all sides by those, like her, whose 

rights were reduced. 

Abbott's video strategy includes a clear marking of 

her subject position. She is seen reflected in' 161 I's' 

eye. Her "I" is visible. We might hear her say, "I crawled 

under this fence to tape you,' 161 I,"' or "I show you 

this tape of' 161 I' -see what is hidden." Or she could 

also say "What happened to you that you are dumped 

here?" or "How do you, the viewer, react to this 

footage of' 161 I'?'' Ethics. Bodies. Where are we 

indeed? She opens up a rich space and interesting ques

tions about our "ordinary" relationships. It's easy for 

me, Warren, or you the reader, to speak in quotation 

marks and say things as Abbott might say them. We 

"l's" can assume these or any subject positions whatso

ever. We can narrate in order to orient ourselves to 

Abbott's footage with lines like, "Here I am, broken and 

bleeding-remember me." 

Abbott works to highlight so-called "farm animal" 

identities in other ways; for example, she includes 

footage she took at a farm sanctuary where she stayed 

and shot for a month. Here, she portrays uncharacter

istic representations of cows, pigs and other animals: 

extreme close-ups and unusual vantages of animals 

socializing with each other, feeding, sleeping, fighting, 

grooming and enjoying their freedom, living out their 

lives as naturally as possible, considering their histories 

and genetically altered bodies. Another strategy is 

direct address. The animals she taped regard her with 

her camera, and in this way regard the viewer as well, 

challenging us with their own gazes. 

Back to' 161 I.' Can she, as an "I", assume a subject 

position? Some, like Abbott herself, may say this state

ment negates the fact of' 161 t 's' death, that' 161 I' can 

never, due to her subjugation, enjoy the subject posi

tion of, say, the reader of 1611. At this point I risk 

something too. My article requires me to get near my 

subject, to find what I seek. I must reduce what I 

observe to make my text 1611 work, because the body 

I study is too full for my language to completely appro

priate. I can't disguise my reductive manoeuvre, given 

the argument I am pursuing. 

When a speaker reduces a body for the purposes of 

her system, there is a correlative effect. You are the 

criminal/I am the judge; you are the reader/I am the 

writer; you are nature/I have dominion. This mad 

pumping of the hierarchical see-saw of language makes 

culture. But when I highlight my reductive manoeuvre 

and say it's necessary because of my limited powers 

and vision-I make you small/I am not large enough 

-we only need compare it to "you are nature/I have 
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dominion" to illustrate two cultural perspectives. It is 

still a hierarchical relationship, a mere flip-flop, subject 

to all the power viruses that infect the body. 

So, all this to point out some of the constructs built 

on the body of '1611,' that make up the body of 1611. 

Let us list some by name: Abbott, lntercon, the legal 

system, 1611. All orient themselves to '161 I' in their 

peculiar way, and all regard rights and ethics. The 

parties make their constructions, but what of' 1611 '? 

Whenever you come into relation with a body, 

there is the moment of suspension without language, a 

moment of vast potential. Hierarchical language is but 

one way of making sense of a relationship. "Any subject 

position for any subject whatsoever" marks one way to 

find the moment before language intervenes. 

In order for Abbott to document' 1611 ,' '161 I' must 

lay dead by that pile of shit and straw. Abbott is 

outraged by the suggestion that' 161 I' could assume 

the reader's perspective. Her outrage depends on 

'161 I's' place, and on what seems to her the overly

theorized and inaccurate freedom conferred on 'I 61 I' 

as "any subject whatsoever." Yet if 'I 611' is by the pile 

of straw because her rights have been stripped by an 

act of the imagination, then by a similar act of imagina

tion, "excessive" rights might be returned. 

In the moment before hierarchical language inter

venes to hold sway over the relationship, two subjects 

are radically equal to each other (radical in the sense of 

'root'). In this cellular foundation, both parties are irre

versibly transformed, and continually transforming. 

These are reproductive systems. I have been trans

formed in my relationship with' 161 I,' through this 

text. 
When we ask the question, "ls it right for us to 

slaughter and eat animals?" a chuckle might be heard in 

the gallery. This is the sound of discomfort prompted 

by associating ethics and animals. In contemporary 

society, the matter of ethics is popularly, if not uncon

sciously, rewritten to mean rights. You know, legal 

stuff. For instance, ethical questions regarding repro

duction are cast as contests between the rights of the 

woman, the fetus, and increasingly, the family. That's 

what's so funny-animals don't have rights, and that's 

the point. 

Ever since the horse and the cart, reduction has 

been part and parcel of figuring out how things work 

and constructing systems. In calculating the force 

necessary to drive a captive bolt through the skull of a 

mature bovine, we need not calculate the infinitesimal 
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resistance offered by the air. While it is important to 

get some measure of the strength of the person wield

ing the gun, it is absurd, from a mechanical view, to 

factor in immeasurable matters like enthusiasm or 

abhorrence. A foundational precept of rational systems 

management is the removal of as many irrelevant 

factors as possible, to clarify the subject for study. 

Reduction. The problem with the legal system is 

people. It'd work fine otherwise. Doctors can tell you 

about the infuriating inscrutability of the body. If it 

weren't for all that sloppy slippery tissue and viscera, 

the diseases we seek to understand would be plain as 

day. The thing about meat is that somebody's gotta die, 

and that, my friends, ain't good marketing. 

For the legal system to work efficiently, alleged and 

accused criminals must have their rights stripped away. 

Ethical questions are forestalled in the meat industry 

because animals have no rights (how can property have 

rights?) The ethics Abbott displayed in crossing 

lntercon's fence began with the question: "What/who 

am I putting into my body?" 

To understand the ethical problems that arise from 

the meat industry, and cultural politics in general, we 

have to look to see what's missing. Like sleuths, we 

dredge the river for evidence and reconstruct the scene 

of the crime. There, amongst the mud and crabs, are 

the rights of nonhuman animals, conveniently disposed 

of by Western society. There are many suspects, even a 

conspiracy brewing. Subpoena Aristotle, the authors of 

the Bible, or Descartes for a start, then their inter

preters. 

The history and system of factory farming gath

ered momentum in post-war culture; it appears with 

'I 6 I I' by the refuse pile. Its failures show up here. 

lntercon could not assimilate '1611.' In highlighting 

"ordinary" processes lntercon prefers to keep secret, 

'I 61 I' and Abbott open up the industry to consump

tion, that is, 't 61 J's body calls meat industry practices 

into question, subjecting them to criticism. 

Abbott is in trouble because of' 161 I.'' 161 I' is 

trouble for lntercon. '161 I' is what they mean to hide 

-the cruelty of their process. The text system 1611 is 

not in and of itself cruel, is it? But 'cruelty' is one of the 

things it communicates. A system that makes 

meat/metaphors is cruel in some fashion, or perhaps it 

is the fashion? 

Warren Arcan is a Cree artist who works in performance art, writ

ing, theatre and fil111. He has just co111pleted writing and performing 

a four-part, one-person show in Vancouver titled Wet Space 

Performance Series and is currently in post-production for a 

short 16111111 narrative film. He has worked with many First 

Nations arts organizations, is the past Artistic Director for 

Toronto's Centre for Indigenous Theatre and has written for arts 

publications. 

New Cartographies, 
New Ways of Seeing 

MAPPING WITH GLOBAL POSITIONING SYSTEMS 

by Andrea Wollensak 

The machinery of the heavens was envisioned by the 

Italian Renaissance artist Nicolas deCusa ( 1401-1464) 

in a woodcut depicting a mechanistic explanation of 

the universe, where a scholar, in a landscape abundant 

with works of nature and man, pierces the shell of the 

stars to observe the great wheels that move the heav

enly bodies. One hundred years later, Copernicus revo

lutionized our way of seeing celestial mechanics by 

declaring that the earth rotates around the sun and that 

the planets revolve around the sun. In looking out to 

the sky we have defined and redefined our location on 

earth, using the stars as visual anchor points for posi

tioning ourselves. Where we are has historically been 

defined by what we see around us. 

Early navigation techniques for exploring 

unmapped, unfamiliar ocean territories were based on 

the triangulation of visible line-of-site observations to 

Nicolas deCusa (1401-1464) woodcut illustration. 

familiar objects in the sky. Angular measurements to 

celestial bodies were calculated with the sextant 

through the use of a graduated arc and a sighting 

mechanism between objects. The discovery of the 

invisible forces of magnetism and the subsequent 

development of the compass was another turning 

point in navigation, offering the traveller an orienta

tion and a direction but not fixing a position. With the 

establishment of lines of longitude and latitude, loca

tion was redefined by invisible determinants with the 

abstract gridding of the earth through astronomical 

and mathematical means. More recently, with the 

invention of the radio in the early part of the twenti

eth century, navigators were able to determine their 

position coordinates in relation to in-range shore

based transmitters. With the launch of the first artifi

cial satellites in the early 1960s, the stage was set for 
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the application of new technologies to navigation and 
location problems. 

Satellite-based techniques for positioning ourselves 
on the face of the earth have become increasingly 
more exacting. We now operate within a complex digi
tal infrastructure comprised of real-time computer 
communications and surveillance systems. The planet 
is now utterly mapped out within an enveloping and 
constantly moving invisible grid that provides an 
address, a pixel, that articulates every place on earth. 
Determining location has shifted from mechanical to 
digital means, and as such, visual sites or physical 
markers are no longer required as positional references. 
Our sense of location is being challenged and rede
fined yet again by the invisible structures of streams of 
pure information. Geography and cartography have 
been exhausted and superseded by technologies of 
surveillance. Globe-encompassing satellite construc
tions like the Global Positioning System present us 
with hyper-extreme articulations of space, time and 
location. 

GLOBAL POSITIONING 

Over two decades ago the United States Department 
of Defense developed and launched the Global 
Positioning System (CPS) at the cost of ten billion 
dollars. Designed for military missile deployment, the 
U.S. government oversees, controls and allocates mili
tary and commercial applications of its communica
tions signals. Orbiting eleven thousand kilometers 
above the earth, this constellation of twenty-four inter
locked Navstar satellites relays a continuous, multi
sourced string of radio signals to radio receivers on 
earth that permit the pinpoint determination of loca
tion in four dimensions: longitude, latitude, altitude 
and atomic time. 

The orbiting satellites each have an atomic clock 
that maintains them all in a synchronous state. These 

clocks use the oscillations of a particular atom as their 
"metronome" or "pendulum" to provide a stable and 
precise form of time regulation. Each satellite also has 
its own readable code or name-tag, called the Pseudo
Random code, that allows all CPS member satellites to 
operate on the same frequency without jamming each 
other. The Aow of CPS information is based on triangu
lation, measuring the distance from the user's position 
to the various CPS satellites as they make their way 
through their orbit. By measuring distance through the 
vector of the travel time of radio signals relayed back 
from four CPS satellites, it is possible to establish the 
four coordinates of a user's position-latitude, longi
tude, altitude and atomic time-within a few centime
tres. These signals contain data on the position, 
distance and speed of the satellites with respect to the 
receiver. Some non-military CPS applications include: 
navigation systems for boats and aircraft; sewing CPS 
receivers into clothing so people with Alzheimer's can 
be monitored; measuring the movement of fault lines 
to predict earthquakes; and tracking CPS video and 
audio receiver equipped trained rescue dogs on search 
missions. 

MILITARY TOPOGRAPHIES 
CPS was used during the Gulf War by the United States 
Department of Defense to track missiles and locate 
targets. During times of perceived threat to national 
security, the Pentagon can scramble the CPS signal 
through a manoeuvre called "selective availability," 
which entails the willful degradation of signal accuracy 
by clock dithering and the introduction of calculated 
errors into satellite trajectories. Paul Virilio describes 
this deceitful combination of self-sabotage and self
protection in The Art of the Motor: 

In the case of a declaration of war against the 
United States, the Pentagon automatically reserves 
the right to tamper with what amounts to a "Public 

Service" by falsifying indications of proximity in 
order to guarantee the operational superiority of 
its armed forces! 1 

The U.S. government also controls the "drift" of all 
the satellites. For surveillance purposes, the satellites 
can be instructed from the main control station to clus
ter over a site to gather information and fix on a target. 
Both "drifting" and "selective availability" can be 
controlled by Differential CPS, a technique for 
improving the accuracy of a satellite-based radio navi
gation system by measuring and transmitting the error 
between the known position and the measured position 
to users of the same radio navigation system (aircraft 
for example) in the area. DCPS can articulate points to 
the centimetre by calculating the difference between a 
stationary receiver and the moving receiver. Accuracy 
in determining location is a primary concern for CPS 
users, and real-time DCPS promises to hilfill the most 
exacting requirements for surveillance and determining 
location well into the next century. 

Long-range satellite technologies and the introduc
tion of CPS challenges traditional definitions of naviga
tion, specifically with regard to location, timing and 
tracking. Like a huge invisible interactive map of 
networked information that blankets the entire globe, 
the Navstar satellites create a topographic envelope 
that choreographs points, lines and planes in real time. 
Now the representation of topography is defined by a 
moving, shifting ground visualized with numerical data 
rather than image information. Cartography has 
evolved from a two-dimensional system of representa
tion of the visible for documenting the physical land
scape to a four-dimensional invisible feedback system 
for surveilling an exhausted physical topography. 

NEW DIRECTIONS 

CPS locating and positioning information is currently 
being applied to the construction of computer gener-

ated landscapes and virtual environments. A virtual 
environment is a space without gravity, where all 
logic and reason based on an understanding of the 
physical world no longer apply. Virtual space is a 
place of pure disorientation where traditional codes 
and systems of knowledge and experience fail. 
Drifting 11,000 kilometers above the earth, CPS not 
only supplies digital data for conjuring virtual envi
ronments, it offers valuable insights into the processes 
of mapping and inhabiting virtual space. In this new 
cartography of invisible information, the user is able 
to track a path in a space that is constantly shifting 
and constantly moving. 

CPS-based cartography feeds a virtual system that 
is no longer a static, transparent information surface of 
measurement for representing physical spaces, lying on 
top of the landscape as a cartographic simulation; it is a 
map of abstract data. CPS provides a new system 
enabling one to track and draw new maps with satel
lites, to redefine one's location and to bridge the gap 
between real places and imagined spaces of representa
tion. An important shift has been made from the 
historical means of locating oneself geographically 
through triangulation through visible reference points 
to an invisible network of satellites producing a 
constant stream of digital feeds. 

Nicolas DeCusa's great mechanical wheels orches
trating the movements of the heavens have been 
replaced by the wheels of artificial satellites reAecting 
digital maps of our own position from the heavens. We 
are looking out to the sky to look back at ourselves. 

Note 

t. Paul Virilio, The Art of tl,e Motor, University of 
Minnesota Press, t 995, p. 156. 

Andrea Wollensak is an artist working in new media. She is 
currently an Assistant Professor of Art and a Fellow at the Center 
for Arts and Technology at Connecticut College. 
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La Grande spillway: eight satellite views overlooking the James Bay horizon 

I am standing on a bridge overlooking the crackled surface of a frozen reser

voir in the James Bay Cree territory. It is close to the end of winter, spring thaw 

is approaching, and the wind still bites as it pushes against the surface of my 

face. Next to me is Robert Ottereyes, a Cree from James Bay, and we are look

ing towards the horizon as he describes some history of the area. He mentions 

that at one time there were several communities, summer camps, traplines and 

burial grounds situated along the banks of a once raging river named Chisasibi 

(Big River), also known as La Grande Riviere. These places still exist for him, 

but they are situated at the bottom of a vast container of water which is now 

labeled "LC-2/HQ" (La Crande-2/Hydro Quebec). I have a hard time accepting 

this fact as his words hang frozen in the air. 

Situated behind us is a spillway which is a release valve for the dam that 

holds the water of this seemingly bottomless reservoir. On an information panel 

next to us is a diagram that illustrates a comparison of this hydroelectric dam 

to the largest Egyptian pyramid, and from a distance the spillway seems to 

resemble the Creek Parthenon. These comparative analogies become ironic 

references to architectural structures that symbolize the waning of one civilization 

succumbing to another. "LC-2/HQ" transcends itself, in my mind, to becoming 

a signifier for a technological tomb of monumental size. 

Upon my return to Montreal, when I started printing these photos of James 

Bay, I couldn't help but implicate myself into the "larger scheme of things." The 

blind source of electricity that was imperative to making the photographic prints 

had been so easily taken for granted. I think of the electrical power and tech

nology that it takes to make a single photograph, to make a camera, aluminum, 

plastic, or to simply shine a light so that we are able to see in the dark. The 

immense personal power that it would take to unlearn the dependancy that we 

have instilled in ourselves in order to keep ourselves "happy." Every print I make 

now has incredible connotations, and I cannot escape their impact. The weight 

of it all (like the reservoir) is overwhelming, and it follows me wherever I go. 

When I think back to the stories that Ottereyes was sharing, I get a sense that 

they were not to evoke a nostalgic longing for an unattainable past, but were 

more of a distress signal to raise concern for the reality of today. 

DELIRIUMDECREASEJ AMESBAYANCES TRY 



Ingrid Bachmann A PORTRAIT IN THREE PARTS 

by Lorraine Oades 

Participant in Talking Walls, Ingrid Bachmann, 1996. 

20 

Ingrid Bachmann was born iii"a trailer park outside of Alymer, in 

Southern Ontario. Raised on a diet of TV dinners, Alphagetti and 

Oprah, her parenls have the dubious distinclion of being voted for two 

conserntive years "King and O11een of the Wheels" by Trailer Life 

Magazine. Ingrid attributes her organizational skill, delusions of 

grandeur, and aversion to lime green polyester double knit to this 

upbringing. 1 

This humorous synopsis is taken from a list of five short biogra

phies written by Ingrid Bachmann. In these biographies 

Bachmann is simultaneously a freaky giant, born in 

Herzegovina, kidnapped at birth, named after a famous 

Swedish film actress and believed to be Julie Andrews in 

another lifetime. At the bottom of the list the reader is asked to 

take their pick. 

Bachmann effectively uses humour to subvert the institu

tional function of an artist's biography and frustrate a typical art 

historical reading where mythologies of artistic genius are often 

conAated with conceptions of an artist's life in relation to her or 

his art production. These biographies put into question larger 

issues relating to social behaviour and expand upon complex 

notions of identity formation. 

The fictive/performative style employed in these biogra

phies parallel similar strategies utilized within her installation 

practice. Bachman n's installations provide the viewer with an 

opportunity to publicly try on roles otherwise not available to 

them. Although her work embraces conventional notions of 

performance in relation to theatre and performance art, the real 

performativity lies in its ability to displace systems of authority 

by opening up spaces whereby viewers are invited to engage 

actively with the work, effectively altering its meaning. 

The carnivalesque nature of Bachmann's biographies disrupt 

notions of normality, while the self-reAexive directive "Take 

your pick" further implicates the viewer. As viewers, we are 

prompted to extend the parameters of our own identity in ways 

that could fall outside socially sanctioned conventions. The 

performative question truly being asked is not so much "Are 

these biographies true?" but rather "Why do they seem unusual 

in the first place?" It is interesting to note that while these 

biographies relay a series of unusual and conAicting life stories, 

they are effective because they are grounded in events not 

completely fictional. 

.. 

Part I 
Berlin 

(berlin stories) 

All of us quickly hid behind trees, pressing our bodies closely to the 

trunks, trying to contain any loose, recalcitrant piece of clothing that 

might give away our presence, trying not to breathe, as if our breath 

were audible to the soldiers in the trucks. 2 

A ircular slide of the Brandenberg Cate (circa 1962) is 

projected against a gallery wall. The slide is inverted. 

Four audio tracks of a woman's voice quietly fill the 

room. Two small monitors are embedded in another wall. On 

one of the monitors is an extreme close-up of a soldier's mouth 

forcefully uttering words we cannot hear. On the other, a mass 

of soldiers blend into one another to form an enormous pulsat

ing wave. Further down in the gallery a small figurine turns 

continuously on a rotating platform. Her moving shadow graces 

the inverted projection of the Brandenberg Cate. She is impli

cated by the shadow she casts, as is the viewer who may 

mistake this shadow for her own. 

Silence is a recurring motif in her/in stories( 1993). Recorded 

fragments reveal details of an unknown woman's struggle to 

survive while attempting to Aee Berlin during World War II. In 

order to hear the recordings we must go up to each speaker 

individually. An intimacy is evoked by this proximity. The 

Aipped image of the Brandenberg Cate is a subtle but important 

detail. This mirror-like reversal symbolically positions us 

outside events, emphasizing a reAective subject positioning. 

The media-based technologies reinforce a sense of transitori

ness or slippage in time. The implications of this story are more 

difficult to grasp than we may initially realize. 

While her/in stories constructs a picture of one woman's strug

gle to survive during the holocaust, it does so in an effort to 

understand the significance of these events from the viewpoint 

of a first-generation Canadian, of German descent, after the 

war. Another type of silence has occurred here; the silence of a 

young girl growing up in Canada attempting to deal with the 

implications of her nationality. This kind of silence has been 

shared by many minority groups living in Canada during the 

'60s. One of the questions Bachmann posits, however quietly, is 

a question that affects all of us: how do we come to terms with 

events we are connected to by circumstances over which we 

have had no control? Who is responsible? 

PROFILE 
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Part II 
Montreal 

(Talking Walls) 

When I arrive at the gallery it is shortly after 

5 :00 PM. Although the opening began just one 

hour ago, the gallery is already crowded as is the 

adjoining office area, which doubles as bar and milling ground 

during the oernissages. The feeling is energetic. It is the first 

opening of the New Year and many people have just returned 

from various forms of holiday celebrations. The room is 

buzzing with conversation as groups of people form and 

reform, friends and acquaintances happy to see one another 

again now that the pressure of the holiday season has 

subsided. 

After surveying the opening scene I go to the gallery to 

look at the exhibition. Entering this large area, painted almost 

completely black for the installation, I am struck by the trans

formation that has taken place in such a short time. The room 

has gone from a subdued, reAective environment to a chaotic 

mass of marks and lines. My gaze moves across the space to 

regard the normally well-mannered gallery-goer energetically 

marking the surface of the room with white and yellow chalk. 

Fascinated, I watch this scene. The people engaged in this 

activity are completely absorbed in what they are doing. Their 

interventions feel singular in nature, removed from the larger 

dialogue originally constructed by Bachmann, and from one 

another. The variety of marks which adorn the walls instantly 

remind me of graffiti. Much of the drawing is crudely done and 

feels aggressive. The writing seems superficial and even cliche. 

A curious self-confidence is shown by these mark-makers. lt 

reminds me of young children drawing in colouring books, 

enthusiastically scribbling on the page without inhibition or 

concern for boundaries. I think of the authoritarian stance a 

gallery structure can impose and the mystique that often 

shrouds the art object. I think of my own shyness, my inability 

to perform spontaneously within this public sphere. I think of 

the philosopher Heraclitus and the implications of his cynical 

remark: 

The opinions of most people are like 

the playthings of infants. 3 

I decide to withhold judgment. 
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Demos 

ln Talking Walls Dialogue, Ingrid and Plato, Ingrid Bachmann trans

forms the gallery site into a giant walk-in blackboard and 

invites the viewer to participate. In this "tongue in cheek 

discussion" Bachmann addresses Plato as she would a peer, 

simultaneously disrupting temporal, hierarchical and gender 

boundaries. Bachmann duplicates the conversational manner of 

the Socratic dialogues by giving Plato the Aoor, mirroring 

his(toric) premises through the exhibition context and the 

discursive elements she uses. 

Bachmann "rethinks the gallery site as a forum for ideas."4 

The performative nature of this exhibition subverts traditional 

notions of the art object as a tangible, collectable item which 

appreciates in time. Objects that do appear are minimal. Three 

white ladders distributed throughout the space provide access 

to the upper regions of the gallery walls. Giant chalk cast in 

plaster are placed about the room, as is regular chalk, which 

suspends from lines that hang from the ceiling. A white bicycle 

rests against a gallery wall. The viewer is invited to cycle 

through the gallery. Along with fulfilling an immediate utilitar

ian function, these objects act as metaphors for transcendence 

and restriction. 

While Bachmann opens up a space that extends the agency 

of the gallery viewer, she also imposes and alludes to restric

tions in a number of ways. Key texts (which, incidentally, are 

the only writings produced in a permanent material) are painted 

onto the gallery ceiling, Aoor and walls. Polis-Demos-If-Then 

and Therefore-succinctly sum up foundational principles of 

Western philosophy and science. These texts, written iT) large 

computer-generated fonts, contrast sharply with the transitory 

nature of the smaller handwritten elements that fill the space. 

We lioe on writing and erasure, also inscribed in large computer

generated fonts on the gallery ceiling, is perhaps a subjective 

response to these axioms that define and regulate culture. 

The most recent addition to this installation work, previ

ously exhibited at The New Callery in Calgary, Eastern Edge in 

Newfoundland, and Art in General in New York, further 

personifies this dialectic of transcendence and restriction. A 

large drawing machine powered by the human body is installed 

at the back of the gallery. This machine, made at The Fabric 

Workshop in Philadelphia, consists of two wing-like arm exten

sions designed to fit into the area where it is installed. The 

extensions have chalk fastened at each end and a series of 

pulleys attached along the length of both arms. As the viewer 

climbs into the machine and moves their arms in the backward 

and forward motion restricted by it, semi-circular tracings of 

white chalk mark the two adjacent gallery walls while trails of 

white dust line the front wall at regular intervals. 

Like a cardiograph following the rhythm of the heart these 

chalky traces transcribe the gesture of the machine. The wing

like quality of this apparatus references ascendance and scientific 

innovation and alludes to restrictions imposed by technological 

intervention. Although the arm extensions give us access to a 

form of mark-making that extends the capacity of the human 

body, it distances us from a direct sensory experience and 

reduces our efficacy to that of simply propelling the machine. 

We live on writing and erasure. 

The day after the om1issage I talk with Ingrid on the telephone. 

She tells me that she found the opening difficult and has spent 

much of the day with gallery staff erasing many of the marks. 

She is uncertain of the repercussions of this act. After opening 

up the gallery space in an act of inclusiveness, what does it 

mean to now erase these voices? We talk about censorship. We 

talk about the nature of a dialogue and the responsibility of a 

speaker within an exchange. I suggest that this erasure is an 

extension of the dialogue and opens up a space that allows it to 

continue. 

Our conversation takes an interesting turn. Ingrid tells me 

of her day with Sue Schnee and Doina Adam and the sense of 

relief they share in erasing much of the marks and writings. 

Both tell Ingrid of interventions that upset them during the 

opening and how they were unable to address the person 

making them. They speak of their inability to act and how it is 

reAected in situations outside the gallery. They make a pact 

with one another that they will do so in the future. 
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Polis 

For most people in the west, the chalkboard or blackboard 

has associations to authority and socially sanctioned or 

conditioned knowledge. But interestingly, it also provides a 

surface which can continually be written, erased, and re

written, much in the same manner as our public histories as 

well as our p'ersonal histories are constantly being rewritten. 

fogrid Bacln11ann, 

Talking Walls Dialogue, Ingrid and Plato5 

The two most prominent characteristics of a blackboard are its 

associations with pedagogy and its imminent erasability. 

Information inscribed on a blackboard is always transitory. This 

Auidity offers the prospect of continual evolution and renewal. 

In this exhibition, Bachmann makes connections between the 

technology of the blackboard and the information highway. The 

l~ternet parallels a blackboard as a support system which carries 

and relays information. One can imagine the void of cyberspace 

being reAected in the blackness of the board. Information on the 

net piles up: an intangible accumulation, disembodied from our 

physical selves. Encoded electronic impulses translate through 

the machine, rebounding off our bodies as we sort through this 

seemingly infinite access to information. 
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The Internet, like the blackboard, provides a continuously 

changing surface that lives in the perpetual present. Bachman n's 

three-dimensional blackened space, almost completely devoid 

of colour and materiality, could be thought of as a late twenti

eth century mirror to Plato's imaginary cave: a shadowy world 

of ideas disembodied from the physical realm. 

A week and a half later I return to the gallery. I wonder how the 

space will feel now that much has been erased. I remember the 

party-like atmosphere of the vernissage and am certain now the 

gallery is quiet the contributions will be more reflective. 

The smell of chalk dust fills my lungs as I enter the gallery. 

Alone in the room, I am struck by the peaceful contrast to the 

opening day's activities. There is a ghostly feeling here. I am 
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surprised to find the gallery walls already quite full. How many 

people have been here over the last week and a half? After 

taking in the general feeling of the room I look for Ingrid's orig

inal drawings. The large line drawing, following a Muybridge 

photographic study of a male nude somersaulting through 

space, is barely discernible. The series of hands gesturing, 

modeled after Renaissance paintings and a sign language 

system, remain quite prominent and have been added to in 

humorous and slightly predictable ways. A sea creature, resem

bling a human brain, floats amidst a sea of graffiti. A monkey, 

sitting discreetly under the outside periphery of a large chalk

board frame (a chalkboard within a chalkboard), rests relatively 

undisturbed. She looks out at us, quiet and innocuous in a funny 

way. Of all the drawings Ingrid originally made, this is the one I 

find to be the most enigmatic. It subtly disrupts the intentions 

of the other elements that refer to science and the rational. 

allegory of the cave 

Plato believed reality was divided into two distinct regions: the 

world of the senses and the world of ideas. He likened the 

sensory world to living in a cave. Being bound by chains we see 

only into the back of the cave. Sunlight enters through the 

mouth of the cave and projects shadows onto its walls. Since we 

have no knowledge of the world beyond the limits of our 

sensory perception, we mistakenly believe the shadows to be 

the real world we cannot see. 

In this allegory Plato separates the realm of the body from 

intellect and reason. For Plato, it is only through the light of 

reason that we can free ourselves from the bondage of igno

rance personified by sensory experience. 

I return to the gallery for a third and final time with pen and 

paper in hand. By now the gallery floor is completely covered in 

white dust. Once again I look for Ingrid's drawings. Although 

they are still intact they are difficult to distinguish from the rest 

of the exhibition. The monkey continues to quietly look out 

into the gallery space. The series of hands gesturing remain 

relatively unchanged. I walk to the back of the gallery where 

the drawing machine is installed. A drawing of a teapot pouring 

tea into a cup has been here since the opening. I wonder who 

made this drawing. I admire their facility. This drawing so 

modestly sums up many of the ideas in this exhibition. It makes 

me think of people drinking tea together and talking, the 

subtleties of the act of sharing, the transference of knowledge 

from one body to another. 

Walking around the gallery, I notice most of the contribu

tions are text. Most people in the West seem to have much more 

facility writing than drawing. Overwhelmed by the quantity of 

marks and writings I am not sure where to begin. After a few 

moments one of the texts catches my eye, "Wolfgang Krol, Lorraine 

Oades, Vita Plume and Naomi London students' were here." I am touched 

to read my name and wonder which of my students wrote it. 

Again I am reminded of graffiti, but this time of its power to 

claim territory. I begin to read more of the texts: "A candle loses 

none of its light by lighting another candle," "ligne de vie ligne defolie," "a 

cow, not understanding traffic will cross an intersection as soon as it gets to 

it," "If reality and appearance were the same we would not need science. Plato." 

The philosophical underpinning of these texts becomes clearer. 

Information, like humanity, cannot exist apart from the 

embodiment that brings it into being as a material entity in 

the world; and embodiment is always instantiated, local, 

and specific. Embodiment can be destroyed but it cannot be 

replicated. Once the specific form constituting it is gone, no 

amount of massaging data will bring it back. This observa

tion is as true of the planet as it is of an individual life-form. 

N. Katherine Hayles 

"Virtual Bodies, Flickering Signifiers"6 

It's 2: 15 PM. Although Ingrid's opening doesn't begin until 

4:00 PM, I arrive early to bring her flowers. Already there is an 

energetic feeling in the gallery. Oboro is locally famous for its 

generous spreads at openings and Ingrid's is no exception. 

Caterers are busily chopping and laying out food in the large 

office area where people will congregate throughout the 

evening. Ingrid and Nicki Forest, who has been helping install 

the exhibition, are in the main gallery. Nicki is videotaping the 

installation. The room is serene. The care with which Ingrid has 

constructed this work is immediately apparent. The blackness of 

the room is inviting. The placement of the chalk drawings is 

spatially well-considered. Walking around the room I make a 

mental inventory of the elements drawn on the walls and floor 

and begin to make sense of them. There are a number of direct 

references to science: a quantum equation is written on the back 

wall; a large study of a brain copied from a drawing by Leonardo 

DaVinci is drawn on the floor; the words IF and THEN are writ

ten in three-foot letters on two of the gallery walls; the symbol 

for THEREFORE is placed on the floor. On the walls next to the 

entrance are two texts handwritten by Ingrid. One is her artist 

statement, the other is an address to Plato: 

When I speak the muscles in my mouth and throat 

have a memory of the words spoken. 

My ears retain an aural memory of the words heard. 

When I reach for the mouse at my computer my hand 

remembers the gesture. 

Ingrid and I talk for a while about the exhibition. There is a 

curious combination of constraint and invitation at play in the 

work. I notice the chalk lines that hang from the gallery ceiling. 

One by one I take hold of a line and walk to the closest wall. 

Each time I am amazed by the minimal amount of room this 

device allows for the viewer to participate. It is approximately 

10 inches square. I think about my own shyness in public 

spaces. I wonder if anyone will intervene. 
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Part III 
Chicago 

(Knit One, Swim 2) 

Engaging the viewer in an overwhelming bodily encounter 

with a gigantic pair of knitting needles, the action invoked 

is translated into many tangential responses. 

loan Livingstone, Anne Wilsof1, The Presence of Touch 7 

In poststructuralism, language is no longer seen as a system of 

signs which simply reflect inward experience, but rather as a 

complicated symbiotic web through which individuals are 

shaped. Two dimensions of language located by Saussure in 

structural linguistics are concretely articulated in his analysis of 

"langue" in monetary systems. "A given coin must be exchange

able against a real good of some value, while on the other hand 

it must be possible to relate it to all the other terms in the 

monetary system." 8 While these distinctly autonomous yet 

interlinking dimensions are both seen as having an important 

value function, the interrelated terms belonging to the larger 

structural system come to dominate the immediate value func

tion implied by the individual elements. 

The principals of "langue" allocated by Saussure to systems 

of monetary exchange are equally applicable to technology. 

Unlike the "langue" of monetary exchange, the terms or systems 

internal to technology have no direct relational correspon

dence, but function in ways that are analogous to one another. 

Nonetheless, the same formula occurs. The value allocated to 

the initial functional dimension, where a particular tool can be 

seen to perform a given task, becomes absorbed into the larger 

structural apparatus to which it remains attached, but whose 

function is ultimately different. 

Knit One, Swim 2 is a recent interactive work included in "The 

Presence of Touch," an exhibition of eight European and 

Canadian artists curated by Joan Livingstone and Anne Wilson 

at The School of the Art Institute of Chicago. In this installa

tion Bachmann continues to explore the relationship between 

the body and technology, expanding upon the simple mechani

cal system she developed earlier in the drawing machine exhib

ited in ''Talking Walls." In this work two fourteen-foot aluminum 

knitting needles are connected through a series of pulleys, guide 

wires, and potentiometers to a computer animation program. 

When the needles are manipulated an animation sequence of a 

swimmer appears on a computer screen situated directly in front 

of them. The speed and duration of the sequence is controlled 
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by the viewer through their interaction with the needles. 

Outside the gallery four large cylinders of water move up and 

down in a section of the window. These cylinders play an 

important role in completing a circuit connecting the viewer 

and the installation elements. 

Connotations indicative of knitting are abruptly altered in 

this work. Normally associated with a quiet and productive 

domestic activity, these needles take on sinister characteristics. 

The awkward action required to move them emphasizes a lack 

of dexterity or control by the viewer. Their sharp points 

suspend menacingly close to the computer screen. The giant 

knitting needles subsume the viewer the way language is seen to 

subsume the individual in poststructural theory. Transformed 

into powerful instruments, their agency is amplified well 

beyond their initial use value. Disassociated from their original 

purpose, their ultimate function remains uncertain. 

While this work continues previous investigations relating 

women's craft, technology and the body, such as Fault Lines, a 

collaborative work produced with Montreal artist Barbara 

Layne, it evokes a number of unexpected associations. The 

giant knitting needles, the swimmer and the cylinders function 

in an incongruent manner reminiscent of a dream sequence. 

All of these elements can be seen as archetypal dream images, 

particularly the swimmer which is literally the focus of this 

work. 

In an essay entitled ''Traumatic Awakenings," 9 Cathy Caruth 

describes dreaming as a process that allows the dreamer to 

reconstruct traumatic-events they were incapable of fully 
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perceiving as they occurred. For Caruth these events are 

grasped intermittently through a series of flashbacks, night

mares and dreams. While Bachmann's installation is not specifi

cally related to trauma, it pivots on a disjunction of cause and 

effect related to the viewer through a form of belatedness. 

The exhibition space at the Art Institute has two large 

window areas where Bachman n's work is installed. Bachmann 

utilizes these windows to frame her work, emphasizing its 

theatricality and underlining concerns related to spectatorship. 

The spectator can look in and, to a certain extent, observe the 

goings-on of the gallery from a safe distance. What this viewer 

sees are four large cylinders filled with blue water that mysteri

ously move up and down in the window area. The viewer inside 

the gallery is unaware of this movement and the direct effect 

they may be having on the cylinders, which move in tandem 

with the image of the swimmer when the large knitting needles 

are manipulated. 

In Performativity and Performance Andrew Parker and Eve 

Kosofsky Sedgwick speak of the effectiveness of a performative 

utterance being reliant upon a "third person plural, a 'they' of 

witness-whether or not literally present." 10 Throughout 

Bachman n's artistic practice the recurring notion of witness is 

invoked by the viewer of the viewer. The first viewer is collabo

ratively engaged in the construction of the installation, while 

the second, "whether or not literally present," watches. Both 

positions are fluid and can be fulfilled by the same person at 

different times. Having independent yet crucial roles in 

constructing the meaning of the work, each plays a performative 

role that is received by a fourth and final position, the viewer 

who watches the viewer view (an overview). The final position, 

which is not the most necessary, might be the most important. 

The type of viewer fragmentation that recurs in Bachmann's 

work is synonymous with dream sequences, where aspects of the 

psyche are allocated to multiple characters in the dream; and is 

central to poststructural theory, where the individual is seen as 

socially constructed, relational and non-unified. 

The relationship between knitting needles, the swimmer 

and the large cylinders of water may at first confound the 

viewer. The sequential series of events set into motion by them 

is in fact nonsensical. Some of the immediate associations 

implied by the elements may at first surprise us. The image of 

the computerized swimmer is alluring and personal, while the 

knitting needles are imposing and difficult to control. It is inter

esting to note that it is the computer image, and not the knit

ting needles, that seems to allow the greatest potential for 

human interaction and agency. The computerized image of the 

swimmer encourages an associative reading of the installation. 

Cognitive association, common to dream processes, might 

provide us with a clue for interacting with systems of technol

ogy in ways that, at least temporarily, deflect the totalizing 

effects intrinsic to them. 

Bachmann interrupts highly stratified art structures by chal

lenging the viewer to consciously participate in the production 

of an artwork. Her practice shares the belief that anyone can be 

an artist in the tradition of another artist of German descent, 

Joseph Beuys. This belief extends beyond the realm of cultural 

production and is indicative of an attitude that is genuinely 

inclusive. Generosity and intelligence are the mainstays of 

Bachmann's art practice. 

The disjunction of cause and effect set up in Knit One, Swim 2 

is apparent throughout Bachmann's work and corresponds 

directly to structural laws that govern technology and human 

interaction. This fracture suggests a systemic inability to 

perceive our actions as they occur. The rift is further intensified 

by traumatic events. berlin stories signals a catastrophic outcome. 

In Knit One, Swim 2 a series of incongruent signs are brought 

together through a simple mechanical system, to which all the 

individual elements are physically attached. We can begin to 

make sense of these elements, the knitting needles, the water, 

the swimmer, if we connect them associatively and if we pay 

attention to the complex systems to which they are attached. 

I is a freaky giant! I is a nice and jumbly giant. I is the only 

nice and jumbly giant in giant country. I eat rotsome snoz

zcumbers and drink delumptious fizzy frobscottle and is 

make whizpopers only sometimes. 

Words is oh such a twitch-tickling problem to me all my 

life. So you must simply try to be patient and stop squib

bling. As 1 am telling you before, I know exactly what words 

1 am wanting to say, but somehow or other they is always 

getting sqyiff-squiddled around. 1 is all a stutter. 11 
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BABYLON 
The McMichael Canadian Art Collection has 
become the subject of controversy in a recent 
battle between the original founders of the 
gallery and the current administration of the 
collection. In 1965, Robert and Signe 
McMichael donated their collection of almost 
200 works of art by the Group of Seven and 
their contemporaries to the Ontario govern
ment with intentions of creating an institution 
dedicated to collecting and exhibiting 
Canadian art. Since then, up to $30 million 
from the provincial governent plus millions 
more from the federal goverment and private 
sector has been invested into the development 
of the facility and its collection, establishing 
the largest and most popular showcase of 
Canadian art. 

Robert McMichael has remained involved 
in the Art Collection, as a paid director until 
1981, and since then, he and Signe have con
tinued as voting members on the board of 
trustees. His recent decision to sue the Ontario 
government for breach of his 1965 mandate 
was initiated by his sentiments around several 
works in the contemporary collection-works 
that he believed "mocked the values that gave 
rise to the collection." In particular, he found 
the outdoor installation called BABYLON by 
John McEwen and several works by contempo
rary First Nations artists to be offensive. His 
legal action resulted in a court case, and on 
November 15, 1996, Mr. Justice Peter Grossi of 
the Ontario Court's General Division rendered 
a decision in his favour. 

Great debate around this case was played 
out in the media, and many questions have 
been raised with regard to the far-reaching 
impact, not only on the McMichael Collection, 
which may have to de-accession some 3000 
works of art, but on contemporary art and art 
institutions across the country. Efforts are 
being made to overturn the judge's ruling 
since the Ontario government is appealing the 
case. 

The following texts were solicited by FUSE 
as responses from some artists affected by 
this debate. Gerald McMaster and John 
McEwen both have artworks in the McMichael 
Collection that were represented in the media 
as the straws that broke the camel's back. 
Shelley Niro also has work in the collection, 
and both Andy Fabo and Stephen Andrews 
were residents at the McMichael Gallery for 
Day Without Art, a part of progressive pro
gramming that is now jeopardized by the court 
decision. Lisa Steele's text is excerpted from 
her contribution to a press conference organ
ized by the Toronto art community immediately 
following the judge's decision. 

BABYLON and the Tower of Babel was commissioned by the McMichael as a 
site-specific temporary work in the fall of 1991 and was donated to the collec
tion in 1993. 
I chose the word BABYLON because of the impact the following had on me in 
1974. At that point I had been living exclusively in the country for two years. 

BABYLON-from the "rivers of Babylon" by the Melodians 

BABYLON-from the film Harder they Come 

BABYLON-from Psalm 137 

BABYLON-a seminal example of the cultural jet stream 

BABYLON is an intersection of cultural experience. It is about language and lan
guage represents our presence in the landscape. The art work is also about ani
mals and nature and a pause from language. It is this duality that became the 
McMichael's dilemma. The addition of a small bronze cast satellite dish to the 
single standing wolf, as planned, became their last straw. -John McEwen 

Above: Babylon and The Tower a{ Babel, John McEwen, 1991, sculpture. Collection of McMichael 

Canadian Art Collection, Kleinburg. Photos courtesy of the artist. 

A Rambling Fireside Commentary on 
the Seven Dukes of Kleinberg 

by Andy Fabo 

Hurled into the white vortex of a Canadian snow 

squall on the way to the McMichael Canadian 

Art Collection, huge three-dimensional letters of 

rusted steel appeared to us in rapid succession as 

we drove down the road toward the gallery. A metal 

silhouette of a wolf stood alongside one letter and a 

giant iron jug was overturned on the top of the last 

letter. These letters, emerging from the storm, 

spelled out the word B-A-B-Y-L-O-N. 

The attempts of the board of 
trustees of the McMichael 
Canadian Art Collection to turn 
the gallery into something it 
was never meant to be is both 
shameful and demeaning .... 

In the late '70s, I worked at the Loranger 

Gallery on Bloor Street with George Loranger 

who lived up to the cliche of the apparent misan

thrope with the heart of gold beneath his blustery 

fa9ade. He had the most hilariously wicked 

tongue and could easily out-Frank today's Frank 

magazine in his vicious quips about his many rich 

and powerful clients. At the time I worked for him, 

George had already been in the business for a 

decade and a half, and he seemed to know Whatever could that mean? Why would the 

name of an ancient Mesopotamian capital be 

enshrined at the gates of the gallery that supposedly 

contains the quintessential collection of Canadian 

art? It was this sculptural installation that spurred 

the original philanthropists, the McMichaels, to take 

legal action against the gallery, feeling that John 

McEwen's work was critical of their life project. The 

What we are seeing on the 
forested banks of the Humber absolutely everyone of any importance in the 

River is an example of curatorial establishment art world. So, he was able to 

· b "Id" survive the merciless market of the '70s by work-emp1re-u1 mg .... 
-Pierre Berton, The Globe and 

ing his back room. George knew how to hook up 

Lord Thompson with a Krieghoff, or one of the 

Mail, Letter to the Editor, 
December 12, 1996. 

Bronfmans with a Bacon. 

The reason I bring George up is because I 

witnessed an event in his gallery that brought apparent aim of their collection was to identify the 

work of the Group of Seven as so central to Canadian modernism that 

it would cast a heavy shadow over all Canadian art to follow. 

The Babylonian empire has had an undeserving bad rap in Judeo

Christian culture. As one of the first urbanized societies, it developed 

a sophisticated system of law and government, reflected by the 

Hammurabi code. However, in the constantly shifting gee-political 

sands of the antique Middle Eastern world, the Old Testament Jews 

came to be conquered by the Babylonians. Fearing their eventual 

assimilation with their conquerors, the leaders of the Israelites 

mounted a campaign of vilification against Babylonia, portraying it as a 

supremely evil empire, morally corrupt to the core. This demonization 

continues even in today's popular culture, with Babylon frequently 

denigrated as the embodiment of evil as in Rastafarian-inspired 

reggae music. 

Admittedly, McEwen's sculptural installation can not clarify this 

tangled history of meanings. The obvious interpretation is an ecologi

cal one that implies urbanized society is an evil force destroying 

nature. But, since Babylon has come to symbolize immortality (particu

larly sins of a sexual nature), the sculpture leaves room for mis

interpretation, however it is a handsome installation that cleverly 

tackles the formal problems of the driveway entrance to the 

McMichael Collection. I prefer to enjoy it on a visual level and take my 

own humbling message from the reference to Babylon: Empires rise 

and fall, just as individuals come and go. 

* * * 
Coming from western Canada, I was never effectively indoctrinated 

into the cult of the Group of Seven. It was the social satire of the 

cosmopolitan Calgarian painter Maxwell Bates that held me in sway. 

Trained as an architect, Bates spent a decade in Europe until World 

War II broke out. He enlisted in England and returned to his hometown 

after the war, taking a brief hiatus from the West in 1950 to study with 

Max Beckman at the Brooklyn Museum. Back in Calgary he poked fun 

at the local culturati in a series of saucy expressionist paintings of cock

tail parties. As for landscapes, I looked to Emily Carr, Bud Kerr or the 

woodcuts of Walter Phillips for inspiration. High school art history had 

given me a sense of the pre-eminence of the Dukes of Kleinberg in 

Ontario but it wasn't until I moved to Toronto that I realized how 

fetishized the Group was in Upper Canada. 

home to me the power of the Kleinberg Seven. One was an exhibition 

by the son of one member of the group. He had adopted his mother's 

maiden name and protested that he would never ever use his father's 

name to further his own career. Of course, the father's name was 

slipped into every press release, as well as his conversations with 

collectors and curators. Astute as George was about the Canadian art 

scene, he felt he could use the artistic lineage to sell some of this 

artist's tame northern landscapes. However George was in a panic 

when the artist-in-question delivered an exhibition that little resembled 

the cool Arctic landscapes that he had anticipated. The Son-of-Seven 

had changed styles and the new works looked gaudy and mass

produced. George was despondent that an exhibition of such kitsch 

might ruin his reputation. However, the Emperor's New Clothing 

prevailed and a respectable number of the paintings sold. I overheard 

no catty comments at the opening, and there were no negative reviews. 

The power of the Group of Seven gave credibility to a hideous suite of 

paintings. 

Recently I witnessed another incident that reminded me of the 

stranglehold of the Dukes of Kleinberg. I was in a digital printing shop 

on Queen Street having some computer works printed out when a man 

came in to have a postcard by Carmichael scanned and printed as a 

large ink jet image to hang over his couch. It wasn't the obvious copy

right infractions that irked me in this scenario. Rather, it bothered me 

that there we were in the neighbourhood that is home to many of the 

best galleries of contemporary art in Canada and he was getting a 

cheesy reproduction of art that was spawned by a generation long 

gone. He was young, hip and educated and his desire for this image 

seemed to be a pathetic example of the failure of schools and media in 

Cqnada to nurture a sophisticated understanding of visual art. 

* * * 
I was rather shocked by two high-profile Canadian writers, Pierre 

Berton and John Colombo, speaking against the contemporary art 

programme at the McMichael in their letters to the editor of The Globe 

and Mail. Visual art is the poor stepsister to Canadian literature, 

cinema and theatre. Every economic survey shows them at the bottom 

of the cultural heap, and the smallest slice of the pie goes to their 

support. And yet visual artists are supportive of others in the cultural 

sphere. I seem to remember many visual artists turning up for the 
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In my view, the meaning of 
"Canadian art" is defined in the con
text of the Group of Seven and their 
contemporaries and the indigenous 
peoples of Canada, in particular the 
colours, relationship to nature, to 
energy and to uncontrollable forces 
to reflect the expansiveness of their 
wide horizons. 

-Mr. Justice Peter Grossi 

protests that Berton, Colombo and other writers mounted against 
Cole's Bookstores when remaindered U.S. books by Canadian authors 
were being dumped on the Canadian market. Visual artists have been 
generous in donating works to auctions for theatres such as Theatre 
Passe Muraille and Buddies in Bad Times, as well as to various 
medical causes, hostels and emergency lines. This generosity and soli
darity has too often been reciprocated with a savage philistinism 
directed at them from the other arts. 

It is not contemporary art that is encroaching on Berton's home in 
Kleinberg, but suburban sprawl. And contrary to his and Colombo's 
assertions, empire building is not the motivation for expanding the 
contemporary programme at the McMichael. Having met the curatorial 
team and the director during a residency last year, I am assured that 
this is a very earnest, dedicated group with only the interests of 
Canadian art in mind. They work hard at contextualizing the contempo
rary exhibitions within the framework of their larger historical collection, 
but they also know that the shows must be challenging in order to draw 
in an art-educated audience. The Group of Seven's legacy is surely 
strong enough to survive whatever obscure critique viewers of BABY
LON might wrench from McEwen's installation. 

The McMichael Canadian Art Collection is an important place for a 
vital program of up-to-the minute Canadian art. Writers in Canada 
would never tolerate a situation where E. Pauline Johnson and Stephen 
Leacock were the be all and end all in Canadian literature. Similarly, 
visual art professionals should not tolerate a situation where the Group 
of Seven eclipses all subsequent activity (more than fifty years of it!) in 
the public mind. The McMichael is the perfect institution from which to 
challenge the preconceptions of a complacent art-viewing public. 

* * * 
I have one final anecdote to round off my arguments. After the disap
pointing court judgment, the board and administration of the 
McMichael did not retreat into an elite fortress to volley their arguments 
by way of the media. Instead they went the populist route and held an 
open house, inviting the public to air their views at an extended Town 
Hall meeting that was certainly not a strategy of empire builders. 

After hearing articulate voices for and against the court judgment, 
including one young woman, sympathetic to current art, who was 
worried about the environmental impact if the gallery expanded to 
accommodate a growing contemporary programme, I stood up to 
explain how much art had changed since the McMichaels started their 
gallery. I told a tale of two Zacs: Zachery Longboy and Zacharias 
Kunuk, both video artists, both aboriginal; one Chipewyan and one 
Inuit; both working with their cultural heritage and the landscape; two 
very different artists, conceptually and formally. In the beginning, the 
McMichaels had an intuitive sense that aboriginal art dovetailed with 
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their ideas about the Group of Seven. At the time aboriginal art was 
predominantly soapstone sculptures and Inuit prints, artifacts like 
masks and totem poles, and the new style of Woodland paintings 
spawned by Norval Morrisseau. Video had not really entered 
Canadian museums, and the notion of First Nations video artists prob
ably seemed like science fiction to most gallery goers of the '60s. But, 
now some of the most challenging contemporary work is made by 
First Nations video artists, and their tapes and installations have repre
sented Canada in many international film and video programmes, festi
vals and biennials. Both Kunuk and Longboy are engaged with the 
Canadian landscape in an intimate way rarely seen amongst contem
porary Canadian painters. Rhetorically, I asked if it seemed right that a 
court judgment exclude them from this gallery when their work would 
be so illuminating shown next to the Group of Seven? 

As I sat down, I heard a couple of stalwart defenders of the old 
ways at the McMichael whisper to each other, "Indian landscape video
tapes? I never heard of such a thing! I guess that could be art!" ◄ 

On the Subject of Justice, 
Natural or Otherwise 

W hen I returned to the coun
try from an international 

video festival in France in 
December, I was greeted with the 
news that many of the thorniest 
questions facing contemporary 
artists, teachers in art schools and 
curatorial staff across the country 
had been miraculously answered, 
cleared-up, dispensed with, 
"shelved" as it were, in one bril
liant legal opinion. The source of 
this opinion, one Mr. Justice Peter 
Grossi, must surely be granted 
the status of A Living Cultural 
Icon, conferred on so few each 
year, as recognition of his contri
bution to cultural life in Canada. 

There are a couple of points 
that I just can't resolve in this suc
cinct and breathtakingly simple 
definition of Canadian art. I get 
the colour part, but I do wonder 
about all those Canadian photog
raphers who insist on printing in 
black and white, those who have 
been collected and exhibited in 
such an apparently misguided 
fashion by errant Canadian cura
tors throughout the land. And 
what about the "uncontrollable 
forces"? Whose art is that about? 

The reference to the indige
nous peoples of Canada being 
integral to the McMichael collec
tion is clear-and absolutely 
essential-until you start to think 
about actual aboriginal artists, 
many of whom don't paint land-

scapes, like Greg Staats and his 
black and white portraits, or 
Robert Houle and his rather dis
tant relationship to nature, or 
Rebecca Belmore, who definitely 
qualifies as an "uncontrollable 
force" but may destabilize the 
landscape with her cultural cri
tiques so drastically that the sta
tus quo tilts on its axis. 

But today's history was yes
terday's current event. The Art of 
Memory (a title from artist Woody 
Vasulkis) enables us to recall and 
relive through memory, that which 
has been. But not content with 
history as a living membrane that 
allows current, living experience 
to co-exist with the past, Mr. 
Justice Grossi has instead nailed 
the crate shut, and there it will lie, 
entombed and inert, never to be 
re-interpreted, re-imagined or 
breathed upon by the life of 
artists working today, or tomor
row's today if his definition is not 
over-ruled. 

It is important to remember 
that the McMichael Gallery is not 
a private club. It is a publicly 
funded institution. The work of liv
ing artists needs to be a part of 
the McMichael Gallery's collec
tion into perpetuity. Only in this 
manner will the "contemporary" 
nature of the Group of Seven et 
al. continue to live and breathe for 
audiences today and tomorrow. 
-Lisa Steele, December 1996 

A F'-arable 
by Shelley Niro 

I am a painter and a mother. As 
a young artist I learned how to 
incorporate my need to make 
marks and my need to survive. 
During this early period of my 
work I learned basic ceramic 
skills. With these skills I 

painted on items for everyday 
use-cups, ashtrays, teapots 

and bowls. I was a beadworker 
for many years as well. I 
started putting designs on my 

objects and went to pow wows 
and fairs and other places 
where Indians go. Most often I 
was successful In selling this 

artistically correct. Culturally, 
I was contributing to the 

presence of our designs in 
daily life. As I moved from one 

Indian culture to another, I 
made shifts in my approach to 
design. From Woodland floral 
to animal clan symbols; from 
lacrosse sticks to figurative 
images; the more northern, the 
more photo-realist. I started 
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THE SUBJECT OF 
DISPLACEMENT: 

A response to the judicial decision regarding what consti
tutes a work of art that is neither Canadian nor Indian 
enough to be part of the said collection 

by Gerald McMaster 

In the late nineteenth century the American entertainer William F. Cody, alias "Buffalo 
Bill," brought together several aboriginal people, whom he called "his Indians," as part 
of his Wild West Show. These aboriginal people willingly participated, no doubt realizing 
their particular historical circumstances. It was also a chance for them to travel with 
other people to unknown places, to play "Indian." They knew what their benefactor 
wanted and henceforth endured his fifteen years of fame. Though no account exists 
regarding their perspectives on this matter, it is sufficient to say that if they had occasion 
to, this may be what one would have said to a friendly journalist. 

Journalist: We are here in the city of London, where the famed Wild West Show 
is being performed. With me now is one of the actors in the show, an Indian from across 
the United States Border in an area known as Rupert's Land. His name is May ... tay., 
Maytay pooh? I'm sorry how do you pronounce it. 

The Indian: Matapoo! 

Journalist: Ma ... ta ... poo. Is that right? What does that mean? 
The Indian: Close! It means "Side by Side" 
Journalist: Interesting. Can I call you Mr. Side? 
Mr. Side: Whatever! 

Journalist: What's it like being part of this show? 
Mr. Side: The food is different. When we thought they were 

serving us buffalo, we didn't realize they meant water buffalo. That 
kind of threw us a bit. The pay is okay, but the hours are long. We 
occasionally get out and see the sights. All the young women like 
to meet us after the show. They like to touch our hair. They're 
strange that way. Their men don't like it so much that they hang 
around us. Also, we are hurt a lot because of the tricks we're 
asked to do. For some of us, it's been a few years since we 
attacked stage coaches. We're a bit rusty. And, generally, the 
arenas are too small, which causes some problems when you're 
riding at full speed. But, if I had to do it over again, facing real 
bullets, well. .. Get the point? 

Journalist: Yes, I do. Tell me Mr. Side, how did you come to 
know Buffalo Bill and agree to be part of his show? 

Mr. Side: It was by accident. I was visiting a friend in North 
Dakota and this white man came to the camp and asked if anyone 
was interested in making some money. He said that we could just 
be ourselves. My friend and I looked at each other and chuckled. 
"What's the catch?" I asked. He said that a big white man named 
Cody wanted to put an end to chasing and shooting at us, Indians. 
Instead, he wanted to put us in an exhibition. "What's an exhibi
tion?" asked my friend. The man replied: "Oh, it's like what we've 
been doing to each other all these years; you know, chasing and 
shooting each other. Only this time, it is strictly for fun. All you have 
to do is dress up in your old buckskins, ride horses and pretend to 
shoot the white man. You get paid for it. What do you think?" 

Shoot a white man and be paid for it! Somehow the idea 
seemed too good to be true, yet at the same time it was odd. I 
thought to myself: "We are used to playing war-games amongst 
ourselves. No one gets hurt, perhaps only someone's feelings and pride, but at least we 
live to return the act and brag about it. We all did this to each other; that was however, 
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before the white man came and spoiled it all by using real bullets. Many of our people died 
after that. They kind of spoiled the fun." 

Journalist: So you agreed to join? 
Mr. Side: Yes, we both agreed as did some of the other boys. He said that we'd be 

joined by Indians from other tribes. He thought that maybe there would be about a hundred 
of us. We realize his exhibition would not be so successful without us in it. In fact, we are the 
reason so many curious people came to see the show. Buffalo Bill usually keeps to himself. 
We call him "Mostoos-senow" (translation: "the buffalo guy"). He doesn't much care to hang 
around with us. In front of famous white people he is very different, calling us "his Indians." 
There's no reason for us to complain since we are treated fairly well. However, we miss 
everybody back home. I'm sure they all think that what we are doing is unusual. They didn't 
bother to say anything, as long as we don't come home speaking or acting funny. 

Journalist: You said that Buffalo Bill doesn't hang around with you guys a lot, why do 
you think that's so? 

Mr. Side: First, he doesn't speak any of our languages. We all have to speak English. 
He really isn't interested in who we are. He's much older than all of us anyhow. We have 
our fun with him, though he doesn't know it. Every time he comes by us, he hears us chuck
ling. He's very serious and businesslike. It's important for him that we don't say anything 
bad about him because it will spoil the show. We respect him enough for that. He can be 
pushy. No doubt, it's because this is his show and we should be glad we're in it, instead of 
being back home and doing nothing. At least here he thinks we're doing something and 
keeping out of trouble. 

Journalist: You're not the only people in the show. I hear there are performers from 
other places? 

Mr. Side: That's right. There are white war-soldiers from all over; cowboys: people 
called Mexican, Syrian and Arabian who are very good horse riders. There are men called 
Cossacks, too. Oh yes, there are some white men that play very strange music. One guy 
plays with a drum and the others play with funny looking things that make sounds like a 
flute. They all play at once. No one sings. For us Indians, we would rather sing. That is our 
instrument. All the performers get along though. Sometimes we go out together, but usually 
we stick to our own people. 

Journalist: I hear that Buffalo Bill has been collecting all sorts of things. What do you 
think he's going to do with all that stuff? 

Mr. Side: Yes, I heard Mostoos-senow likes to collect things. Us Indians, we don't 

Above: Speaking to their Mother, Rebecca Belmore, 1991-92, 
Standing Buffalo, Saskatchewan. Courtesy of the artist. 

Opposite: Publicity poster for Buffalo Bill's Wild West Show and 

Congress of Rough Riders of the World, from the time of a tour of 
Europe (c. 1903). Also a photo of a portion of the Buffalo Bill 

company taken in London, England. 

Previous two pages: artist pages by Stephen Andrews. 
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know what's the point. He must have a big house. 

We're told he likes paintings done by white men who 

come out to where we live. They make pictures 

about us and our territory. My people don't like being 

looked at. Sometimes, these pictures show battles 

between the white man and us. Usually, we're losing 

the battles, which isn't always true. We do pictures 

like that too, only we're winning, but he's not inter

ested in them. What he likes is our worn-out clothes, 

which we sometimes give to him because we don't 

need them anymore. That makes him very happy. In 

fact, there are a lot of white men who come to our 

homes looking to buy old stuff. Our people think it's 

odd to save this stuff and not use it. What a concept! 

We don't think much about it. Most of our people are 

happy just to get some money for them. 

Journalist: I want to thank you Mr. Side for this 

opportunity to talk. I hope we will see each other 

again. One final question before you go. I want to 

ask: "Why are you named Matapoo? 

An Act to give effect to a rcqucsl by the Senate and 
House or Conunon, of Cunodo .... WHEREAS CANADA has 
requested and consented to 1.hc ennclmcm of an Act of 
the Pnrliument of the United Kingdom to give effect to the 
provision hereinafter set forth and the Senate and the 
House of Commons of Cnnada in Parliament assembled 
have ·• ,._ o Her Majesty requesting 
th sly be pleased to cause a 
Bill Parli11mcn1 of the United 
Kin The Constitlltion Act. 1981 
set t is hereby enacted for and 
sha nada and shall come into 
fi . No Act of the Parliament 
of the United Kingdom passed after the C.'onstiJulion Act. 
1982 comes into force shall extend 10 Canada as part of 
its law .... This Act may be cited as the Canada Act 1982... 
PART I. CANADIAN CHARTER OF RIGHTS AND 
FREEDOMS .... 25. The guarantee in this Charter of certain 
rights and freedoms shall not be construed so as to 
abrogate or derogate from any aboriginal. treaty or other 
rights or freedoms that pertain to the aboriginal peoples 
of Canada including (a) any rights or freedoms lh8l have 
been recognized by the Royal Proclamation or October 7. 
1763: and (b) any rights or freedoms that may be acquire 

Above: Premises for Self Rule: The Constitution Act, Robert Houle, 1994, oil on canvas, photo emulsion on can· 

vas, laser cut vinyl, 152-4 x 304.8 cm. Collection of the Canada Council Art Bank. Courtesy Garnet Press, Toronto. 

Below: Bases Stolen from the Cleveland Indians ond a Captured Yankee, Gerald McMaster, 1989, mixed media, 

159.5 cm high. Courtesy McMichael Canadian Art Collection, Kleinburg. 

Mr. Side: You don't give up 

do you? But if it will help, this is 

why. First it's not my only name, 

but I won't explain that part. It's 

what you call a nickname given 

to me by others. One time 

Mostoos-senow got very upset 

because all the performers 

weren't listening to him. You see 

he likes to command attention. 

He kind of forgets that we all 

don't speak the same language 

as he does. So, this one time I 

went and stood beside him and 

started to interpret to all the 

Indians, using my hands, like 

this. You call it "sign language." 

We use it all the time because 

where I'm from we all speak 

different languages, and it's the 

only way we can understand 

each other. Anyhow, this got him 

upset, because he didn't know 

what I was doing. He thought I 

was making fun of him, when 

really I was trying to make sense 

of him for everyone else. The 

more upset he got, the more 

everyone laughed. He soon real

ized that we weren't making fun 

of him. I don't think he ever 

understood us. Anyhow, the 

others gave me that name 

because I stood beside him. I 

think he eventually respected us 

for that. 

Gerald McMaster is a visual 

artist and curator of contempo

rary Indian art at the Canadian 

Museum of Civilization. 

THE WATERING HOLE 
Lyle Ashton Harris 
)ACK TILTON GALLERY, NEW YORK CITY, SEPTEMBERB 7-OCTOBER 5, 1996 

REVIEW BY REGGIE WOOLERY 

Lyle Ashton Harris' most recent exhibition 

of photographs, "The Watering Hole," is a 

deliberately macabre series of works. 

These center on the interrelatedness of 

Jeffrey Dahmer's serial dating and subse

quent murdering primarily of Black men 

and the artist's own psychic fascination, 

identification and repulsion with such 

dark desires. The exhibition is an eerie 

world of racial/homosexual, self/other 

deception and hate. While clues provide 

direction, the viewer is in the intriguing 

yet uncomfortable navigational position 

of both deconstructing a crime scene and 

premeditating a murder. 

In contrast to Ashton Harris' previous por

trait work, such as "Constructs" (1989), 

where the artist's Black, blonde-wigged, 

nude body is central, here there is a dis

placement of the "real" body as the site 

where representations of power, interra

cial desire and sexual betrayal occur. It 

has been Ashton Harris' seemingly easy, 

almost carnivalesque location of the "I" at 

the center of this theatre of identity plays 

that has brought him and a generation of 

"othered" cultural artists and activists 

both recognition for being daring and 

provocative, and dismissal for narcissism. 

In "The Watering Hole," alluring qualities 

are still present yet dispersed. Previously 

modernist constructions fragment into an 

array of recycled writings, phrases, pic

tures and postings from magazines, films 

and personal (re)collections. Collages are 

assembled and re-photographed against 

cheap basement wall paneling under a 

dull reddish light. Are we in the den of an 

obsessed hobbyist or a small town gay 

lounge? Images center on members of a 

mythical gay male "Black popular culture" 

pantheon: Michael Jordan, Donna 

Summer, Joe Louis, Lawrence Taylor, ath

letes, entertainers, models. Champion 

boxer and convicted rapist Mike Tyson's 

face appears, standing in most likely as 

an African-American equivalent to the 

seductive fascist body, developed by SM 

practitioners primarily in Euro-gay com

munities.1 

Gold leaf splashes or ejaculations sug

gest elegiac trajectories of pain and plea

sure. These drip across pop pin-ups and 

intimate snapshots by the artist. There 

are images of jars filled with bodily fluids, 

suggesting self-policing and mainte

nance. We are reminded of "The Good 

Life," Ashton Harris' last show at Jack 

Tilton Gallery, where the somber nature of 

the artist's HIV-positive status was held at 

bay by a playful, yet elegant collection of 

portraits of friends and family. If "The 

Good Life" sought a transparence or spiri

tual ascendence of human relations, "The 

Watering Hole" is much more skeptical of 

where we seek our sustenance and ances

try. 

As one of Ashton Harris' more coherent 

scrawls notes, we must be cautious of 

"the danger [in] going back to the body 

and asking it to speak." Caution might be 

seen as the balance between our need for 

bodily wisdoms-a retreat from the over

determining constraints of the mind-and 

an awareness that the body often speaks 

back whatever we ask of it. Body-speak 

REVIEWS VISUAL ART 

can validate self-righteous indignation, 

pornography, or objective reporting. 

Dahmer's essentializing desires are 

echoed by the obsessive method in which 

the befuddled Milwaukee police amassed 

their huge pictorial autopsy of Queer 

Black and Asian bodies. 

Then there are Ashton Harris' own 

ambivalences. This time these are aimed 

more toward others' "passing" than his 

own. 2 He makes reference to patriarchs 

such as Quentin Tarantino and Robert 

Mapplethorpe. The maverick filmmaker 

seems reviled by some for bringing the 

crude phrase "cold nigger storage" to the 

screen in his interracial buddy parody 

"Pulp Fiction." The ground-breaking pho

tographer is best known for exposing "big 

black dick" to the arts marketplace. There 

is an interesting correlation set up here 

between Queens Dahmer, Tarantino, and 

Mapplethorpe as the ultimate hip white 

Negroes. They all mine bi-racial cultural 

fields where sex and violence are appro

priated in equal admixture. Dahmer's car

nal story rings close to a particularly 

"American epic."3 

Kobena Mercer (1991) suggests: 

an approach to ambivalence not as 

something that occurs "inside" the text 

(as if cultural texts were hermetically 

sealed or self-sufficient), but as some

thing that is experienced across the 

relations between authors, texts, and 

readers, relations that are always con

tingent, context-bound, and historically 

specific. Posing the problem of ambiva

lence and undecidability in this way not 

FUSE Volume 20 Number 3 37 



only underlines the role of 

the reader, but also draws 

attention to the important, 

and equally undecidable role 

of context in determining the 

range of different readings 

that can be produced from 

the same text.4 

Indeed, the primary axis of 

"Watering" extends toward this 

labyrinth of audience view, away 

from Ashton Harris' prior preoc

cupation with textual subversion 

and shock. Where and why do we 

place ourselves? This is activated 

by a semi-autobiographical 

ethnography of desire that is 

both lush and memorializing, 

incomplete and contradictory. 

* * * 
The Watering Hole VIII, duraflex print. 102 x 76 cm. 1996. 
Courtesy Jack Tilton Gallery. 

There are clues that "The 

Watering Hole," made primarily of more 

somber projections, cannot contain such 
a level of moralizing. There are leakages 

and ruptures in continuity. This is sug

gested by two peripheral works located in 
the front and back end of the gallery. In 

the rear, a sole light-box features a life

size, colourfully brilliant, Black male fig
ure in frenetic motion, possibly 

ejaculating in a flattering mirror. In com

plete darkness, this work demands atten
tion, carrying through all of the 

fragmented pleasure and pain of the 

overly deliberate collages nearby. 

At the gallery's entrance, another work 
depicts a surreal image of Ashton Harris' 
protruding rear end at the quarry of a 

stream. It is an easily overlooked serial 

work as it resembles floor to ceiling wall

paper. Is this a metaphor for a fawn at rest 
or are we the butt of a joke here? From a 

distance, the wallpaper canyon diffuses 

into so many cosmic suns. Up close, the 

point of entry is clearly Ashton Harris' 

anus, with all that that entails. Might 

there be psychic connections to Jean 

Genet's ruminations on cruising, anal sex, 
death and betrayal in "Funeral Rites," a 

palatable closeness of blood and plea

sure?5 We are sure and are left wanting. 

These are visual devices that one hopes 

Ashton Harris would pursue further. 

"The Watering Hole" in the animal king

dom as in the human (consider the brutal 
deaths of Dahmer's victims, Vincent 

Chin's death to anti-Japanese violence, 

and other such brawls at nightspots 

around the country) is a place of both 

regeneration and vulnerability to more 

aggressive elements of the food chain. In 
this show, the "I" takes up a position 

across the way, a spectator primarily in 

view of the predatorial other, yet, with the 
reflecting pool between them, still within 

eye view of the equally predatorial self. 
Thus, rather than being on hand for one of 
Lyle's flamboyant visual displays, we bear 
witness to the contradictions and com

plexities at play within gay male desire of 
the Black body, a hallmark figure of 

Ashton Harris' previous work. 

This seeming turn of events 

deserves a look, as one debilitat

ing aspect of leftist identity poli

tics has been the easy reduction 
of the "I" into "innocent" and 

"the other" into ultimate neme

sis. Even those artists who theo

rize Stuart Hall's "difference 

within similarity" mantras/cite 

too many external demons. In art, 

as in politics, taking important 

conceptual risks involves tread

ing beyond where one calls 

home, and looking back. Lyle 

Ashton Harris' most recent show, 

"The Watering Hole," begins this 

needed process for us the viewer 

and, as importantly, for the artist 
himself. 

Notes 

1. Kobena Mercer and Issac Julien, 
"True Confessions," Black Male, 

Representations of Masculinity in Contemporary 

American Art, ed. Thelma Golden, (New York: 

Whitney Museum of American Art, 1994). 

2. Lyle Ashton Harris, "The Secret of a Snow 
Queen," excerpted as part of Face, a window 
installation at The New Museum of Contemporary 

Art, New York City, 15 January 1993. 
"Passing" is a term popular in the U.S. during 

the 1950s referring to the practice of fair-skinned 
Blacks taking on the identity of whites. Rarely is 
the reverse possible. The "one-drop rule" held 

that any person with one drop of "Black blood" 
lineage was considered a Black person. 

3. Collage posting by Ashton Harris within the 
exhibition. 

4. Kobena Mercer, "Skin Head Sex Thing: 
Racial Difference & the Homoerotic Imaginary," 
ed. Bad Object-Choices, How Do I Look, Queer Film 

& Video (Seattle: Bay Press, 1991), p. 169. 

5. Leo Bersani, "The Gay Outlaw," Diacritics, 

Summer-Fall 1994. 

Reginald Woolery is an artist and writer living in 
New York City. His 111ulti111edia work World 
Wide Web, Million Man March will be on 
view this spring in "Translocations," an exhibi

tion at The Photographer's Gallery, London. 

PSI KIT 
Passport Sized Interference 
MANCHESTER MUSEUM OF SCIENCE AND INDUSTRY, MANCHESTER, UK 
AND OTTAWA INTERNATIONAL AIRPORT, OTTAWA 

PRESENTED BY GALLERY IO I 

OCTOBER 1-31, 1996 

REVIEW BY KANDIS WEINER 

Passport Sized Interference is the latest pro
ject by the collaboration Kit, a variable 

team of cybernauts who have been work
ing since 1990 with media such as book

works, co ROMS, site-specific interven

tions and multi-media installations. My 

imagination was inspired by PSI, which 

ran from October 1 to 31, 1996, causing 
Star Trek fantasies to permeate my mind 
on my painfully slow voyage home to 

Montreal from the Ottawa installation. In 
the future, according to Star Trek, it is the 
penultimate achievement of velocity, the 
invention of the warp drive, that facili

tates the human imperative to evolve. 

Speed enables travel and exploration that 
expands the human consciousness 

beyond the bounds proscribed by selfish 
and destructive desires to just accumu

late capital. Ultimately, technology is por
trayed as the new superhero that will 

propel humanity through present trials 
into a kinder future. PSI challenges these 
utopian notions, analyzing the nature of 

human relationships mediated by tech

nology within the context of a voyage 

where distance and time provide the 

backdrop for dialogue around technology. 

In PSI, two identical installations, located 
in the Museum of Science and Industry in 
Manchester, UK, and the Ottawa 

International Airport, Canada, (curated by 
Gallery 101), are linked by live video, in 

real time, via the Internet. PSI is a humor
ous attempt at grounding the idealistic 

rhetoric about cyberspace by demarcat

ing its boundaries. The piece depends on 
its audience to string together elements 

of a narrative to formulate a story that is 

different every time someone steps up to 
the installation. At every level of interac

tion, identities collide and the audience 

must decide what path to pursue next. 

The campy sci-fi atmosphere that per

vades PSI is set by a time machine that 

also serves as the vehicle for thematic 

exploration. The humour inherent in the 

installation discourages morose predic

tions while still raising fundamental ques
tions about the role technology will 

continue to play in the future. 

PSI is grounded in a structure reminiscent 
of a photo booth, yet it is covered in black 
soil and roofed with Astroturf resembling 
something forced up through the earth's 

surface by "ground-breaking technology." 
It is also suggestive of a military bunker; a 
stoic fortification, entrenched in earth, 

that demarcates the borders of space and 
refuses to be streamlined into slick virtual 
dimensions. Once inside, viewers sit in 

front of a screen that displays an image of 
themselves as well as an image of who

ever is in the corresponding booth. The 

insertion of surveillance into the narcis

sistic photo booth suggests the oscilla

tion of the viewer between object and 

observer while the elastic temperament 

of the photo booth/bunker/time machine 
also corresponds to the variable identity 

of the audience as each new participant 

contributes a new identity to the data 

transmitted across the ocean via cyber

space. 

PSI invites people to participate within 

the limits that Kit has established. 
Interactive to a point, it magnifies the 
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nature of communication between people 
through machines. Despite the sophisti

cation of the Internet and the program 

CUSeeMe, participants must resort to 

primitive forms of communication like 

gesturing symbols and signals, to express 
their ideas to the partners in the corre

sponding booth. PSI "dumbs" communi

cation by intentionally prohibiting speech 
as a viable mode of exchange. The instal

lation lampoons advanced communica

tion technologies and exposes the limits 

imposed on interaction by the tools and 

structures that can both facilitate and 

limit communication. At the same time, 

the form of the photo booth poses the 

question of what happens to relation

ships and identities when mediated by 

technology. 

Unlike most push-button, mouse

obsessed interactive art, PSI makes the 
audience the content of the interaction. 
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The audience plays the central role of 

manipulating linear concepts of time to 

animate the fictional narrative of time 

travel. Once viewers step through the por

tal, they, or at least their images, are 

transported five time zones ahead or 

behind to the other booth. Only a few 

hours overlap when both the museum 

and the airport can be simultaneously 

linked. This separation in time between 

the two exhibits interferes with the inten

tion of a seamless running installation. 

But, these time lapses effectively interject 

silence into an otherwise continuous flow 

of chatter and data assumed by communi

cations technology. 

The sites of the airport and the museum 

are well juxtaposed, making analogies 

between different versions of time travel, 

and the conventions associated with each 

context. PSI soils the aseptic environment 

of the airport and the museum with its 

alien presence and humorous parody of 

the austere surroundings. Each site 
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serves as a launching pad for discussion 

about shifting identities in relation to the 

reflection and projection of time. The 

museum is traditionally an antiquated ver

sion of time travel, specializing in preserv

ing memory of the past with collections of 

artifacts. As we step through museum 

doors, we are compelled to make compar

isons between the past and the present, 

and gain a greater understanding of our 

place in time. Museums represent one 

way of configuring identity by linking the 

present to the past while the airport pro

jects ideals of destinations and a promise 

of arriving safely in the future. 

While Lyotard asserts that "the self ... is 

always located at nodal points of specific 

communication circuits," Kit examines the 

fracturing of subjectivity produced by tran

sience between locations. Advances in 

travel technology have changed self

awareness. Air travel, for example, has 

changed the perceived size of the planet 

by allowing great distances to be covered 

in short periods of time. As a result, we 

have gained greater access to the world, 

and are able to travel to places, see 

people, and experience cultures that were 

once inaccessible. Our subjectivity shifts 

as we move from place to place and self

awareness changes as the scope of 

human diversity is realized and felt. This is 

mirrored in PSI through the program 

CUSeeMe, which pixilates the image of the 

participants when movement occurs in 

front of the cameras situated above the 

screens. A coherent portrait is pictured 

when the viewer remains still, but their 

movement will fracture the image. 

Airplanes are now being outdated by 

technologies that allow even greater 

leaps in time and space as well as 

enabling greater access to people and 

information. However, only those who can 

afford the high cost of this travel have the 

privilege of enjoying the riches it offers. 

The Internet has often been praised as 

the great democratizer, as if everyone has 

equal access and similar experiences. But 

PSI and the situation of the two booths in 

major Western cities highlight the privi

lege of access to travel, both actual and 

virtual. 

Sci-fi themes pervade our cultural envi

ronment, and it seems that in our imagi

nations, we are already travelling to the 

future. PSI grounds the high-flying dis

course about new communication tech

nologies and interjects more practical 

considerations into the digital dialogue. 

Its comical sci-fi tone encourages playful 

interaction, and invites us to make our

selves a part of developing technologies. 

A multi-layered critique emerges from the 

fragments, and firmly locates itself in the 

present by voyaging to the past to reflect, 

and to the future to comically mimic 

grandiose predictions. 

Kandis is a Montreal writer whose techno

Jantasies have inspired many adventurous career 
decisions. 

RENCONTRE PERFORMANCE 
INTERNATIONAL PERFORMANCE FESTIVAL 

PRESENTED BY LE LIEU 

CINECYCLE, TORONTO, OCTOBER 29, 30 AND 31, 1996 

REVIEW BY JOHANNA HOUSEHOLDER 

DAY ONE: RICHARD MARTEL, QUEBEC; JULIE 

ANDREE T, QUEBEC; IRMA OPTIMIST, 

FINLAND; !STVAN KANTOR, TORONTO; 

LOUISE LILLIEFELDT, TORONTO. 

DAY Two: RODDY HUNTER, ENGLAND; TARI 

/TO, JAPAN; DZUIGAS KATINAS, LITHUANIA; 

PAUL COUILLARD, TORONTO; GUSTAV Ura 

AND REKA K6NYA, ROMANIA; ED JOHNSON, 

TORONTO. 

DAY THREE: HORTENSIA RAMIREZ, MEXICO; 

HONG O BONG, KOREA; BMZ, HUNGARY; 

ANDRE STITT, NORTHERN IRELAND. 

For over a dozen years a shifting collective 

of artists that always includes Richard 

Martel has produced a festival of interna

tional performance art centered at the 

artist-run centre, Le Lieu, in Quebec City. 

Now held biannually, the festival forms 

part of an international circuit of perfor

mance events. Although a few Anglo

Canadian artists have made the journey 

to Quebec, the participants, who are more 

likely to be from Europe or Asia than 

North America, only rarely come to 

Toronto. Indeed Martel, who has per

formed in thirty countries and who 

recently received an award for cultural 

excellence from the city of Quebec, has 

never before performed in Toronto-until 

"Rencontre Performance." 

This past fall, performance artists Sandy 

MacFadden, Istvan Kantor and Paul 

Couillard invited a dozen artists from the 

1996 festival to Toronto. For three nights 

performers from Hungary, England, Japan, 

After the Orgy, 

Irma Optimist, 

October 30, 1996. 

Photo: David Smiley. 

Lithuania, Quebec, Korea, Finland, 

Mexico, Northern Ireland and Romania 

presented work at the virulently marginal 

CineCycle. The evenings were augmented 

by Toronto performers who made tableaux 
vivants in the window at Pages bookstore 

and along Queen Street. 

These are performers whose work lives in 

the international festival context. Some 

host performance festivals in their own 

countries, and others, notably Tari Ito 

Qapan) and Hong O Bong (Korea), per

form here to garner international support 

for work that is severely circumscribed in 

their home countries. This continual itin

erant group show results in pieces that 

stand as cultural cross-section, while 

being portable, meta lingual, physically 

adaptable and self-contained. 

The qualities of nomadism apply equally 

to the audience, which includes a signifi-
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cant number of fellow performers. This is 

not simply a cognoscenti, however, but a 

participant audience engaged synergisti

cally in the development of the work at 

hand, what performance anthropologist 

Richard Schechner refers to as an "inte

gral audience." Speaking as a member of 

this coherent audience I'd like to focus on 

four of these nomad works that map out 

the range presented at "Rencontre 

Performance." 

While many of those assembled have 

been watching as well as performing for 

close to twenty years, our connoisseur

ship is tempered by a recognition of per

formance art's suspect position within the 

art world. So when Martel, in his Portrait 
of the Artist as ... (the "as" being one of a 

list Martel consults in performance: a 

dog, musical instrument, convex aes

thetic, bureaucrat, a hand [dedicated to 

Eric Anderson], the audience, etc.) does 
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Portrait of the Artist as a Performance Artist, 
he throws a piece of metal ductwork on 
the floor, spits on it repeatedly, covers it 
with flour and brushes off the flour with a 
long-stemmed rose; the audience 
responds with self-reflexive glee. 

The next night, Latvian enigma Dzuigas 
Katinas does an almost identical action 
with absolutely no sense of irony and this 
is very depressing for all. 

* * * 

There comes a point in each performance 
when we gauge how serious t~ings are 
and how serious they are likely to 
become. We begin to understand how far 
the performer is willing to go and we 
assess whether we are willing to go with 
them. Sometimes this going takes the 
form of physical risk and in some cases 
the audience agrees to take risk upon 
themselves. These are instances when 
the audience as co-producers of meaning, 
consider the ultimate direction of the 
work and endorse it. 

Julie Andree T. a slight young woman in a 
black slip and workboots, cuts pieces of 
string from a large spool and offers them 
to audience members. Sitting in a child's 
chair, she then patiently, wordlessly 
teaches us some cat's cradle string fig
ures. She invites an audience member to 
pour a gallon of white vinegar into a large 
bowl. She drinks from the bowl. Then she 
knots the string around her head and 
through her mouth like the bit of a bridle 
or a gag, wrapping and wrapping it 
around her head so that her face distorts, 
the string cutting into her cheeks. She 
takes the bowl and sitting, mouth bound 

with string, she drinks. She coughs. Gags. 
Drinks more. 

She will die. She will vomit and it will be 
trapped in her throat because of the 
string. It is not possible to cut the string 
without cutting into her face. 

Self Portrait 1996, Tari Ito. 

A large red velveteen curtain is spread out 
on the floor, a chair sitting on it. She 
moves to that chair and drinks more vine
gar, pours the remainder over her head, 
then jolts the chair repeatedly on the con
crete floor. Still tethered to the spool of 
thread, she stands on the chair, com
pletely enveloped in the dirty wet red cur
tain. Launching herself into the air she 
lands with a sickening thud on the floor. 

She gets up and says thank you in 
response to the applause. 

This is a scenario somewhere between 
Francis Bacon and David Lynch. 
Reproducing the extremities of human 
experience is the horror and the valour of 
performance, and it is a risky business. 
One can bare one's psyche and be 
spurned if the soul in question is seen to 
be insufficiently deep, but Andree T. has 
managed to teeter through this terrain 

extracting courage from her viewers. 

Irma Optimist is a doctoral candidate at 
the University of Vaasa, Finland. Her the
sis work is on chaos theory as applied to 
marketing. "After the Orgy" is a 
lecture/demonstration on/of applied 
mathematical theory and a polysensual 
critique of scientific method. It is also a 
loopy parody of the serving up of theory 
in the place of art. 

In platform shoes, black vinyl pants and 
vest, Irma places a picture of a 
"Dynamical System" (an overdeveloped 
muscleman) on the overhead projector. 
Using a collapsible fishing rod she points 
out the thousands of variables contained 
in this "system," including "some sec
ondary parts" and the fact that "mostly it 
is 80% water." The theoretical question is 
then posed: "Now he is standing here 
(makes dot on screen) and he wants to 
take one step to here ... what is exactly 
this motion?" She charmingly demands 
that we wrack our brains. 

It is downwards parabola. 

You remember it. 

And what is the function behind down

wards parabola? ... y= a .x 2 + b.x + c 

-but because it is a downwards 

parabola, 'a' must be negative. 

And now he wants to take that step, 

how can he solve the problem? 

How indeed? How can science account for 
problems of one's own making? 

Later, while jumping rope, Irma becomes 
overheated, unzips her vest and peels off 

her vinyl pants. Attired more coolly in 
black satin bustier, panties, garters and 
stockings, she continues to skip rope. We 
are very impressed. Here's someone who 
works with both sides of her brain all the 
time. 

Irma's hilariously deadpan science lesson 
concludes with the charting of a Smooth 
Political Curve (is it a sine curve or a 
cosine curve?) from good conditions to 
bad. If this information falls into the 

Hortensia Ramirez, October 31, 1996. 

hands of Al Leach's hands it could be dan
gerous. Meanwhile, we are thrilled that 
algebra might finally be useful in the 
struggle. One thing is absolutely clear: we 
are on the "quasi periodic" road to chaos. 

* * * 

Andre Stitt, dressed in paramilitary gear, a 
hatchet in his belt, bandaged hands, puts 
on dogtags. A video of slow panning over 
the rubble of what might be a bombed out 
pub accompanied by an intensely dreamy 
audio collage form a kind of prologue. 

Stitt blows rhythmically on a smudge 
stick until, the room filled with smoke, his 
face covered with soot and spit he 

embarks on an emotional journey piece in 
which physical action is at once executed 
and withheld. This is referred to in dance 
terminology as "bound flow," a parody of 
masculine effort in which the slightest 
action is accompanied by strangled 
grunting, bulging neck muscles and mar
tial arts-like movements. He anoints him
self with oil and ketchup, binds a beaver 
skull and some corn to his forearm, laces 
his arm to a small table which has a loaf 
of bread nailed to it. He fills plates with 
an indescribably yellow liquid, and 
smashes them against the back wall. And 
so on. Taped to the underside of the table 
are photographs of children, victims or 
perpetrators we don't know. They are, 
however, implicated in the nexus of vio
lence that extends from the dinner table 
to the bombed out public house and 
back. He breaks into sobbing, holds his 
hand against the heart of someone in the 
audience, cleanses the table with oil, 
ketchup, salt and ash. Through incessant 
action and forced breathing he achieves 
the kind of cathartic plateau reached 
after a violent fuck or a bout of hysteria. 

Stitt began his performance career enact
ing scenarios of abuse and degradation. 
Performances in which his abjection 
became an object of mirth and derision 
for a post-punk London underground. The 
feeling was mutual. The sources of his 
own self-loathing. remained hidden to him 
until he imploded in the early '90s. He has 
since reconstructed himself as a one-man 
catharsis machine. 

In his youth, Stitt says, he was a member 
of a Belfast gang that kidnapped, tor
tured and mutilated random victims. In 
light of this history, this performance 
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Cease Fire: Make Sure 

There's Bread on the 

Table, Andre Stitt, 

October 31, 1996. 

All photos courtesy 

David Smiley. 

becomes an expiation of the sins of any 
(Northern Irish/English) man implicated 
in the consequences of passing off 
hideous brutality as political action or 
domestic control. 

Istvan Kantor, October 29, 1996. 

This possibility, that an act of perfor
mance might be an act of redemption, is a 
compelling thought. It forces us to con
sider what we might mean by redemption, 
politically. Not safety from damnation
nothing will ensure that-but the recov
ery by expenditure of effort of that which 
has been hidden, unspoken, suppressed. 
The audience is engaged in this process 
of confession, testimony and acknowledg
ment as witness. 

Performance is the intensification of the 
(artistic) statement. At its best, it ups the 
ante between the idea and its execution. 
So if its function is one of treading back 
and forth across the border between con
ceptual idea and lived experience, who 
better to do this than a nomad. 

Johanna Householder has been a performance 
artist and a curator of performance art for twenty 
years. 
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IGNORING THE ROLE OF VIOLENCE IN FANON 
Playing with the Bones of an Exhumed Hero 
REVIEW OF THE FACT OF BLACKNESS: FRANTZ FANON AND VISUAL REPRESENTATION 

EDITED BY ALAN READ 

INSTITUTE OF CONTEMPORARY ARTS, LONDON 

SEATTLE: BAY PRESS, 1996 

REVIEW BY JULIAN J. SAMUEL 

CONTRIBUTORS TO THE BOOK: 

HOM/ K BHABHA, BELL HOOKS, 

STUART HALL, LOLA YOUNG, 

KOBENA MERCER, FRANr;otSE VERGES, 

RENEE GREEN, ISAAC }UL/EN, RAOUL PECK, 

MARC LATAM/£, LYLE ASHTON HARRIS, 

NTOZAKE SHANGE, MARK NASH, 

MARTINE ATTILLE AND STEVE MCQUEEN. 

Frantz Fa non was born in Martinique in 
1925, studied psychiatry in France, went 
to Algeria to head a hospital at Blida 
where he joined the struggle for Algerian 
liberation. He wrote about colonialism 
and the struggle against it from a point of 
view that tried to understand violence 
and its role in de-colonialization. Fanon 
died in 1961 at the age of thirty-six. Many 
Third World political and intellectual lead
ers have studied "The Wretched of the 
Earth," which has been translated into 
many languages including Urdu, (now a 
native language of England); and, into 
Farsi, by Dr. Ali Shari'ati, a major influence 
on the Iranian revolution of 1979. 
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To wreck the colonial world is hence

forth a mental picture of action which is 

very clear, very easy to understand and 

which may be assumed by each one of 

the individuals which constitute the col

onized people. 

The Wretched of the Earth, (Grove Press 

Edition, 1963) pp. 40-41 

. . . colonialism is not a thinking 

machine, nor a body endowed with rea

soning faculties. It is violence in its nat

ural state, and it will only yield when 

confronted with greater violence. 

The Wretched of tl,e Earth, p. 61 

Algeria's resistance to external and inter
nal imperialism persists decade after 
decade. When did it all start? Did it start 
with the surrender of Abd-el-Kadar in 
1847? Or with French-orchestrated mas
sacre at Setif in 1945, when according to 
President Bourguiba ofTunisia, upwards 
of 45,000 people were killed? Or does it 
start with the war of liberation itself 
(1954-62), in which one million Algerians 
were killed, and an additional 3000 politi
cally related deaths ensued in metropoli
tan France? 

Fanon's acts are inseparable from the 
Algerian war against the French. So, does 
a possible '90s interpretation of Fanon's 
thinking start with Alan Read's book? No. 
Why? Because most of its contributors 
put profound emphasis on dull '80s style 
sexual politics seen through Fanon's 
thrilling and na"ive "Black Skin White 
Masks," (1952). 

The professors and artists in this book are 
benightedly disconnected from the many 
guerrilla movements transpiring through
out the world. Read's contributors do not 
discuss the tactical violence that the Front 
de Liberation Nationale (F.L.N.) offered 
French civility. Alan Read keeps the issue 
of armed struggle out of a study of Fa non. 
It is impossible to discuss Fa non without 
discussing the many violence-laden 
Algerias today, and to read Fanon in terms 
of the mere sexual-political trend is futile . 

He Fact of Blackness records a dialogue 
that took place at the Institute of 
Contemporary Arts in London via an exhi
bition: "Mirage: Enigmas of Race, 

Difference and Desire"-preceded by a 
conference: Working with Fanon: 
Contemporary Politics and Cultural 
Reflection (1995). The conference was 
sponsored by Toshiba. 

Read's effort consists of the work of uni
versity professors, some visual artists 
and filmmakers who have made career 
improvements by injecting their work 
with the glorious auras of political 
activism via a "re-thinking" of the earlier 
Fanon. When reading the book I wonder 
whether these anti-colonialists are doing 
nothing but maintaining the status quo. 
Do they offer anything on the many impe
rialist machines ravaging the Third 
World? No. Do they show any interest in 
front-line struggles within the West (IRA) 
or, for example, in Latin America (MRTA)? 
No, not at all. Instead, I hear them whis
pering: I am stuck in a dreamy utopian 
class-struggle-oriented Marxism without 
the requisite gay and lesbian "activism." 
They just offer uglily written "Theory." 

A short note on the current state of cultural 
studies is appropriate. The emptying of the 
activist politics from Fanon's works means, 
of course, that there will be plenty of "com
mitted" yet sloppy thinking. Much of cul
tural studies is complacent, and careless, 
these days. Read's work reminds me of the 
recent Sokal affair. A physics professor at 
NYU submitted a bogus cultural studies 
style essay to Social Text, a leading journal 
in that field. Sokal was trying to prove that 
cultural studies professors haven't any 
rigour. Andrew Ross and the editors of the 
journal rushed to publish the essay: they 
were now going to have a physicist "doing" 
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cultural studies in their pages. This would 
make them look cutting-edge. As soon as 
his paper was published, Professor Sokal 
publicly exposed the whole set-up. (For an 
exhilarating discussion of the inherent and 
utter falsity of cultural studies postmod
ernists, please see Paul Boghossian's com
ment in the December 13, 1996 issue of the 
Times Literary Supplement). 

Read's collection is a clear example of 
hazy and complacent "Theory" that so 
resembles the Sokal set-up. Stuart Hall, 
the king of cultural studies in the United 
Kingdom, who does not make the same 
Rolls-Royce-level salary as his anti
colonialist counter parts in America, 
writes so "Theoretically" that the word 
incomprehension does not describe the 
experience of "Reading" him. With clock
work regularity he gives nods of approval 
to the beacons of Eurocivility: Hegel, 
Freud, Lacan, Foucault, and the requisite 
others are noted, and foot-noted, inces
santly. I presume he thinks that these 
European intellectuals are crucial to polit
ical action. Hall's introductory essay gives 
the impression of someone who is willing 
to use philosophical references to 
impress the na"fve. Action is what counts. 
Otherwise, why study Fanon? Why not 
just study Baudrillard and fall fast asleep? 
With unbridled erudition Hall informs us: 

Let us put it simplistically [sic] .... For, if 

this text is "where Lacan makes his 

interruption into colonial discourse the

ory," as Gates asserts, it is also where 

Fan on "reads" Lacan in the light of his 

own preoccupations. In the long foot

note on the "mirror phase," it is Fanon's 

appropriation of Lacan which strikes us 

most vividly. First, the "Other" in this 

transaction is raced;(" ... the real Other 

for the white man is and will continue to 

be the black man. And conversely"). It is 

difficult not to agree that he writes here 

as if "the real Other" is indeed "a fixed 

phenomenological point." (p. 26) 

Fortunately, this swishy stylistic complex
ity is far outdone by Homi Bhabha, who 
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sometimes does do good work, I think. 

However, in Read's book, Bhabha con

structs sentences that are so magnificent 

that one has to appreciate them as ink 

marks on the page, as a kind offinger 

painting in minutiae. Listen to this 

unadulterated Gayatri-Chakravorty

Spivakese: 

Fanonian "continuance" is the tempo

rality of the practice of action: its perfor

mativity or agency is constituted by its 

emphasis on the singularity of the 

"local": an iterative structuring of the 

historical event and political pedagogy 

and an ethical sense constructed from 

truths that are partial, limited, unstable. 

Fanon's dialectic of the everyday is, 

most significantly, the emergency of a 

new historical and theoretical temporal

ity generated by the process of revolu

tionary transience and transformation. 

(p. 190) 

Bhabha implies that complex-sounding 
prose is needed to interpret and under

stand Fanon. Clarity, brevity and historical 

analysis are not needed. 

This book is born of a massive pre

Oedipal-post-Foucaultian-pre-Hegelian
Electra-inferiority-complex in the 

contributor's attempts to outdo the colo
nial masters at the game of words, and 

not at the game of gaining political 

ground. Western "radicals," argues 

Michael Neumann in Whats Left, Radical 
Politics and the Radical Psyche (1988) are 

addicted to "Theory" and not to political 

success. To actually engage in projects 

that make political gains is a fate worse 
than death. 

Read's contributors offer attacks on 

Fanon's correctable homophobia, misog

yny and sexism. Moreover, these charges 

are made without fair reference to histor

ical context, and are amplified to drown 

out Fanon's understanding of violence. 

Violence is the only thing the masters lis

ten to. Nothing else. But political vio

lence may not be a good companion to 

cultural and sexual politics; indeed, it 

may be bad to support it when trying to 

become a tenured high priest of cultural 
studies. 

Here is the thinking of the completely 

delirious American bell hooks-another 

super-salaried anti-colonialist: 

In love. I was thinking a lot about the 

place of empathy in any kind of ethic of 

care and the notion that part of how 

one embraces that larger you-that 

you that Fanon uses-is through the 

capacity to embrace the other in some 

way. What does it mean if Fanon is 

unable to embrace the black female

what part of himself remains unem

braced? How does the possibility of 

love or an ethic of care chart the path 

to this humanism that he poses as 

redemptive? (p. 106) 

Are these consequential and serious psy

chological insights? Is there anything at 

all to be gained from "thinking" about 

bell hooks' words? No. (This passage 

reminds me of the smell of an epoch 

when people used to smear on patchouli 

oil). Need one really embrace questions 
of academic freedom of speech and 

tenure? These passages offer sufficient 

proof that activists who have anything 

contestory to say are not permitted any

where near the university or art institu

tions. Tenure protects complacent 
luminaries. 

Read's book is a quintessential dead end. 

There is no human liberation here. It 

begins where Fa non began, not where 

Fa non left off. It is boring to see sloppy 

professors and artists toying with Fanon's 

bones in the old-fashioned world of sex

ual politics, and in the wordy flatulence of 

"Theory" devoted to more "Theory" and 
to more "Theory." 

Julian 1. Samuel has published Passage to 

Lahore ( 1995), and has made a documentary, 
The Raft of the Medusa: Five voices on 

colonies, nations and histories ( 1993-95). 

PUBLIC ART AND HOMELESSNESS 
Behind the Space Industry 
REVIEW OF EVICTIONS: ART AND SPATIAL POLITICS 

BY ROSALYN DEUTSCHE 

CAMBRIDGE, MASSACHUSETTS: MIT PRESS, 1996 

REVIEW BY GORDON BRENT INGRAM 

There is a booming "space industry" at 

the junctures of cultural and gender stud

ies, geography and "new genre" public art 

that is increasingly active in redesigning 

the places in which we live.1 

Unfortunately, too much public art is 

being used as window dressing to 

obscure the effective privatization of pub

lic places, especially with the increasing 

globalization of real estate markets. 

Evictions is a jarring meditation on how 

too much of contemporary art, even 

socially oriented public art, functions to 

privatize and to make spaces less democ
ratic. Rosalyn Deutsche outlines a 

renewed radicalism and brilliantly relates 

"evictions" to both the art world, gentrifi

cation and mass homelessness in the 

1980s. She highlights the persistence of 

old left conceptions of "the public" and 

"the private" to remain complacent to the 

"eviction of feminist critiques from the 

artistic public sphere." (p. 24) A decade 
ago, arguing that the increasing number 

of redeveloped spaces is directly related 

to a rise in homelessness in New York 

might have been considered paranoid. 

But, today these arguments may well be 

the last word in the art and gentrification 
debates of the late 1980s and early 

1990s. Deutsche sees the scapegoating 
of homeless people as symptomatic of 

the pathologies of today's city living. 

Evictions is a scathing critique that shifts 

recent arguments about the effective 

removal of large portions of "the public" 

from public art to a kind of manifesto for 

renewed activism. Few people involved in 

municipally sanctioned and corporate 

public projects are spared, especially the 

liberal art world and smug leftish cultural 

theorists. The book is largely a defense of 

"the democratic potential of site-speci

ficity" (p. 16)-especially of site-specific 

and public art against its defusion and 

depoliticization as it has become institu

tionalized in city governments. 

Deutsche argues that even public art pro

jects with the most radical potential in 
recent years have tended to be neutral

ized. Rather than merely f?cusing on cor
porate biases, Deutsche plays hardball 

against the heavies; "the boys" of early, 

supposedly radical postmodernism, 

including Frederic Jameson, David Harvey, 

Edward Soja and T.J. Clark. Deutsche 

argues in her essays "Men in Space" and 

"Boys Town" that the radical and democ-
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ratizing potentials of a decade of post

modern theory have been constrained by 

"rejection of issues of sexuality and gen

der and their marginalization of feminist 

social analysis." (p. 19) Part of the prob

lem that Deutsche identifies is that older 

left analyses have equated public space 

with political space, continuing to push 

"George Washinton" from 

The Homeless Projection: 

a Proposal for Union 

Square, Krzysztof 

Wodiczko, 1986. Courtesy 

49th Parallel, New York. 

many issues such as sexuality into the 

darkness of the private. Deutsche argues 

that older leftist art criticism has driven a 
lot of art-making, such as that dealing 

with sex, from the public realm into the 

private-a line in the sand that can then 

be re-enforced by the right. 

Deutsche's essays begin with a review of 

Polish Canadian conceptual artist 

Krzysztof Wodiczko's 1986 Homeless 
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Projection A proposal for the City of New 
York, which used projections to visually 
alter public monuments at night to high

light issues of disability and poverty. It is 

with Wodiczko in Manhattan that 

Deutsche begins her attack on municipal 

collusion in gentrification. From the use 

and abuse of public art in lower 
Manhattan, Deutsche moves on to the 

marketing of German expressionism as a 

foil in the gentrification of post-unification 

Berlin. She documents how the "need" for 

a pre-World War II aesthetic movement 

acts as a reminder of the previously uni
fied city. She shows how West and East 

Berlin had and have a considerable 

amount of contemporary art that was dis

missed for being too radical and too criti

cal of the cultural processes associated 
with gentrification. 

Deutsche's most theoretically powerful 

essay is a takeoff on Chinatown, the 1974 
Roman Polanski film about gangsterism 

and water politics in early Los Angeles, 

with references to subsequent essays by 

writers including Mike Davis and other 

academics. Deutsche is hardest on the 
first wave of (male) postmodern theo

rists and their preoccupation with the 

"economic foundation of spatial vio

lence" (p. 253), rather than confronting 
the continued omission of some 

EXISTING CONDITIONS 
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groups-such as women. Deutsche 

moves on to take a sceptical look at the 

significant controversy around the 1989 

removal, the effective "eviction," of 

Richard Serra's public sculpture Tilted 
Arc from Federal Plaza in New York City 

and the bureaucratic uses and misuses 

of shifting notions of publicness. She is 

critical of the notions of the "public" in 

public art used by Richard Serra and his 

leftist allies, as well as those used by the 

U.S. government officials that eventually 
"evicted" the art. 

The final essay, "Agoraphobia," outlines a 

vision of democratic culture where public

ness in art is related to both the freedom 
to assert diverse experiences and con

tentiousness. She argues that, "How we 

define public space is intimately con

nected with ideas about what it means to 

be human, the nature of society, and the 

kind of political community we want" 

(p. 269). Deutsche goes deeper in her cri

tique and looks at the problem of putting 
the words "public" and "art" together. 

She argues that the function of art to 

smooth over deeper social conflicts will 

never work, that publicness and art is 

about expressing activism and social con

testation. Evictions ends with the begin

ning of a blueprint to stop evictions-of 

art, artists, the poor and marginalized. 

Union Square Park, architectural drawings for 

proposed modifications. 1983. 

As for Canadian cities, the "evictions" 

that Deutsche describes are on the 

increase. The increase of homeless peo

ple in affluent cities, such as Vancouver, 

continues largely unabated and is fuelled 

by real estate developers who increas

ingly use art and artists to market risky 

projects. In cities like Vancouver, art and 

artists become especially useful when 

housing markets are "soft," such as 

today, and projects are built in dangerous 
neighbourhoods-such as Gastown with 

its high levels of heroin addiction and vio

lent crime. More decorative public art and 

bureaucratic frameworks, that have been 

entrenched in large cities, often effec

tively "privatize" space. 

Evictions hurts to read but it makes 

sense. This book produces an uneasy 

clarity in its confirmation that a lot of so

called public art, that is increasingly 

installed around us, is not what it pur

ports to be. Feeling concerned about the 
connections of art, gentrification, and 

homelessness? After Evictions, the links 
are undeniable. 

Note: 

1. Several major books have contributed to 

debates on these issues. On gender, sexuality and 

space, notable texts include Beatrix Colomina's 

1992 anthology, Sexuality & Space (New York: 

Princeton University Press); Elizabeth Grosz' 1995 

Space, Time, and Perversion (New York: Routledge) 

and Joel Sanders' 1996 anthology, STUD 

Architectures of Masrnlinity (New York: Princeton 

Architectural Press). 

Also, see Suzanne Lacy's 1995 anthology, 

Mapping the Terrain New Genre Public Art (Seattle: 

Bay Press) for a thorough look at pubic art prac

tice, and Mike Davis' 1990 essay, "Fortress L.A." in 

City of Quartz (New York: Vintage Books, 1992) 

for its examination of the complacency of public 

art within the privatization of public space. 

Brent Ingram is one of the editors of the 1997 Bay 
Press anthology Queers in Space: 

Communities I Public Places I Sites of 

Resistance. 
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