
LV~ 8£H 80 lV:;lcflNOVIJ 
0 3Nlcf3HlV8-3lS 3ncf 09v-809 

31X3lc!V 



scotiabank nuit blanche 

a free all-night contemporary art thing 
For one sleepless night experience Toronto transformed by artists. 

Discover art in galleries, museums and unexpected places. From bridges 

and tunnels to warehouses and stadiums, choose from 155 destinations 

and chart your own path. 

One night only. All night long. 

October 4, 2008 

6:52 pm to sunrise 

scotiabanknuitblanche.ca 

416.338.0338 

*Heineken TORONI'O STAR 
thestar.com 

Ontuio Cultur•I 
Attrutiont Fund - T tourism 

'- "CON>nto 
loronto(Oll¥tfttioil&V-1SitonAssecialion 

Produced by 

fbillTORONIO 

~ Scotiabank" 

( 

~~ FUSE MAGAZINE art media politics VOL. 31 NO-4 SEPTEMBER 2008 

DOCUMENTATION CEIV1RI:. 

BOARD OF DIRECTORS 

Franco Boni, June Pak, Scott Harrison, 

Denise Macharacek, Srimoyee Mitra, 

Jessica Shepherd, Tim Whalley. 

On leave: Adrian Blackwell, Tomas Jonsson 

EDITORIAL COLLECTIVE 

STAFF 

lzida Zorde, EDITOR 

Heatlier Haynes, PUBLISHER 

Cris Jaw, GRAPHIC DESIGNER 

Daniel Cockburn, COPY EDITOR 

Milada Kovacova, AD SALES 

Rachel McRae, INTERN 

Rachel Gorn,an, Gita Hashemi, Heather Haynes, Sally McKay, lzida Zorde 

Adrian Blackwell (on leave) 

CONTRIBUTING EDITORS 

Anthea Black (Calgary), Joane Cardinal-Schubert (Calgary), Andrea Fatona 

(Peterborough), Richard Fung (Toronto), Ashok Mathur (Vancouver/ Kamloops), 

Clive R.obertson (Kingston), Kirsten Forkert (New York), tobias c. van veen (Montreal), 

R. William Hill (London UK), Dot Tuer (Toronto and Argentina), Randy Lee Cutler 

(Vancouver), Janna Graham (London UK), Michelle Jacques (Toronto), 

Jessica Wyman (Toronto) 

Cover image courtesy: Center for the Study of Political Graphics. 

FU E is published four times a year by Artons Cultural Affairs Society and Publishing 

Inc., a non-profit artists' organization. All inquiries and return of undeliverables to the 

following address: 

Copyright © 2007 Artons Publishing Inc. All rights reserved under 

International Copyright Un.ion. Any reproduction without pennission 

is prohibited. Send pemi.ission requests to Access Copyright (800) 893-

5777. Artons Publishing purchases First North American Serial l~ghts 

and copyright reverts to the writer after publication. Artons Publishing 

assumes no responsibility for unsolicited manuscripts. Manuscripts will not 

be ren1med. A copy of our Writers' Guidelines is available on our website. 

Publication of an advertisement in FUSE does not include endorsement 

of the advertiser by the magazine. Opinions expressed outside of 

specifically marked editorials are not necessarily held by members of the 

Editorial Board. 

SUBSCRIPTION RATES: 24 per year; Institutions S36 per year 

(in Canada only). Outside Canada 28 U.S. per year, 36 International; 

lnstinitions 48 U.S. Decisions regarding who qualifies as an individual 

subscriber remain the right of the publisher. 

Printed in Canada by sonkprint.ca. 

FUSE is indexed in the Alternative Press 1 ndex and AR Tbibliographies 

Modern, and is distributed by, and a member of, Magazines Canada (416) 

504-0274. FUSE acknowledges the financial support of the Government 

of Canada through the Publications Assistance Program and the Canada 

Magazine Fund toward our mailing, editorial, production, and project costs. 

We also acknowledge financial assistance from the Canada Council for the 

Arts and the Ontario Arts Council. Finally, we are grateful for the many hours 

of volunteer and partially paid labour that are provided by everyone listed on 

our masthead, and some not listed. 

Publications Mail agreement No. 1396609 

Registration No. 8623 / ISSN0838-603X 

~ Canada Council c::!:> for the Arts 
Conseil des Arts 
du Canada 

Artons Cultural Affairs 

454-401 Richmond St W., Toronto ON MSV 3A8 (Canada) 

EMAIL: info@fusernagazine.org TEL: (416) 340-8026 

CEN1R£ DE DOCUMENT,aim.i 

ARTEXTE 
DOCUMENTATION CEtffRE Canada ONTARIO ARTS COUNCIL 

CONSEIL DES ARTS DE L'ONTARIO 

artist-run Ca1gary 

UPCOMING ARTISTS 

Wendy Toogood 

Jenine Marsh 

Alex Moon 

The Cedar Tavern Singers 
AKA Les Phonorealistes 

Clark Ferguson 

Citizen Justice 

Joseph Kohnke 

eeeSTRIDE 
403.262.8507 
www.stride.ab.ca 

Valerie LeBlanc 

Marci Simkulet & Stefanie Wong 

LIDS, Hilary Knutson, Caitlin 
Thompson, Sarah Houle-Lowry, 
Dave & Jen 

Adrian Stimpson 

Nina Horvat 

Stefan Schulz 

Kay Burns & Tiki Mulvihill 

John Will, Richard Smolinski 
& Kris Lindskoog 

Colin Lyons 

A!.~~~.~ w 25TH ANNIVERSARY 

403.261.7702 
www.truck.ca 

Leila Armstrong 

Shannell B. Papp 

Scott Rogers 

Istvan Kantor 

Cindy Baker 

David Zack 

Melanie Authier 

Ill 
The New Gallery 

403.233.2399 
www.thenewgallery.org 



D 
ART 

~ 
i.iii'fBo:..ru5 
~ 

~ 

Dunlop Art Galle1y 
CENTRAL GALLERY 

Coming-to-Presence 
Guest Cumtor Adrian Stimson 
Organized by Dunlop Art Callery 

SEPTEMBER 20 TO NOVEMBER 9, 200B 

Transnational Convergences 
in African Digital Art 
Guest Curator Dr. Sheila Petty 
Organized by Dunlop Art Callery 

NOVEMBER 1 4, 200B TO JAN, 1 1, 2009 

SHERWOOD VILLAGE GALLERY 

Garden Folk 
Curator Amanda Cachia 

Organized by Dunlop Art Callery 

JULY 1 9 TO SEPTEMBER 2B, 200B 

Speaking Pictures 
Curator Jeff Nye in eoll,iboration with 

Winston Knoll Colle~iate students 
Organized by Dunlop Art Gallery 

TiuC.,..•o.C:O....Ctt 11.t.C-.1,~r,u..._.. 
..,_TI ... Hl1' -c....w.. 

OIJOUt"7 Dl,U"l"J 

OCTOBER 4, 200B TO .JANUARY 4, 2009 

www.kag.bc.ca 
465 Victoria Street 

Kamloops, BC 

250.377.2400 

Patrick Mahon, Book of Turbulence #2, 2008 
ink on plexig1ass with hardware 

COLUMNS 

FEATURE 

REVIEWS 

ARTIST PROJECT 

SHORT FUSE 

07 Editorial 

08 On the Uses and Abuses 

of Art for Winnipeg 

33 

BY KENDRA BALLINGAL 

Orientalism: 

Just Another Day in Paradise 

BY RL CUTLER 

1 9 Revolution in Our Lifetime: 

Valerie Palmer in Conversation 

with Black Panther's Graphic Artist 

Emory Douglas 

42 Judith Mastai's Sovereignty ofThought: 

Museums After Modernism: Strategies ef Engagement 

REVIEW BY ANNA HUDSON 

44 Pasturizing Canada:Joe Fafard 

REVIEW BY ANDREA TERRY 

47 Claiming Space and Making Noise: 

In My Lifetime: Contemporary Aboriginal Art 

REVIEW BY CARLA TAUNTEN 

30 Thinking About My Future 

BY BRENDA GOLDSTEIN 

50 Has Your Favourite ARC Gone Sour? 

BY SALLY MCKAY 



Joe Fafard 
Egon Schiele II, 2006 
bronze and patina 

THE GENERAL RADICAL 
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In the 1960s and 70s, at the height of the Black 

Panther movement, people from communities 

across the US were organizing to fight endemic 

racism, police brutality, militarization of public 

space and cultural hegemony. Demanding that 

basic social safety nets such as daycare be put in 

place and naming the individuals responsible for 

brutality against the black and other communi

ties, the Panthers catalyzed a moment of transition, 

creating powerful alternatives to the order of the 

day. All these years later, noting that many of 

the changes that the Panthers fought for remain 

urgent matters today, Valerie Pah11er in this issue's 

interview Revolution in Our Lifetime, asks Black 

Panther's graphic artist and Minister of Culture 

Emory Douglas what the role of art and artists 

could be. "The artist has to respect the common 

concern of the community," Douglas replies, 

"If you've got art that's helping people escape their 

problems, then you're dealing with art that serves 

the interests of those who want to continue to 

oppress you ... Art can be educational, it can show 

solidarity with others who are struggling. It can 

have a spirit of resistance or expose oppression 

and deal with institutions that don't serve the 

conununity's best interests." 

This conversation between PaL11er and Douglas 

was at the top of my mind when the federal 

government implemented a series of funding 

cuts to the arts late this August. The cuts were 

unveiled surreptitiously, quietly, while Parliament 

was on its sunm1er break and no debate could be 

held in the House of Conm1ons. With the 

announcements, a series of justifications were 

leaked that revealed the underlying reason for the 

cuts to be the left-wing leanings (one described as 

a "general radical") of some of the recipients; the 

official reason given by the Prime Minister was 

a conmlitment to more "disciplined spending." 

Masking their retreat from funding not only arts 

organizations but other progressive initiatives such 

as women's groups, harn1 reduction progran1s, 

youth training, research institutes, food inspection, 

environmental organizations and health policy, 

the Conservative government maintained that 

they are "trimming the fat." 

Since taking power in 2006, the Harper Conser

vatives have eliminated almost $60 million dollars 

from Cultural and Heritage Granting Programs. 

The programs affected by the recent wave of cuts 

- Promart, Trade Routes, the Canadian Arts and 

Heritage Sustainability Program, Canadian 

Independent Film and Video, National Training 

Program in Film and Video, the Audio Video 

Preservation Trust and the Canadian New Media 

Fund - were designed to assist artists, arts institu

tions and not-for-profit charitable organizations 

to create, develop, promote and disseminate 

Canadian art both nationally and internationally. 

As opposition MP Peggy Nash noted about the 

recent justifications for the cuts, "There is real 

concern the government is picking and choosing 

which artists it is supporting and which artists it is 

not supporting. I suggest, in a democracy, that is a 

dangerous thing." 

The attempt by this government to sneak through 

a series of drastic and draconian funding cuts 

while the house is off for its summer recess has 

been met with outrage from already cash-strapped 

organizations; these are groups that were already 

reeling from attacks on culture and the broader 

social safety nets that Canadians have been build

ing since the 1950s. Within the arcs and not-for

profit sectors, in opposition to instrumentalist 

arguments that prioritize the amount of money 

each sector generates for Canada's GNP, we must 

start talking about what a healthy society looks 

like when it doesn't bow to a liberalized market

place. The years since NAFTA have clearly shown 

that we cannot put any faith in the market to 

serve the conunon good, nor allow its ideological 

agenda to dominate social planning. We must 

remember that a decent society to live in, one 

that not only considers but prioritizes the welfare 

of its citizenry, is a reasonable expectation from 

government. And to heed Douglas' words, 

it is time to put our energies toward unseating 

those institutions that do not serve the commu

nity's interests. 

Across the country, people are responding to the 

cuts by organizing the defeat of a Conservative 

government that has consistently shown callous 

disregard for our well-being. With an election 

looming, we must mobilize our resources and 

take our rightful seats at the negotiating table. 

- lzida Zorde 
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A glamorous new urban residential community has recently developed along 

the Red River in the core of Winnipeg. On the East side of Main Street and 

bordering Winnipeg's historic Exchange District, The Excelsior, Ship Street 

Village and Sky Waterfront are luxury condos lining the riverbank - which is 

still the stomping ground of a very different demographic from the new condo 

dwellers. On one of the buildings flanking the new development, the words 

"Bay Area" are spraypainted bluntly in plain, black text. 

The manic influx of telecommunications, bioscience, environmental technology 

and multimedia industries that employ the new high-tech, freelancing 

dot-commers populating San Francisco's Bay Area are far from Winnipeg's 

own "creative class." This self-mythologizing motley assortment of DIY, low

or counter-technicians is known mostly to outsiders through Guy Maddi n's 

scratched and Vaseline-smeared filmic counter-narratives, the root-beer

stained paintings of Marcel Dzama and collaborations of the Royal Art Lodge, 

the interactive retro projections of Daniel Barrow, Ken Gregory's re-rigged 

machines, or the messes that are Paul Butler's travelling collage parties. 

Winnipeg has been called many things including the Dublin of North America 

and the opposite of bourgeois Paris, but it is still a frozen shithole 1 and has 

no substantial relation to San Francisco. 

On the Uses and Abuses of Art for Winnipeg 9 FUSE 



THERE MAY BE A DISTURBING NOD 

ARCHITECTURE, THE REPETITIVE 

LOCAL IS SUCCUMBING TO A 

TO SAN FRANCISCO IN THE PASTEL 
WATERFRONT CONDO 

ARCHES SIGNIFYING SAILBOATS, BUT IN WINNIPEG THE 

SLOW DEATH, AN INTERNAL HEMORRHAGING • 
AND SEEMINGL y WELCOME. 

WINN I PEG, CAPITAL OF NEVER 

Winnipeg is decades behind the urban renaissance/revanchism 

of other cities. The affordable cost of living once ensured by a 

deteriorating infrastructure, an aging housing stock, racist investors, 

the extreme climate and associated physical and cultural insularity 

(balaclavas, garbage mitts, prolific car culture and underground strip 

malls), is only recently shifting toward private investment from 

developers interested in expanding their enterprises or avoiding 

inflated land values elsewhere. 

The slick "new econorny" that killed the beatnik, bohemian 

San Francisco of Lawrence Ferlinghetti and Frida Kahlo has yet 

to obliterate Winnipeg's surrealist, expressionist, unassuming 

tendencies. Nevertheless, this holdout is loosening, the graffiti 

not a complete misnorner. There may be a disturbing nod to 

San Francisco in the pastel waterfront condo architecture, the 

repetitive arches signifying sailboats, but in Winnipeg, the local is 

succumbing to a slow death, an internal hemorrhaging largely 

unnoticed and seemingly welcome. 

There is a creative and violent tension between the death and life 

of cities, between the decline and revitalization of neighbourhoods. 

In Winnipeg, official discourse - upheld by city hall, property 

and community developers and the media - swings between 

the two poles at its own convenience with an ambivalence that 

denies and disguises this tension. Whether euphemistically cleaning 

up the streets, reporting a crime (usually car theft), funding building 

renovations through rent control exemption, claiming empowered 

neighbourhood involvement through token community consulta

tions or channeling cosn1etic renovation funds to neighbourhoods 

considered to be in decline, these agents of official discourse 

simplify the complexities of contested urban spaces, and silence 

the critical discourse that otherwise names certain urban processes 

as gentrification. 

Part of this process is a gentrification oflanguage that "allows people 

to frame developm.ent as disinterested revitalization." 2 This framing 

is also a form of symbolic violence,3 imposing classifications and 

systems of rneaning that legitimize relations of social domination. 

At the level of the symbolic (where "revitalization" replaces "gen

trification") artists are well positioned to intervene inasmuch as they 

redistribute and disrupt categories of legitimate taste, exposing the 

official discourse as arbitra1y rather than natural. 

The developer of Sky Waterfront Condos along the Red River is 

a leader in Winnipeg's latest wave of investment. An agent with 
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LARGELY UNNOTICED 

Winnix Properties (with offices in Winnipeg and Phoenix), and 

an inductee in the RE/MAX Hall of Fame, Phil Sheegl is also 

Winnipeg's new Director of the Department of Planning, Property 

and Development. He claims to "understand that the proper role 

of government is to act as a catalyst of quality development for 

downtown, and the City as a whole." 4 The City is "open for busi

ness" and development permits are readily accessible. 5 Meanwhile, 

affordable housing is becoming increasingly less so. With the vacancy 

rate barely over 1 %, the housing situation is now reaching crisis 

levels - a fact repeatedly neglected in media and political discussions 

of the plan to replace the inner-city, residential neighbourhood of 

Point Doug.las with a new football stadium and associated parking 

lots. The City's commitment to the private sector at the expense of 

sound city planning or even basic housing needs attests to its near

complete transformation into a consumable form. 

EVERYBODY WANTS SOMEWHERE 

Winnipeggers know that their city is not San Francisco, but some 

would like it to be. Then again, it seems they would also take 

Toronto, Vancouver or New York, as made evident in the support 

of recent spectacles in the Exchange District that are oriented 

toward those who tend to otherwise avoid the downtown, such as 

"Sex and the District" and "Rocking the District." These events 

have a dramatically different flavour than longer-standing Exchange

based events such as the Fringe Festival, but all have the effect of 

increasing the police and security presence. The events engage 

art spaces and youth culture, but seem desperate, projecting an 

unabashed envy, a desire to be somewhere else that both belies and 

confirms Winnipeg's typical self-deprecation. With no basis in local 

artistic practices or distinct traditions, the events liquidate urban 

meaning into surfaces and images for consumption. 

Characterized by Chicago-style warehouses and neo-Classical banks 

of limestone or terracotta, the Exchange District was the epicentre 

of Winnipeg's turn-of-the 19th-century boom in the grain trade as 

well as Canada's Westward colonial expansion. The subsequent bust 

(from which Winnipeg's ego has yet to recover), and the formulaic 

post-war exodus of capital and the middle class, created a refuge 

of sorts in the Exchange in the second half of the centmy, a space 

for homeless people and sex trade workers, transient people, single 

room occupants, theatre, dance and art centres, worker co-ops, 

artist studios, activist collectives, second-hand shops, small businesses, 

family-run restaurants and punk rock venues. Anchoring the 

District, Old Market Square, a gathering space for workers during 

<left> Sky Waterfront Condo Developments off of Waterfront Drive in Winnipeg. 

<right> A side street near Waterfront Drive, where many new condo developments are being built. Photos: Talia Potash 

the 1919 General Strike, effortlessly fulfills the criteria prescribed 

by Jane Jacobs as essential to a "good neighbourhood:" collecting 

pedestrian paths toward a green space marked by benches, trees and 

a stage, it has changed cumulatively according to the patterns of 

diverse users without needing to be over-programmed. 

Loft conversions for single, self-employed, often high-income 

people, as well as high-end boutiques, jewellers, cosmetics shops and 

cupcakes, have become increasingly widespread in the Exchange 

in the last few years. Recently purchased with profits from on-line 

phannaceutical sales, the Royal Albert Arms Hotel will soon be a 

day spa. The fabled punk rock venue on the lower level now serves 

organic, vegan food. With more staying power, the punks remain, 

but most of the hotel inhabitants are gone. 

When a poll conducted by the Winnipeg Business Improvement 

Zone (the BIZ) shows that "arts and culture" are among the most 

appealing aspects of inner-city Winnipeg and the Exchange, it is 

referring to relatively conservative institutions such as the Winnipeg 

Art Gallery and the Manitoba Opera, as well as pop and rock concerts 

at the downtown MTS Centre, a conspicuous orange and blue 

entertainment centre that replaced the demolished historic Eaton's 

Building and the old hockey arena, much to the trauma of thousands 

ofWinnipeggers. They are not referring to the artist-run culture 

and community arts spaces that have been sustained by and for artists 

and inner-city residents for decades, including Martha Street Studio, 

Crossing Conununities Art Project (previously a Mentoring Artists 

for Women's Art (MAWA) prison solidarity project), Art from the 

Heart, Art City, Urban Shaman Gallery and Video Pool Media 

Arts Centre. 6 

While Plug In In titute for Contemporary Art has opted to leave 

the area to accommodate its expansion, aceartinc., not to mention 

Urban Shaman Gallery, Outworks Gallery or independent artists 

with studios in the sarn.e building have speculated on their precarious 

position vis-a-vis potential rent increases or pressure to move from 

the building's new owner, an international property developer. 

Cinematheque, the Winnipeg Film Group's independent theatre, 

is struggling to survive, and MA WA has already relocated to "The 

Edge," a Main Street "artist village" bordering the Exchange District 

that was conceived by the site's developer. Claiming to offer 

affordable rental housing to artists, "The Edge" has catalyzed recent 

investment, notably by the Winnipeg Regional Health Authority, in 

an area long inhabited by working-class, immigrant and Indigenous 

communities, dwellers and audiences of the now-demolished Starland 

Hotel and Theatre, transient or homeless people using shelters, 

people with addictions detained in the drunk tank or recovering at 

the Main Street Project, and residents of Chinatown. 

The Exchange District has been the heart of Winnipeg's art conrnm

nity. Narratives of genn;fication often begin with art: the presence of 

galleries, studios, artists and the work that they produce. Reduced to 

a formula, gentrification does show artists, punks and activists paving 

the way for the next wave, usually less tolerant than the first. (The 

presence of MAW A on Main Street is an example; as it expands the 

Exchange District, it has remained alienating to local residents in 

its new location.) Putting aside for a moment the paraUactic search 

On the Uses and Abuses of Art for Winnipeg 11 FUSE 



for elusive origins, this description is limited in its omission of those 

who came before. Immigrants without means, homeless Aboriginal 

people and the working poor are displaced even from the description 

of the gentrification process. 

It is lirn.ited in another sense: artists and cultural workers are far from 

being a coherent group. While class is at the core of gentrification, 

a reification of the class-defined process of gentrification "destroys 

the potential for local conununities 111.ade up of both artists and non

artists to produce diverse and meaningful culture." 7 As a subculture, 

artists are indeed united most by their shared role as cultural produc

ers, yet the artists themselves are not explicitly aligned with shared 

interests, in spite of the legacy of Walter Benjamin's relentless inquiry 

into the role of the artist in a time of crisis. This is evident in the 

ways that artists represent, negotiate and consume the changing city. 

ART AND THE CITY 

Artists have a complicated love affair with the city. This may or 

may not be particularly true for Winnipeg, but the urban has 

been a recuning theme oflate, surpassing even contemporary art's 

ongoing obsession with the late 20th-century spatial turn and the 

cross-disciplina1y relevance of architecture, the urban and geography. 

Organized by Video Pool Media Arts Centre, Garth Hardy's (2007) 

sound art project and I thought Guy Debord was dead: an in situ cartog

raphy of Winnipeg installed in the Exchange District's Artspace 

Building, resurrects the Situationist legacy locally while insisting 

on the unavoidability of mediation. Lynda Gammon's Salvaged 

series, photo-sculpture garbage maquettes hinged and hanging 

from the walls of Platform Gallery in her exhibition Residual (2008), 

are described by local poet Colin Smith as mocked-out rational 

architectures, screwed-around models, unlocked, swiveled, 

smashed-through squats, canny, "after all, a home'd person's 

discarded refrigerator packing box becomes a homeless person's 

condominium:" a kind ofSituationistjoke. 8 In Informal Architectures, 

curated by Anthony Kiendl at Plug In !CA, the spatial interrogations 

ofWilliam Pope.L, Rita McKeough andjinunie Durham., among 

others, engage institutional critique and counter-monumental 

deconstructions of Modernism with a rigour and relevance that 

demands a larger local audience. These exhibitions foreground 

the city and its architecture as sites of contestation that necessarily 

implicate aesthetics. 

Subconscious City, a 2008 exhibition at the Winnipeg Art Gallery, 

collects the work of29 local artists under the curatorial trope that 

the city is structured like a mind. Un.like the conscious functions 

of ad1ninistrators, manufactllrers and bureaucrats, artists are here 

presumed to be in a privileged position to access the latent or 

repressed memories Oabour activism), places (vacant lots, riverbanks, 

Portage and Main), and demographics (Indigenous peoples, the 

incarcerated) of Winnipeg. While many of the works struggle 

with this topographical metaphor, which can simply repeat the 
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art-historical convention of appropriating the exotic, dangerous, 

repressed other in an urban context, some pieces contend well 

with it because antagonistic urban relationships are central to their 

own theses. 

Noam Gonick's Precious Blood remodels the fai;:ade ofWi1mipeg's 

distinct Modernist downtown prison as a video projection screen. 

The video depicts the wives, partners and girlfriends of prison 

inmates standing outside the prison, watching and explaining their 

conflicted loyalties to the incarcerated. Their projected images cut 

to shots of the inmates visible behind the glass wall, each straining 

to see his unattainable visitor outside. This oscillation between 

seeing and being seen complicates simplistic and objectifying 

viewership, creating for the audience an effectively disoriented 

architecture of surveillance. 

In portage, Jake Moore's relational aesthetics find form in four 

apothecary jars repurposed as speakers. The jars are placed on 

pedestals and connected by wires, fomung an intersection that 

mirrors her subject: the famous intersection at Portage and Main. 

Moore invited citizens of Winnipeg to phone in and record their 

memories of Portage and Main, which has long been controversially 

barricaded to pedestrian traffic, forcing awkward detours. While 

the sound work becomes a diverse cacophony of reminiscences and 

opinions amplified in the jars, one voice stands out: "The problem 

with tlus city is prostitutes, panhandlers, and parking lots (not 

enough of them, that is]" - the three P's. 

While local artists engage with the subtleties of the city, exposing 

the competitive conflict and tights abuses within, investors and 

developers clearly establish their 

objectified Other as deprived 

but indecent and undeserving 

people in problem neighbour

hoods. "The implementation 

of a neoliberal revanchist urban 

<left> The logo/patch of the Downtown 

Watch program. <right> Lise and Mubarak 

of the Downtown Watch Safety Ambassador 

Program walk downtown Winnipeg's streets. 

Courtesy: Downtown Winnipeg BIZ. 

UNITED MOST BY THEIR SHARED ROLE 

As A SUBCULTURE, ARTISTS ARE INDEED y 
THEMSELVES ARE NOT EXPLICITL 

CULTURAL PRODUCERS, YET THE ARTISTS !N'S 

AS WITH SHARED INTERESTS, IN SPITE OF THE LEGACY OF WALTER BEN JAM 

ALIGNED THE ARTIST IN A TIME OF CRISIS. 
RELENTLESS INQUIRY INTO THE ROLE OF 

utopia - the city of business and of conunerce, of city marketing 

and landmark architecture, of social cut-downs and market-led 

housing - cannot exist without the demonization of dysfunctional 

neighbourhoods. "9 

ART BETWEEN THE DEATH AND LI FE OF 

Gooo ENOUGH PRAIRIE CITIES 

Unlike those of many cities, where gentrification has been more 

intensive and higher-paced, Winnipeg's suburbs are only gradually 

becoming a refuge of the displaced. Public transport still fails to 

keep up with the suburbanization of poverty, and inner-city neigh

bourhoods are still stereotyped and feared as unsafe sites of aggressive 

panhandlers, sex trade workers and violent crime most often 

perpetuated by Native people and the poor. A recent MacLean's 

Magazine article 10 describes Winnipeg as one of the most dangerous 

cities in Canada (with frequent drug busts and police flying squads 

descending on "problem neighbourhoods"), justifying the recent 

dramatic spike in the city's police budget. 11 It is the type of media 

coverage that provides a simple excuse to celebrate so-called revital

ization campaigns while legitinuzing the militarization of the streets, 

to be made safer only for the newest arrivals. 

While agents of the 1nixed-use or residential conununity develop

ment processes embrace the potential of these inner-city areas, they 

are still susceptible to the "suburban gaze" in a less overt form. It is 

not sufficient to reject suburbs and centralized !ugh-rise Modernist 

housing projects in favour of New Urba11ist "good neighbourhoods" 

in which empowered and democratic conununity representation is 

still lacking, and longer-standing residents are alienated by the 

replacement of laundromats, cornerstores and vegetable gardens with 

cafes, organic food stores and dog parks. Without deconstructing 

uncritical campaigns that depend on official and legitinuzed defini

tions of both revitalization and decline, well-intentioned people 

will fail to address crinunalization and displacement rooted in 

systenuc poverty, homelessness, racism, classism, colonialism and 

gentrification. Local orga11izing by groups such as Winnipeg 

Copwatch (citizens against police brutality), the Right to Housing 

Coalition, Winnipeg ls Not For Sale, the Winnipeg Citizens' 

Coalition, and Crossing Conununities Art Project, which works 

with self-identified women and youth trying to ex.it the sex trade, 

contend with the complexity of these urban processes that binaries 

between renewal and decline fail to acknowledge. 

Likewise, video, installation, and performance artist Rebecca Belmore 

has been confronting themes of displacement, violence and loss 

throughout her career. Installed at Urban Shaman Gallery as part of 

the exhibition The Named and Unnamed (2006), Vigil is an accessible 

performance and video installation that situates these themes in 

the cri1ninalized space of Vancouver's Downtown East Side. 

KC Adams and Valery Camarta. Community Art Patrol, from ON/sight: performing the camera, curated by J.J. Kegan McFadden, 2005. 

Courtesy: PLATFORM centre for photographic+ digital arts. Photos: Scott Stephens. 

On the Use,ond Abuses of Art for W,nn,peg 13 FUSE 



SEASON ONE BfGINS OCTOBER l2 2007 
VISIT WWW.SEXANOTHEOISTA1CT.COM 

www.rocklnthedlstrlct.com 

<left> Poster for Sex and the District event in Winnipeg's Exchange District. 

<right> Promotional poster for Rockin' the District Block Party. Both courtesy: Vantage Studios Inc. 

Bellmore's ritualized cycles of naming and cleansing insert her body 

and gestures into a critique of the symbolic violence that makes 

ignoring the brutal and fatal disappearance of certain women from 

certain areas, specifically sex trade workers from the DTES accept

able, even favourable. Charlotte Townsend-Gault, the exhibition 

curator, writes that, for Belmore, "there is no sharp divide between 

aesthetics and ethics." 12 The exhibition is no less site-specific when 

presented in Winnipeg. The work articulates the urban sexualized 

violence disguised by revitalization campaigns like "Sex and the 

District," which glamourizes the commodification of sex in an 

urban context. 

A report published by the Manitoba Human Rights Commission in 

2007 drew unprecedented public attention to the sexual assault 

of Aboriginal women, the targeting of racialized communities 

by police, and the systemic racism within the police force, while 

implicitly foregrounding the lack of an independent police review 

agency. '3 This lack of accountability is only exacerbated by the 

increasingly prevalent turn toward private or public-private policing 

in cities. While the mandate of the BIZ, the main sponsor of "Sex 

and the District," is to advocate for downtown revitalization and 

promote a safe and active downtown, the BIZ "community patrol" 

consists of unidentified and unaccountable private police-in-training 

who are nonetheless unifonned and granted Special Constable Status 

to enforce the Intoxicated Persons Detention Act. The "comm.unity 

patrol" has the power to detain and move people from public places, 

and they frequently do, transporting them to the drunk tank of 

the Main Street Project, a cell in the Public Safety Building or 

elsewhere out of sight. 

KC Adams and Valery Ca1narta intervened in these rights abuses as 

early as 2005. Community Art Patrol was a pe1fonnance work orga

nized through Platform Gallery in which the artists wore uniforms, 

deft> Rita McKeough {with technical assistance from Robyn Moody). Long Hauf, 2005-2008. Courtesy: Plug In Institute of Contemporary Art. Photo: William Eakin. 

<centre> Jimmie Durham. Adventures in Architectural Planning, 2007. Courtesy: Plug In Institute of Contemporary Art. 

<right> William Pope L. Historic Building, 2007. Courtesy: the artist, The Project, and Kenny Schachter ROVE. Photo: Plug In Institute of Contemporary Art and William Eakin. 
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hats and collared shirts signifying their authority as the C.A.P. 

They wandered through the Exchange during the Fringe Festival 

in June, engaging people in stern conversation. In their statement, 

they explain that they became "the protective service and the voice 

to the people of the neighbourhood ... made up of panhandlers, 

h01neless people and the artist community who occupy this area 

12 months out of the year. During the summer months homeless 

people and panhandlers are pushed out of the area by the Exchange 

Biz Patrol ... Their treatment by the Patrols and the police is usually 

physical and hostile. The artists are pushed out of the area because 

it becomes loud and full of suburban dwellers who take over the 

streets and bars. Our intent was to walk around and let the visitors 

know chat they need to respect the area, the people who live in it, 

and say no to social cleansing." 14 

When the downtown Portage Place Mall installs a device called 

"The Mosquito" designed to deter loitering by emitting an irritating 

sound that only young people with undamaged hearing will notice, 

or when new management replaces an inner-city hotel and vendor 

with a youth hostel and college pub and feels compelled to put a 

"No Vendors, No VLTs" sign on the entrance doors, necessarily 

political aesthetic choices are being made that distinguish between 

the fine and the vulgar, the acceptable and the rejected. It is not 

bohemia that is at stake, but the choice between a city committed to 

eliminating its geography of racism, displacement and homelessness, 

or a city in the service of developers and a condo-dwelling class that 

continues to exploit its colonial and econornic Other. Artists are 

invested in gentrification not only because they are the "first wave" 

or because they too will be displaced, but because they can influ

ence the way aesthetic eA1Jeriences are consumed and understood, 

including whether they legitimate or contest official distinctions and 

their more brutal arm, positioning art between the death and life of 

a good enough prairie city. D 

KENDRA BALLI NCALL is an art writer and Co-Editor of the emerging 

Wednesday Press. She lives in Winnipeg. 

Notes: 

1. As described by Aaron Funk of Winnipeg-based Venetian Snares with the 

album "Winnipeg is a Frozen Shithole." 

2. Adrian Blackwell, "The Gentrification of Gentrification," Fuse, Volume 29, 

Number 1, January 2006, p. 30. 

3. See Pierre Bourdieu, Distinction: A Social Critique of the Judgement of 

Taste (London: Routledge:1984). 

4. www.winnipeg.ca/cao/media/news/nr_20o8/nr_2oo8o422.stm 

Last update: 22.04.2008. 

5. "The Permits X-Press project ... is all about putting the customer first, 

exactly the kind of attitude you need to have in a city that is open for 

business." Mayor Sam Katz, quoted in a City of Winnipeg press release. 

www.winnipeg.ca/PPD/whatsnew_permitimprovements.stm 

Last update: 04/24/2008. 

6. Downtown Trends, Downtown Winnipeg Market Research bookie. Published 

by the Downtown Winnipeg Business Improvement Zone (BIZ), 2007, p. 19. 

7. Blackwell, p. 29. 

8. Colin Smith, text for Lynda Gammon's Residual (Winnipeg: Platform: 

March 2008). 

9. Guy Baeten, "The Uses of Deprivation in the Nee-Liberal City," Urban 

Politics Now, BAVO (ed.) (Rotterdam: NAi Publishers: 2007), p. 46. 

10. Ken MacQueen, "Taking back the neighbourhood: From the front lines of 

Winnipeg's all-out assault on crime," MacLean's Magazine, March 12, 2008. 

11. Passed in March, the most recent City budget reported drastic cuts to the 

city's wading pools, community centres, recreation services, Aboriginal 

youth programs, library reserves and already meager housing programs. 

The Public Art Program was completely eliminated, while the business tax 

remains frozen and is promised to disappear. 

12. www. urban shaman .o rg/ gallery/ archive/ Rebecca_Bel more/index. htm. 

13. www.gov.mb.ca/hrc/english/news_releases/12-06-2007.html. 

14. www.kcadams.net/art/performance/CAP /CAP.htm. 

<left> Noam Gonick. Precious Blood, 2007. Courtesy: The Winnipeg Art Gallery. Photo: Marina Dempster. 

<right> Jake Moore. Portage, 2008. Courtesy: The Winnipeg Art Gallery. Photo: Guy l'Heureux. 
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After studying commercial art at the City College of San Francisco for two years, Emory Douglas 

joined the Black Panther Party in 1967 at the age of 22. Shortly thereafter, he was appointed Minister 

of Culture, a position he held until the Party disbanded in 1980. During those years, his art defined 

the Black Panthers visually and was featured in their newspaper, on posters and in pamphlets. 

Earlier this year, Douglas' work was exhibited at the Los Angeles Museum of Contemporary Art in 

a show called Black Panther: The Revolutionary Art of Emory Douglas. I met with Douglas at his 

home in San Francisco on a very wet, stormy day in late January. continued. 
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THE BLICK PANTHER c~ 
Black Community News Service 

deft> Emory Douglas. Let Us Hold High the Banner, from The Black Panther Newspaper, January 23, 1971. 

<right> Emory Douglas. You Can Jail a Revolutionary, from The Black Panther Newspaper, December 5, 1970. 

Valerie Palmer: In your presentation at LA MoCA, you mentioned the 

power oflanguage and said, "Words are not the only way to communicate; 

artists speak through images." Could you explain what you mean by this? 

Emory Douglas: You can articulate a philosophical perspective through 

images. The politics of the Black Panther Party and its position on issues 

and programs, all that was reflected in the art. People could see that and it 

communicated with them. During that period there was a large segment of 

the community, particularly the African American conrnrnnity, that was not 

a reading community. They liked to observe the pictures and the photographs 

and the captions below, but they wouldn't necessarily read whole long articles. 

People used to buy the paper to see which way the Party's politics were going 

by looking at the art. 
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All images courtesy: Center for the Study of Political Graphics. 

VP: The Black Panther newspaper would have been very 

different without your images. You defined the Party 

visuaJJy. Why do you think such strong imagery spoke to 

people in a way that just words could not? 

ED: I guess the people might have seen something in the 

art that they themselves were struggling or dealing with, 

so it took on a life of its own. Also, it was an art form 

that hadn't been used by a black organization, a militant 

organization, the way the Black Panther Party used it in 

this country. All this occurred at the height of the resistance 

movement and involved solidarity with other people 

around the world and working with these other coalitions. 

Other movements were inspired by what we were doing 

and beginning to implement the same type of programs to 

deal with some of the same issues. All th.is had an impact 

as it related to how people dealt emotionally with, and 

became attached to, the art. 

VP: So do you think that's what it is? It's an emotional 

thing ... visuals hit people in their heart? 

ED: Yeah, because they speak to them on a grassroots 

level, a very basic level. I've always tried to create artwork 

that even a child can understand, work that could com

municate with anybody. People saw themselves in those 

images, so it put them on the page, and they became 

the heroes. They saw images that they identified as their 

uncle or somebody that looked like their brother or a 

family member or somebody they knew. So it became an 

attachment in that way also. In fact, there were important 

messages about self-defense and overcoming obstacles of 

police brutality and human rights violations, and aJJ those 

things played into it. 

VP: I think it's interesting that you studied commercial 

art at the City College of San Francisco. Is there a connec

tion between advertisements and political posters? Do the 

two share common traits? 

ED: Oh yeah. They're both trying to appeal to an 

audience. They're both trying to infom1 and inspire 

people. I used to critique my work in various ways. Not 

only that, but I would listen to what people were saying 

about the work to get a sense of how they related and 

responded to it. That's how I knew I was doing some

thing that was connected to the community. I knew that 

this had become something bigger than just the art itself 

VP: Your images not only appeared in the Black Panther 

newspaper, but were also wheat-pasted on telephone poles 

and abandoned buildings, creating a community art gaJJery 

on the streets of Oakland. 

ED: It started in San Francisco because that's where we 

first used to do the distribution of the newspaper, and then 

it spread out aJJ over. See, this was prior to when we had 

our first national headquarters in Oakland. We used to 

workon the newspaper in San Francisco, but we still 

hadn't moved our distribution operation to Oakland, so 

mornings they would come over and pick up newspapers 

for sale. They would also take wheat-paste and extra news

papers and posters and plaster them aJJ over the conununity. 

VP: So, in a way, you created an art gallery on the streets. 

ED: Yeah, that's how we defined it: the conununity as an 

art gaJJery. 

VP: How do you think that affected people? Did it help bring people 

together? Did it aJJow people to commiserate? Did it aJJeviate any of the 

suffering of the black community during that era? 

ED: I don't know if it helped to aJJeviate any of the suffering, but it helped 

bring attention to it and to the fighting spirit of wanting to overcome and 

deal with the issues and obstacles that we had. I think it gave people the 

opportunity to see themselves and to find out what the symbols of 

oppression looked like and what they were about. That also played a role. 

Because the e were probably issues that existed in the backs of their minds 

- these were common folk going to work or trying to survive on a daily 

basis and we grasped that. PoliticaJJy, we reflected that in the art, so they 

could see it and visualize it. 

People saw themselves in those images, so it put them on 

the page, and they became the heroes. They saw images that 

they identified as their uncle or somebody that looked like 

their brother or a family member or somebody they knew. 

So it became an attachment in that way also. 

VP: Is it true that you were the one who made the term "pig" as a reference 

to police popular? 

ED: From the standpoint of the artwork, yes. But Huey [Newton) and 

Bobby [Seale) had already defined what a pig was, and they had been caJling 

the cops pigs. One day early on when the paper initially started, Huey asked 

me to draw a pig character that we could put in the paper every week, and 

I did that. Then I think it was in the next issue they wanted to use a pig with 

a badge number, the badge number of a policeman who was intimidating 

and harassing people and being abusive to the community. And it just so 

happens that the badge number we were going to use belonged to a pig 

named John Frey. That was the one who got killed when Huey got shot. 

He was notorious in the community as a bad policeman. That's how I began 

to evolve the pig drawing. 

VP: It seems like you had fun with it. The flies buzzing around it ... 

ED: Oh, yeah. It was fun. Once I got on a roll. 

VP: Do you think that pig made people chuckle, considering some of the 

horrible things the police were doing? Did the image of the pig lighten things 

up a little? 

ED: Oh, yeah. But to the police it was psychological warfare. 

VP: What do you mean? 

ED: The tenn "pig" was used not only by the Black Panther Party but also 

the anti-war movement and people of color ... aJJ these folks caJJed them pigs. 

Not only that, but you had people in the middle class who were being abused 

by them who were also beginning to call them pigs. So the pig became a 
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symbol of oppression because of the abusive behavior of the police, and they 

had to try to clean up their image. I mean, it was not too long ago, four or 

five years ago, that a guy was arrested in one of the Midwestern states, and 

he was charged with a misdemeanor for calling a policeman a pig. 

VP: Do you feel like a lot of the issues that the Black Panther Party addressed 

in its day are still issues for blacks in America today? 

ED: Oh, yeah. You're talking about education, unemployment, decent 

housing, dealing with the prison industrial complex, and the disproportionate 

number of people of color dying in the military. All those things still exist 

today. 

VP: So as much as things change, they stay the same in America? 

ED: In many places Uaughs], but particularly in America. 

VP: Considering the times that you lived through - it seems like there 

was this great momentum for change in the 1960s and 1970s - is it 

disheartening or frustrating to have lived through that and to see so many 

of the same problems now? 

ED: No, in some ways you see there's progress being made. But then you 

have people who rise up and movements take hold, and there's a thrust, but 

then there's a lull. And you get a sense that the people are highly frustrated, 

and the question is whether you have an organization that people can rally 

around and be inspired by to move forward. In the 1960s you had the civil 

rights movement, and then you had the militant aspect of the human rights 

movement, which was the Black Panther Party, which became involved in 

solidarity with people struggling around the world with the same issues. 

Now, I don't know if you would have another organization like the Black 

Panther Party, per se, or the Brown Berets. To say you would have that 

again ... you may have some formation, but it will take on a different form. 

The term "pig" was used not only by the Black Panther 

Party but also the anti-war movement and people of color ... 

all these folks called them pigs. Not only that, but you had 

people in the middle class who were being abused by them 

who were also beginning to call them pigs. 

VP: Do you think there has to be a long period of oppression or stagnation in 

order for people to get to the point where they push forward? 

ED: There doesn't have to be, but sometimes it seems to work like that. 

When people see the reality ... and a lot of folks are scared to speak out against 

the war this time around because of the way they phrase it: if you're against 

the war you're against the troops. They really box people in, so they don't 

want to be critical of the reality of the situation, but as things evolve and 

more stuff comes out about the lies and misinformation, people begin to feel 

more assertive as far as speaking out about those things. Then they see how 
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What Is A Pig? 

"A low natured beast 
lllat has no regard 
for law, justice, or 
the rights of people; 
a creature tllat bites 
the halHI that feeds 
ii; a foul, depraved 
traducer, usually found 
masquerading as the 
victim of an un
provoked attack." 

Emory Douglas. What is a Pig?, from The Black Panther Newspaper, December 20, 1967. 

much money they spend - millions of dollars per week 

over there and they can't even deal with basic fundamen

tal issues of survival for human beings right here in this 

country. People see that, so you have another kind of mass 

consciousness developing. 

But you do have people out there who are organized. 

Sometimes they're very rigid and not flexible in their 

thinking and what they're doing; sometimes I see that. 

And there are others who are very flexible. But all of those 

things existed back then, too. 

VP: So were the Black Panthers flexible in their thinking? 

Was that one of the strong points? 

ED: Oh, yeah. We were always evolving and developing 

as we went along. 

VP: Is that important? 

ED: Yes, it's very important. Because you've got to hear 

what the people's interests are and see that. That was how 

some of the Black Panthers' survival programs were imple

mented - being out there in the community and talking 

to folks. I think Bobby was out there one time and saw a 

sister who had a childcare program and he said, "Hey, we 

can do this all over the country." He saw that hers was 

very significant, but it wasn't something that she could use 

to educate people about the need for this because she was 

just one individual. But as an organization, we could do 

that, so we began to develop our childcare program. 

VP: Just from talking to one person? 

ED: Yeah, just from happening to see and talk to her. 

VP: I read a quote recently by Al Sharpton that says: "In 

some ways, it was easier when you had the barking dogs 

and the fire hoses. Now it's not getting the promotion 

or not being elected. So it's more difficult to dramatize 

- and easier for people to ignore." Would you agree? 

Emory Douglas. U.S. Imperialism, from The Black Panther Newspaper, January 3, 1970. 

ED: Yeah. For example, what he's talking - I can see they have allowed or 

opened up the door for a greater middle class of black folks. The establish

ment now allows them greater access to the marketplace. You have them in 

the marketplace, which was part of what the civil rights struggle was about, 

so they're in there, but they've still got the same folks who are running the 

system with the same attitude, like the CEOs that you have to deal with. So 

they may say, "We've got blacks in our operation," but they're marginalized. 

There's a glass ceiling. I'm assuming that's what he's referring to. You've got 

a lot of qualified blacks, and that's why you have a lot of people of color start

ing their own businesses, to get around it, because they know that it exists. 

VP: Do you think the fact that blacks have moved into the middle class in 

America allows people to ignore some of the problems that still exist? 

ED: It does because now they have an interest in maintaining their position 

in the marketplace and they have an interest in maintaining the instinct that 

exploits folks. Uaughs] 

VP: Exploits folks? 
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<opposite page> Emory Douglas. Don't Support the Greedy, from The Black Panther Newspaper, August 9, 1971. 

deft> Emory Douglas. I Gerald Ford, from The Black Panther Newspaper, September 21, 1974. <centre> Emory Douglas. Corporate Profits, from The Black Panther Newspaper, March 16, 1974. 

<right> Emory Douglas. Vote for Survival, from The Black Panther Newspaper, May 27, 1972. 

ED: Yeah, that's just like the rappers. When they give 

them a multi-million dollar contract, they can't speak 

in the same way.Just like a baseball player or a football 

player. If they say too much of anything outside of the 

box, then that interferes with their marketability and their 

ability to continue to bring in money. This applies to most 

but not all of them. Mos Def is one of those who speaks 

out, and you've got others that articulate themselves too. 

VP: One of your posters from 1970 says, "In one sense, 

only by the power of the gun can the whole world be 

transformed into the earthly paradise dreamed ofby the 

people from time immemorial." How do you feel now 

about such images that advocated a "shoot to kill" policy 

for blacks defending themselves against police brutality? 

Do you still maintain this point of view? 

ED: When you put it in context, it means one thing, 

and when you take it out of context, it means another. 

So back then, you're talking about it in the context of the 

ideological and psychological warfare that was going on 

as it related to the power structure, to police brutality and 

the confhcts that went on between the community and 

the police and the Black Panther Party. So that's what you 

were talking about then. That's the context. If you take 

it out of context, it could m.ean anything. It could just be 

chaos. But looking at it today, l still believe people have 

a right to defend themselves. Of course they do. If they 

choose to have weapons in their house to defend themselves, I think they 

should have that. 

VP: But for people who are trying to see change, as in social justice, in the 

world, does the phrase "By any means necessary" still mean an am1ed fight in 

2008? 

ED: "By any means necessary" refers to politics, physical self-defense as well 

as the non-violent. All of those things are part of it. At some point everyone's 

going to do something anyway. When you say, "By any means necessary," 

you've got those who will use direct action, those who will be more passive 

in their approach, and you've got those who believe in self-defense. So you've 

got different perspectives on how to go about overcoming the obstacles and 

dealing with the challenges that we face. But I wouldn't say it's an absolute 

because it's never going to be an absolute. As it relates to people now, you 

have situations where young men shoot at the police, and it comes to the 

point where there are shootouts. Because even in their apolitical way, they're 

still confronted with those same things on a daily basis: the abusive behavior, 

the negative attitudes, and the police coming into the communities in forma

tion to deal with the criminal element. They don't come in with respect; they 

come in to create fear and chaos. 

VP: So people are still fighting back, but they're just not organized and they 

don't have a name for it? It's happening on a more infonnal basis? 

ED: Yeah, absolutely. 

VP: But it's not necessarily labeled as a political statement. 

ED: No, but it is. That's the whole thing; it is in most cases. 
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deft> Emory Douglas. /just Want to Testify, from The Black Panther Newspaper, July 14, 1971. 

<right> Emory Douglas. Haflelujah! The Might and Power of the People is Beginning to Show, from The Black Panther Newspaper, May 29, 1971. 

Well, if you've got art that's helping people escape from 

their problems, then you're dealing with art that serves 

the interest of those who want to continue to oppress you. 

That's basically what they want you to do; they want you 

to just be passive. 

VP: But that's not how most people would see it, l don't think. They see it 

as a random tragedy when a policeman is killed and wonder how someone 

could commit such a horrible crime. 

ED: Well, that's because of the image. How many times can you count on 

your five fingers that a policeman has ever been convicted or done serious 

time for killing a black person? lt never happens in this country. Never. 

How many times has it ever been for a brown person? Never. How many 
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times has it been for a yellow or a white person? Never. 

That tells you what you're dealing with - a police state. 

You're dealing with a paramilitary operation, the same 

thing you're dealing with when you're dealing with 

the military. You have military justice, but they keep the 

citizens away from being involved with that and make 

their own decisions on how they deal with it. They keep 

it secretive because of image. If they could have completely 

gotten away with Abu Ghraib, then you never would 

have heard of it. But when you did hear about it, what did 

they do? They made those with lower rank the sacrificial 

lambs. 

VP: I guess they try to keep it secret, but little things 

pop up and the public reads about it or hears about it in 

the news ... 

ED: Look what they did when they shot Sean Bell 50 

times in New York when he was coming out of the club. 

He was just about to get married ... And they'll tell you, 

"Well, you really don't know the circumstances. You've 

got to wait until we review the case." But that gives them 

time to come up with whatever story they want to tell 

the public. How they're going to use words to trick you. 

That's what it's about more than anything: how are 

we going to sell to the people the idea that what really 

happened didn't happen? That's how they deal with stuff. 

VP: Some of the work you're creating now deals with 

the war in Iraq. The posters depict children carrying signs 

that say "Peace Heals" and "War Kills." This seems like 

a big leap from the work you were creating in the 1960s 

and 1970s. 

ED: We dealt with the war in the 1960s and we dealt 

with health because we talked about sickle cell anemia 

and some work dealt with the health clinics and the senior 

citizen's programs and the whole bit. But the artwork 

itself reflects the mood of what's going on today and 

how people will accept it today more so than back then. 

Perhaps some of the art from back then would today 

appear just sensational as opposed to providing an infor

mative and educational perspective. 

VP: Do you feel like the same people who demonized the 

Black Panthers back in the 1960s and 1970s are praising 

you now? 

ED: No! [laughs] There have been people who've come 

around. There are always those detractors and those who 

are on the borderline. 

VP: In 1969, J. Edgar Hoover said the Black Panthers 

were the greatest threat to American society and now ... 

ED: Things haven't changed - they don't like us. For 

example, the San Francisco Eight, they were tortured. As 

a matter of fact, one of them just got released. 

VP: Now your art is in the Museum of Contemporary 

Art in Los Angeles, which is a fairly respected institution, 

and I don't think that would have happened in 1969. 

ED: What you have to understand is that there are more 

progressive-minded and open-minded people who work 

in museums nowadays. So you have to look at it from that 

perspective. The whole fabric of how people think about 

museums has changed. You've got young people working 

there who may be supportive of grassroots organizations 

in the community, who want to see how the museum can 

be more community-oriented and reach out to people. 

So the people working in this kind of outreach may be activists themselves 

outside of the museum. 

VP: Do you think radicals during the 1960s and 1970s 

got slowly absorbed into mainstream American culture? Do people catch up 

with the ideas? 

ED: Yeah, because vanguards always lead by example, and the people catch 

on later on. That's what the hip-hop movement is about - art. It's not an 

absolute good or an absolute bad; those things always exist at the same time 

within anything. So it's a matter of what it is, what it inspires and what it 

informs that determines how people can move forward or even think of doing 

something that's constructive. 

VP: As far as social change and political movements, you can have activists 

working on a grassroots level, politicians working within the system to try 

to change things, and lawyers trying to push for legal change. But the artists 

- what role do they play in all this? 

ED: The artist has to respect whatever the common concern is. Every artist 

is going to have to pick and choose what subjects they want to deal with 

because you've still got a lot. But the artist has to be in tune with the desires 

of the community, what they want and what their demands are, and be able 

to interpret that. Or give some insight through art in a way that people will 

get something out of. 

Art can be educational on an issue, or it can show solidarity with organizations 

and others who are struggling. It can have a spirit of resistance or expose 

oppression and it can also deal with institutions that don't serve the commu

nity's best interests. For instance, you can use satire. Art can show what things 

could be - a vision of the possibility. 

VP: To me that just sounds like the human spirit, which ultimately, I think, 

wants good. 

ED: Yeah, it is. There was a quote by Huey that said, "The spirit of the 

people is greater than the man's technology." That was one of the quotes 

Huey coined that we used all the time. 

VP: I think that's even truer now. 

ED: Yes. 

VP: Some would argue that social and political problems should be dealt 

with by lawyers and politicians, and artists should create work that helps us 

momentarily escape from our problems. What would you say to that? 

ED: Well, if you've got art that's helping people escape from their problems, 

then you're dealing with art that serves the interest of those who want to 

continue to oppress you. That's basically what they want you to do; they 

want you to just be passive. So that kind of art would be in their best interest. 

All art reflects an outlook, no matter what you do. So if you say, "I don't 

want to make art that has anything to do with politics," all art is a reflection 

of a political outlook whether you call it abstract art or whatever. It may have 

great feeling and emotion to it, but what does it serve, what does it bring out 

in you, what does it do for you? Does it make you say, "Oh, it's great that 
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I can do this art," but not understand the connection between this art as an 

individual achievement and the greater interests served by creating this art? 

Art can be a release on a personal level. All art can be relevant and can have 

some kind of educational aspect to it, but you need to consider to what 

degree it pacifies people and keeps them pacified, as opposed to being 

enlightened, informed and educated. 

VP: Is there anything we can do about this art that pacifies? 

ED: 0aughs] No, you just have to do more of the art that enlightens. Because 

the art that pacifies is going to be around as long as the art that enlightens. 

Now, which one is going to have the most impact and which one is going to 

have the 111.ost influence, and that kind of thing ... 

VP: Which one? Pacifying art seems to be winning ... 

ED: Of course, because it has more money behind it and there are more 

venues in which it can be presented on a mainstream level. See, that's where 

you look at it from the standpoint of it being a fom1. of pacification. Those 

mainstream galleries and people who spend the money buy into it from the 

standpoint of aesthetics: shape, form, mood and that kind of thing. But if it 

has a statement, then they might say, "No, no, no. We can't deal with that. 

We need something that doesn't have any type of politics in it." 0aughs] But 

they're talking about politics in saying that they don't want to deal with any 

kind of statement. So it becomes political in that sense. 

VP: I guess you can't really force enlightenment on someone. Like you said 

earlier, art has transfom1.ational powers, but I guess if someone doesn't want to 

be transformed, then it doesn't work. Many people avoid the political work 

and opt for the soothing pastels. 

ED: There was an actor that came through the Museum of Contemporary 

Art show in Los Angeles. I forget the guy's name. Somebody pointed him out 

to me when he came through the exhibit, and he didn't look too pleased with 

it all. [Laughs] So it depends on what your thinking is, what your outlook on 

the world is. This is art that came out of oppression, out of suffering, out of a 

whole different world. A lot of people are not ready to deal with that. 

VP: You're still creating work with many of the same messages, so how do 

you stay hopeful and inspired after all these years? 

ED: Well, one reason is that I enjoy doing what I do, so that's the main 

thing. 

I read the newspapers; I read through all the justifications that they give for 

all these wars and everything they're doing. And I try to work this into the 

artwork. But I try to keep a balance because you can get too emotionally 

charged up and then you can lose focus on how you want to do things. 

Anger can destroy you. It makes you have high blood pressure. 0aughs] 

It's like that saying, "You won't be punished for your anger, but you'll be 

punished by your anger." You can get angry all you want, but you're not 

going to hurt anybody but yourself, so I guard against it like a soldier 

guarding Fort Knox. 0aughs] I realized what it is, and I've got to work at it; 

it's like a job. 
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VP: What does the phrase "Revolution in our lifetime" 

mean to you? Is it the little, everyday things? Or is this 

about the bigger issues? 

ED: It's a combination, because if you look at that 

picture, "Revolution in our Lifetime," you'll see the 

image on his button of a little black baby with the white 

doll. Back then, you didn't have black dolls. That was a 

basic thing that a lot of people missed. That was a major 

obstacle to overcome, so there could be dolls that repre

sent and reflect the culture of ethnicities other than that 

of me dominant group, which was the Europeans. 

I always used to tell my daughter - now you've got the 

ethnic diversity with the dolls, so I don't have to say this 

to my granddaughter - but when my daughter was a girl, 

you didn't have that in the dolls that were marketed in 

the stores. I used to always say, "If you don't see anything 

there that looks like you, then you can't buy it until they 

get a doll that looks like you." If they don't have enough 

respect to market dolls that look like you, then why 

should you buy them? Folks will say it's just a doll, but 

it's deeper than that because the folks that were making 

the dolls just didn't see it. But now they do, they see it's a 

great market. They can make money. 

VP: So money's the driving force? 

ED: Yeah. Man made money; money drove man mad. 

Those are the three M's. I mean, money's a tool, but it 

can also be an obsession. 

VP: So if revolution in our lifetime comes down to that 

very basic level, in what other ways would it manifest 

itself? 

ED: It's about overcoming obstacles. That's what I mean 

by change and the process of change, going from A to B. 

There might be an abrupt change at any given time, but 

it's a process. That's what it's about; it's about overcoming 

obstacles. D 

In September, All Power to the People! Graphics of the 

Black Panther Party 1966 - 197 4 makes its Canadian debut 

at the Toronto Free Callery. In October, The Revolutionary 

Art of Emory Douglas makes its UK debut at Manchester's 

Urbis and appears in the Arts & Culture Conference of the Black 

Panther Party in Atlanta, Georgia. 

VALERIE PALMER lives and writes in Los Angeles. She is a 

contributing editor at Planet Magazine and her work has 

also appeared in Anthem, VenusZine and Mean. 
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The two Gullivers: 
Flutura & Besnik Haxhillari 

LATITUD£53 
CONTEMPORARY VISUAL CULTURE 

SNAP MAIN GALLERY & STUDIO GALLERY, 
AFA GALLERY, & UNIVERSITY OF ALBERTA 

Opening recep rin: Friday, September 26 2<X'8 7 ciorr 

Exhibition continues Septemter 26 - Octoter 1 7, 2CXJ8 

EPI 2008 Edmonton 
Print International 2008 

EPI 2008 is a world-class event organized by SNAP (Society 
of Northern Alberta Print-artists) that will focus attention on 
Edmonton as a centre of vision and leadership in visual arts 
and culture. EPI 2008 will open eyes and minds to evolving 

graphic traditions around the world, engaging audiences with 
a magical energy and sense of connection with artists and 

cultures from Boston to Beijing. 

www.edmontonprintinternational.com 

www.snapartists.com 

Septemter 1 2 - October 11 
up,-ning. F nday, Septer•1ber 12 7 1 0 pm 
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The Swimmers 
Christophe Jivraj 

(caw)I 
Shantae! Sleight 
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Art 51 Talk Sa ~rrJav x.:tober 18. 1 P" 

2007 /2008 Artist in Residence Exhibition 
Stephanie Jonsson 

Untitled 
Danielle LaBrie & Gloria Mok 

LATITUDE 
CONHMPORARY VISUAL CULTURE harcourthouse 

Canada Council 
for the Arts 

October 31 - November 29, 2008 
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Ir> tre Ma,n Space: Wayne Yung 
Ir> tre Pr0jEx Room: Travis McEwen 
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The Fine Art of Schmoozy 
Latitude 53 presents its 11th annual winter fundraiser -
the perfect mix of art auction, fashion, good food, great 
shaken drinks and fabulous company. Take delight in the 
opportunity to own affordable original art in the Silent Art 
Auction, which features over 50 pieces by local artists. 

Tickets will be available at Latitude 53 and through 
PayPal at www.latitude53.org/support 

Opening •eoeption: hurSday, Jufy 24. 2C08, 7 9 rM 

Exhibition continues: July 24 - Septemter 6 

Self-portrait 60 and 35 
Slawomir Grabowy 

the nauvoo suite 
David Poelman 

SNAP'S STUDIO GALLERY: 
::)pt,•Ping recept,cn 7"1ursday ,Jury 24 2CC6, 7 9prn 

Exhibition conunues: July 24 · Septemter 6 

Dislocations 
Michelle LaVoie 
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rcourthouse 
November 22 

Going Once, Going Twice: 
Art Auction and Gala 
Novemter 27 to December 20 
".)oo,-,irg. hursday, Novemoo• 27, 7 1n om 

Passage 
Lynn Malin & Elizabeth Beauchamp 

Untitled 
Andrea Magnuson 

Conseil des Arts 
du Canada 
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It's true retirement planning is an ongoing process. 
This year, I decided I should start to think about my future. 
So I went to see Mrs. Rizzo at my local bank •.• 

If I start saving now, /11troductio11 

I assume that I have 
missed the boat on 
Freedom 55, but maybe 
I can catch freedom 65. 

Retirement fanning is an on~going process. Whether or nor this is the first review of your current financial si_1ua1ion. ~~ have lakcn 
an impot1ant step toward achieving your retiremcnl goals by having this analysis prepared. The purpo~ ofth1s analysis 1s. to help you 
assess the nt inability of your desired retirement income. expressed in terms of what today's dollars will buy. atlcr allowm~ for raxcs 
and adjusti , for in nation, from today forward and throughout the retirement period. This analysis has been prepared especially for 
you and · ·1sed on the assumptions and information that you have supplied. 

.,R~nd• 
Goldstein 

Current A1e 
Retirement Age 

I don't need a million dollars ... 
Analysis Period 
Kelirement Period 

I just want to live comfortably. 

30K seems like a reasonable 
amount. 

EA JCnSH Index Befort: 

Net Income Required 2.~, 

Income Amount lndu lkfort: 

Brt:nd1 
Salary 
CPP/QPI' 

Since 1992, the rate of 
Old Age Security (Clawback On) 

RRSP/RRIF Account Contribution 

inflation in Canada has 
fluctuated around 2 per cent, 
which is what this calculation t: Start A t: End R1111e 

is based on. Mrs. Rizzo seemed Brenda 
8.00-/4 Rate ofRclum 35 99 

unconcerned about the oil 
RRSP/RRW Account Rafts or Return AgtSlut gt: End Ritt 

bubble bursting. Brenda 
Rate of Rel um 35 99 8.00% 

l...ocktd•ln Account Raitt or Return ,. tart Age End Ralt 

Brt:nda 
Rate of K.ctum 35 99 8.00% 

TuRatu 

The red here is the shortfall between what I want to live on ($30,000.00 a year) 
and what I am left with after my savings run dry. Mrs. Rizzo tells me that 
in order to live at that level, I am going to have to accumulate $ l, 173,085.00 
by my 65th birthday. 
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lndu Aftt:r 

2.so,, 

lnduAftt:r 

This has been a pretty good year 
for me. I have cleared over 25K. 

In an average year, I'm lucky to 
make 20K. According to a study 
by Hill Strategies, I'm doing great 
the average visual artist makes 
18.6K. After rent and paying 
down my debts, etc., I think I can 
manage to save about 
$160 a month. 

21000 i . 
R_~ n\.lvt1.Sn/. 

The rccircmcnt analysis illu lrntcs whether your re1ircmen1 incomes 11nd retirement assets will be suffic u to meet )'OU ctircmclll 
goal. ·n,c first JVSPh illustrates 1hc )'C&H·.nd value of1hc vario.us ~tircm~n1 as~is during 1he a_nalysis peri . ,· ond graph 
illusmncs how net income received (government benefits. def med b\:neht ptnsions and other mcomcs) and net "'tlldrawals from your 
retirement a sets {Investments, RRSPs/RRIFs and Locked-In plans) arc used to fund your retirement income gool (net htcome need). 
When your retirement assets are depicted a shortfall may occur. 

Re1irtmen1 As el 

Wow! By the time I have retired 

I will have accumulated $200,000! 
100,000 -,----------------------=,-~=------7 
140,000 

120,000 

100,000 

I0,000 

I0,000 

... ooo 
20,000 

75 80 110 

Fo, a numcric11I sumn y of th"~ grupt1s. plcusc ref1..T to the et Income & Wlthdnwals 1nhlc. 

• l•~~•-•b 
• MM.°'"l'alkMlh 

• l.iMl,,fd,l•l'I .. ~ 

Nfl lac._ RttthNI • 

\ t■ r•End V1t : fhc rnluc or rctireim-n1 nssct.s nl)cr im·cstnltnl income lj added and paymcms or whlldrawal an: subtr..ct1."tJ Ill 1hc end ul' 1hc 
yc;u-. Contri ,ons ma)' be nl.'Wk· citlKT 111t lhc b\.-ginnini; or cod of1hc )Clir. 

ti lnco Nttd: The 11moun1 of net or aJkr-tu incvm'-'l 111.'l.--dcd during rclircmc.111, ~ju""'(! for i~fln1ion. _ . 
hortf: : lnn=soncnl, RKSJJ/kKff, Md lod:cd-in a.~<ctS arc used lo fond the net mcomc l\."QUln.-d. When !IJCSC asscb an: dcpk:1 ... -d and the LI~ 

ma.\:· um has 1:K.-.:-n n:actk--d. • ~hor1f11ll nU1) occur. 

ln~'::1h!;:~:~~~ ,,ilhdnrn:ols made from in,csuncnt llSSCts 10 provtdc oodi1io11al income to fund )Our rM...'1 n.'1ircn~-ril incon~goal. , , 
RRSP/RRIF: cc "ithdraw1t made from KR. Ps 1lnd RRtrs to pro,·i<k additional imvmc to fund ~our net n.1,n:mcnt ulCOfnc conl. M1111mum 
RRIF payments an: inclll(k-d seaning in the )Cllf" follo"ing 1hc specified coo,crsion age. . . . 
1--Mktd-ln Pl1ns: Net withdr.l'-'--:tls n\ltdc from lockt.-d-in llSS(.1S 10 PfO\ ilk llddi1ionftl iocome to fulld your net rct1rcmcn1 income goo.I. Minimum _or 
maximum l.,IF/LRIFIPl'C5C-ribcd RRIF payments arc incluck.-d startin¥ in the )'-"Ill' of the specified conversion age. Al.so includt:s cs11mnted nnnuny 
income 1ncr 1gc 79 resulting from the required "ind-up of• I.If. (if applicable).. . . . 

'tt ln(Ome Rutht"d: Total IK1 o, 1if't1.T·lll.'< income roochcd from CJ>P/QPJ>, OAS, dcfi~ benefit pension plans. salancs and otht.T llltOtllC. 

... but by the time I am 70 
I will have used up 
my savings . 

Luckily I have been paying 
into CPP (Canada Pension Plan) 
so I will receive $10,615 a year. 
I will also be entitled to a yearly 
$6,028 from Old Age Security. 

Mrs. Rizzo has some advice .... "ln order to meet your goals you are going to 
have to start saving now. Is there any way you can stop paying rent?" she asks. 
She tells me I should get a part-time Job, especially if I want to consider 
buying a home in downtown Toronto. She suggests waitressing or bar work, 
something where I can make a lot of money, in cash. "Maybe art should be 
the part-time job," she suggests. 
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Calgary & Lethbridge October 3 - 17, 2008 

Mountain Performative 
Standard Art 

Time Festival 

www.mstfestlval.org 

Performances By: 
Kelly Andres 
Cindy Baker 
The Cedar Tavern Singers 
Eryn Foster 
Nina Horvat 
Istvan Kantor 
Cheryl L'Hirondelle 
Jessica Maccormack and 
Hazel Meyer 
The Movement Movement 
John Murchie 
Liss Platt 
Stephanie Rothenberg 
Stephan Schulz 
Duncan Speakman 
Angela Silver 
Adrian Stimson 
Morgan Sea Thompson 
Camille Turner 

CENTER FOR THE STUDY OF POLITICAL GRAPHICS 

8124 West Third Street Suite 211 Los Angeles, CA 90048 

Anthem 
Perspectives on Home & Native Land 
Organized by Carleton University Art Gallery 

Ryan Rice, Curator 
25 August through 5 October 

Prospect 13 
The Encounter by Suzanne Caines 
Organized by MSVU Art Gallery 
Ingrid Jenkner, Curator 
25 October through 14 December 

Thanks to the Canada Council for the Arts. 

Msvu art gallery 
Mount Saint Vincent University 

Seton Academic Centre 

166 Bedford Highway 

Halifax, Novo Scotia 

902 457 6160 
www.msvuort.co 

Free admission. 

RECLAIMING THE POWER OF ART TO 

EDUCATE AND INSPIRE PEOPLETOACTION 

0 

0 

~srn 0 

0 

JUST ANOTHER DAY 
IN PARADISE RL Cutler 

L
ike many urban centres, Vancouver is a microcosm of 

global trends and events. With the latest outpouring of 

cultural activity in 2008 - an effiorescence of exhibitions, 

the sprouting of new retail outlets and the endless array of 

coffee franchises - an exotic display of consumer options 

and aesthetic sensibilities pervade the landscape. More than a site for 

laidback hipsters and idylJic realm of contentment, the paradisiacal 

context of Lotusland takes on new meaning in the context of a 

resurgence of Orientalism. The original term has travelJed into the 

21" century, as Edward Said had anticipated, and become an 

equivocal spectre of contemporary art and its methodologies. 

Said's groundbreaking book Orienta/ism (1978), foundational 

knowledge for postcolonial studies, articulates a constellation of 

false assumptions underlying Western attitudes toward the East. 

Since the publication of the book, the concept of Oriental ism has 

circulated as a critique of an entire system of thought and scholar

ship as well as a loose appropriation of its strategies. As Said argued 

four years later in his essay "Travelling Theory" (1982) " ... the 

movement of ideas and theories from one place to another is both a 

fact of life and a usefully enabling condition of intellectual activity. " 1 

I have come to marvel at the mutability of Orientalism, not only in 

representations of the Orient constructed by and in relation to the 

West, but more recently as a visual strategy and methodology for 

cultural critique in Canada's Pacific Northwest. 

In his essay "Travelling Theory," Said argues that the movement of 

ideas necessarily involves processes of representation that complicate 

their circulation: 

First, there is a point of origin, or what seems like one, a set 

of initial circumstances in which the idea came to birth or 

entered discourse. Second, there is a distance transversed, a 

passage through the pressure of various contexts as the idea 

moves from an earlier point to another time and place where 

it will come into new prominence. Third, there is a set of 

conditions - call them conditions of acceptance ... Fourth, 

the now full (or partly) accommodated (or incorporated) idea 

is to some extent transformed by its new uses ... 2 

Global Fusion campaign items from HomeSense. Courtesy: HomeSense. 
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nm a cnry P..1iller 
he knew what the 

eurt~a1 of 1he t,,:orld. 

While Said never refers to Orientalism 

directly in this passage, its reference is 

instructive. Orientalism has so penetrated 

critical discourse and popular culture that 

it now functions as a shorthand for a way 

of collecting, displaying and representing 

people and their cultural productions. Taken 

to its interpretative limits, Orientalism itself 

appears to have travelled from the critical 

to the capacious in the form of an often in

discriminate and unruly visual methodology. 

That it is a veritable Babel of visual culture 

and cultural objects peddling fictionalized 

cultures irrespective of race or geographic 

location speaks to Said's observation that 

travelling theory is often reified in the trans

plantation process. 

Matthew Stadler's public lecture at the 

Vancouver Art Gallery in March titled 

"Going Nowhere: Where Was Paradise?" 

explored concepts of utopia in relation to 

the West Coast and the exhibition Kutlug 

Ataman: Paradise and Kuba. Stadler intro

duced Orientalism in his discussion of 

how Biblical and subsequent Christian 

scholarship located Paradise in a remote part 

of the earth. He pointed out that 16'h and 

<top> Sean George. Venus Rising, 2008. <bottom> Sean George. Ben gone, 2008. Both courtesy: the artist. 

<lop> Kutlug Ataman. Kiiba, installation at the Sorting Office, London, 2004. Courtesy: the artist and Lehmann Maupin Gallery, New York. Photo: Christopher Bliss Photography. 

17th century European explorers often made 

the search for Paradise part of their journeys 

to other continents. In this way, the search 

for Paradise became entangled with relation

ships and discourses that would later be 

characterized as imperialist and Orientalist. 3 

Stadler argued that Orientalism character

istically involved the creation of narratives 

that removed people and their cultures from 

their history, placing them into a different 

history. Near the end of his talk, he spoke 

to Ataman's video installation Paradise. 

Completed in 2007, Ataman's piece portrays 

24 southern Californians describing their 

encounter with that place they call "paradise." 

The Turkish artist provided an interpretation 

of identity and desire as embodied by people 

living in the earthly and often fictionalized 

paradise of Orange County. In order to 

experience the work, the viewer dons 

headphones for each of the 24 screens and 

enacts their own constructed narrative. One 

can then travel through Ataman's Paradise 

both encountering and reconstructing the 

fictional portraits. Stadler describes the work 

as "Orientalist" in that it dehistoricizes its 

subjects in order to create the artist's (and 

viewer's) preferred narrative. While I am 

not entirely convinced of this interpretation, 

<left> Kutlug Ataman. KUba, installation at the Sorting Office, London, 2004. <centre and top right> Kutlug Ataman. KUba, 2004, video still. <bottom lower right> Kutlug Ataman. Paradise, 2007, video still. 

All courtesy: artist and Lehmann Maupin Gallery, New York. 
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Abbas Akhavan. Makeshift objects, 2008. Courtesy of the artist and Centre A. Photo: William Ting. 

WHAT l DID DISCOVER WAS 

THAT THE MERCHANDISING OF 

HOMESENSE REPRESENTED AN 

UNCONSCIOUS SIMULACRUM 

0 F THE "ORI ENT," WHEREBY THE 

PARTLY INCORPORATED I DEA 

HAS BEEN TRANSFORMED BY 

ITS NEW USES. 

the installation does reflect upon how a 

community of people living in a certain 

part of the world imagines personal and 

geographic mythologies, especia.lly in rela

tion to notions of utopia. Finding Stadler's 

application of the term "Orientalism" oddly 

productive and in light of Said's "travelling 

theory," I began to map out possible routes 

and journeys to Paradise: 

A) Ataman was a purveyor of false assump

tions (and mythical constructions); 

B) Ataman had reconfigured Orientalism 

from its point of origin to another 

time and place; 

c) Ataman had created a new set of 

conditions - call them conditions of 

acceptance; 

o) The partly incorporated idea of 

Orientalism has been transformed by 

its new uses; 
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E) All of the above (Orientalism is open 

and mutable). 

On a warm summer afternoon, while puz

z.ling over this elasticity, I visited Vancouver's 

new HomeSense store on Robson Street. 

The world closed in around me in a bazaar 

of merchandise conspiratorially designed to 

entice a feminine lust for ornament. 4 Seem

ingly passive objects excited and distracted 

my senses. As I gazed upon hand-carved 

wood bowls made in China, hanging lamps 

with Coptic motifs, distressed metal work 

and Venetian glass, a voice from above 

beseeched shoppers to visit a new shipment 

of decorative Moroccan objects. Strolling 

past the scented candles, tropical bathroom 

pottery and earth-tone bedding, I never 

did find the elusive cache of North African 

objects. What T did discover was that the 

merchandising of HomeSense represented 

an unconscious simulacmm of the "Orient," 

whereby the partly incorporated idea has 

been transformed by its new uses. I 

wondered whether Stadler's adaptive 

Orientalism was doing its work; my con

sumer choice and aesthetic judgements 

were a miasma of unconscious desire and 

projection. Seduced, abandoned and unsure 

where the faux-bamboo towel racks ended 

and the damask floor screens began, I left 

this decor oasis and stopped by a local 

cafe ordering a dark coffee made from the 

Arabica bean. Discovered in the highlands 

of Ethiopia in the ninth century, coffee's 

pleasures spread to Egypt, Yemen, Arn1enia, 

Persia, Turkey and northern Africa by the 

15th century. From the Muslim world, it 

spread to Italy, then to the rest of Europe 

and the Americas. Surveying the interior 

decor, the spectre of a travelling Orientalism 

appeared yet again. Coffee blends were 

represented by images of a Javanese woman 

in a headscarfleaning on burlap coffee sacks, 

' I 
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Orientafism a( Ephemera (installation view). Courtesy: Centre A. Photo: William Ting. 

a Juan Valdez doppelganger posing with his 

donkey, and elderly Ethiopians drinking 

coffee from clay urns. I ordered a baklava 

and found a table. 

Sipping on the hypnotic brew, I considered 

Centre A's spring exhibition Orienta/ism and 

Ephemera, Jamelie Hassan's curatorial reflec

tion on the cultural space of the Middle East 

and the legacy of Said's 1978 book. In her 

curatorial statement, Hassan asserts that, "In 

Orienta/ism and Ephemera, [ draw on my 

archives and collection, as well as a selec

tion of works by other artists and collectors, 

to create an exhibition that brings multiple 

aspects of my own practice and interests 

together: creative, curatorial, research and 

collecting." While the concept is intriguing, 

the exhibition was a confusing maze of pop 

cultural ephemera (souvenirs, pamphlets, 

postcards, catalogues, travel and commercial 

items, documents and photographs) along-

side work by local artists Diyan Achjadi, 

Abbas Akhavan, Babak Golkar, Fabiola 

Nabil Naguib and Jayce Sa.lloum among 

other national and international examples. 

At the opening, someone described the 

curatorial approach as generous; I saw it as 

lacking focus and framing. Hassan sug-

gests that the exhibition "reflects a certain 

closeness and offers an alternative space 

from which to consider the innumerable 

manifestations of Orientalism within our 

everyday culture." I wondered about the 

absence of work by certain artists of Chinese, 

Japanese and Korean descent and the inclu

sion of work by Indonesian, Aboriginal and 

Caucasian artists. 

In addition to the curator's observation of 

"the attraction and presence of the "East" 

within our everyday experience," I ques

tioned whether Orienta/ism and Ephemera in 

fact manifested an Orientalist methodology. 
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Installation view of Christel Herzog photos within Learning to Walk ........ a mediated journey to Africa. Courtesy: Sean George. Photo: Sita Kumar. 

The rather loose selection of visual display 

was less a critique of Orientalism than an 

haphazard representation of an idea. Perhaps 

the travelling exhibition was less a dem

onstration of false assumptions underlying 

Wes tern attitudes toward the East than a 

space for considering the complex ways in 

which post-colonialism and globalization 

are implicated in visual culture. A sympo

sium organized around the exhibition in 

collaboration with the Simon Fraser 

University Centre for the C01nparative 

Study of Muslim Societies and Cultures 

at the University Harbour Centre simi-

larly echoed an Orientalist methodology. 

Keynote speaker Steven Caton, Professor 

of Contempora1y Arab Studies at Harvard 

University, presented an expose on the 

figure of the White Sheik in western culture. 

He observed how the Caucasian adoption 

of Arab attire both feminized the wearer 

and allowed him to conquer and subdue the 

Oriental Other. During the ensuing discus

sion, som.eone observed that the hyperbolic 

news stories of Senator Barack Obama in 

African garb (he was dressed as a Somali 

Elder during his visit to Wajir, a rural area 

in north eastern Kenya, bordered Somalia 

and Ethiopia) might also represent unease 

with the apparently Orientalizing clothing. 

While histo1y has handed us all a plethora 

of material culture informed by false 

assumptions and erroneous beliefs, artistic 

interventions can often display and decon

struct the ideological biases that dominate 

our rn.ediascapes. Sean George's "Learning 

to Walk ... a mediated journey to Africa" 

was fortuitously exhibited at the same time 

as Orienta/ism and Ephemera kitty corner to 

Centre A at [nterurban Gallery. With this 

geographical juxtaposition, the Orientalist 

methodology surfaced yet again in George's 

own archives, artwork and selection of 

works by other artists (Geoffrey Bird, 

Christel Herzog, Sita Kumar, Luya Tshim

balanga and Natalie Vermeer). By exploring 

Africa as a metaphoric framework which is 

depicted but never deciphered, "Learning to 

walk ... " is a subjective and poetic inter

pretation and intervention of the myth of 

Africa as will and representation. As George 

explains, "The term "heart of darkness," 

does not apply here. This body of knowl

edge is a well-lit place fuelled by science, 

literature, cinema, art, print media and the 

evening news. This mediated wave smfs my 

brown skin - connected but disconnected, 

never having set foot on African soil; yet a 

veteran of many journeys." 5 Located in the 

Downtown East Side of Vancouver, the 
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exhibition showcased Africa as an apparition. 

As George writes, 

"Africa like the Downtown East Side is a 

mediated and real place .... The slave trade 

and the rape of the continents' resources 

still echo today. The trussing women and 

the use of the Downtown East Side as a 

Hollywood backdrop continue to compli

cate the way we imagine these two different 

but similar places." 

George's collage works are particularly 

haunting with their traces of black figures 

(models, celebrities, etc.) from dated fashion 

and lifestyle magazines reconfigured to 

highlight homoeroticism, longing and body 

fetishism. Perhaps the artist has employed his 

own Orientalizing strategies that comment 

on personal and geographic mythologies 

of Africa by pulling its subjects out of their 

anchor ofhisto1y. George seeks "to create 

another rumble in the jungle ... a fantasy, an 

open-air market of ideas and information." 

More recently, Ron Terada took up an 

Orientalizing strategy in his exhibition at 

Catriona Jeffries Gallery. Known for explor

ing the language of signs that pervade our 

modern landscape, Terada's new work 

attempts to locate the large-scale advertising 

<left> Christel Herzog. On the Niger River, (Nigeria), 1988. <top right> Christel Herzog. Mali 2, 1988. Courtesy: Sean George. <bottom right> Christel Herzog. Burkina Faso, 1988. 

billboard within the gallery through the 

construction of a video wall titled Voight 

Kampjf 6 and is accompanied by a series of 

related photographs. Referencing the 1982 

film Blade Runner, three young Caucasian 

girls dressed as maikos (apprentice geishas) 

are presented individually as they consume 

alcohol, cigarettes and pills. You might 

recollect that in the first 10 minutes of the 

science fiction film, a building size advertise

ment portrays a traditionally attired Japanese 

woman smiling as she pops something into 

her mouth. At the time, this cinematic 

image was both an acknowledgment of 

American drug culture and the increasing 

diaspora of greater Los Angeles. 

The Catriona Jeffries Gallery press release 

states "Within this new body of work 

Terada in turn probes questions of "looking" 

and embeds references to the history of 

exoticism and Orientalism within the history 

of Western art." While the references are 

certainly present, the artist's intention is 

unclear. The allusion to Orientalism itself 

is capacious and elastic. The representation 

of Caucasian maikos does little more than 

employ an OrientaJizing visual strategy. 

The nod to exoticism and Orientalism has 

become a visual prop or eye candy and falls 

short of implicating the viewer in the 

consumption of these images. Terada's 

Orientalist strategy dehistoricizes its subject 

in order to create his preferred narrative. 

Like the film, the maiko figure has been 

removed from its cultural context and 

placed within a different histo1y. Perhaps 

Terada's point is that the lyrical luxury of 

Japanese geishas, simulating the excesses of 

consumer global culture for our delectation, 

is lost on gawky gaijins (foreigners). 

All courtesy: Sean George. 

NO LONGER A SPECIFIC HISTORICAL 

CIRCUMSTANCE OR SAJD'S "Fl RST 

POINT OF ORIGIN," ORIENTALISM 

HAS BECOME A PREFERRED NAR:

RATIVE, AN ELASTIC REFERENCE. A 

TAPESTRY OF IMAGES, A HYPNOTIC 

MAKER OF CLICHES, A CRITIQ1JE OF 

WESTERN ASSUMPTIONS ABOUT THE 

SO-CALLED "EAST," AN ACADEMIC 

AREA OF STUDY AND A STRATEGY 

FOR VISUAL DISPLAY. 
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Hilton is my stereotype of an African man - strong, tall. silent, but white. 

J 

<left> One ofi5 Vanity Fair magazines devoted to Africa in Learning to Walk ......... a mediated journey to Africa, along with other magazines books and ephemera. Courtesy: Sean George. 

Finding reconstructed geishas in manga or 

anime culture, where prurient entertainment 

looms large, somehow makes sense. 

However in a work of art, the context and 

stakes are different. In Terada's project there 

is neither a cultural critique of the maiko 

nor an expanded understanding of its 

Orientalizing effects. His video and 

photographs are pure spectacle, neither 

complicating nor deepening our reading of 

these signs. Through its appropriating of a 

Japanese stereotype of traditional femininity, 

the work does not implicate the viewer but 

functions more obliquely. The Voight Kampf 

video wall uses the maiko figure as a hazy 

fLlter, nuking nebulous the false assumptions 

underlying Western attitudes toward the 

East. The Orientalizing visual strategy spins 

out from its source and yet does not realize a 

cogent interpretation or narrative. Obviously 

not designed as a critique of Orientalism, 

these young Caucasian maikos are an 

aesthetic homage to an idea or sign of 

beauty. Terada's geishas are like the singer 

Gwen Stefani's "Harajuku Girls," 7 who 

exemplify pop culture revelling in free 

market aesthetics and visual excess. Perhaps 

this explains why I left the gallery with the 

simultaneous sensation of seduction and 

abandonment, attracted to both the science 

fictional reference and splash of geisha style 

<right> Learning to Walk. ....... a mediated journey to Africa, 2008, installation view. Courtesy: Sean George. Photo: Sita Kumar. 

while repulsed by the apparent and perhaps 

even strategic absence of meaning. 

I continue to observe the exhibition of 

Orientalism as a contemporary methodology. 

No longer a specific historical circumstance 

or Said's "first point of origin," Orientalism 

has become a preferred narrative, an elastic 

reference, a tapestry of images, a hypnotic 

maker of cliches, a critique of western 

assumptions about the so-called "East," 

an acadernjc area of study and a strategy 

for visual display. These aesthetic and 

scopic regimes depend less on taste than 

on our ability, and sometimes inability, to 

distinguish their 1node of representation and 

intention. Does Orientalism have limits? 

With or without canonjcal motifs, has it 

become a preferred methodology within 

art theory, curatorial models and consumer 

Notes: 

display? The movement of ideas necessarily 

involves processes of representation that 

complicate their circulation and are trans

formed by their new uses. Perhaps these 

examples illustrate how theory, discourse 

and popular culture are mythologized, 

reconfigured and turned against their origins. 

Then again, maybe it is just another day 

in paradise. □ 

RANDY LEE CUTLER is an artist, educator 

and writer. Her practice investigates the 

expanded relationships between mediation, 

diversity and critical theory. As a professor 

and associate dean at Emily Carr University 

she teaches and fosters links between 

sustainability, embodiment and creativity. 

1. Edward W. Said, The Edward Said Reader, Moustafa Bayoumi and Andrew Rubin, eds., (Vintage 2000), 

p.196. 
2. Ibid. 
3. Mathew Stadler, Public Lecture "Going Nowhere: Where Was Paradise)" at the Vancouver Art Gallery 

(March 20) and email correspondence. 
4. This lust for ornament has also been used in the discourse of racism. Here I am referring to Adolf Loos' 

Ornament and Crime (1908). 
5. Sean George's artist statement for Learning to Walk ... a mediated journey to Africa. 
6. Voight Kampff is the name of the polygraph-like machine in Blade Runner that detects whether a suspect 

is human or replicant by measuring their empathic response to emotionally loaded questions. 
7. These are teenagers who dress like baby doll Lolita-esque caricatures and parade the Harajuku district 

of Tokyo. 
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Museums 
After Modernism 
Strategies of Engagement 

edited by Griselda Pollock 
and Joyce Zemans 
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Museums After Modernism: Strategies ef 
Engagement - as Griselda Pollock adrnit-

ted at the 2007 book launch - is an odd 

if unusually thoughtful collection of essays. 

The thread of connection between the 12 

papers by 11 authors is Judith Mastai, whom 

Torontonians knew as the provocative Head 

of Education at the Art Gallery of Ontario 

(AGO) during the 1990s. Mastai was a force, 

and for those who never knew or met her, 

I cannot be sure how well the essays cohere. 

But for those who did, the edited volume 

reads from cover to cover as a revelation of 

Mastai's place in a "baby boomer" genera

tion of post-war feminist provocateurs for a 

better world. In her bid for change, and for 

a discourse leading to a better world, her 

idealism assumed privilege. 

The most important essay in Museums After 

Modernism is Mastai's "There ls No Such 

Thing as a Visitor." Th.is essay would have 

been better placed first in the volume instead 

of Pollock's moat of a read, "Un-Framing 

the Modern: Critical Space/Public Possibil

ity." If you can get past her interpolated 

museology, you will succeed in reading the 

whole volume. I must confess I can't really 

summarize the focus of Pollock's essay. 

Regardless, I have already encouraged stu

dents to source her description of the 

Judith Mastai's Sovereignty of Thought: 
Museums After Modernism: Strategies of Engagement 
EDITED BY Griselda Pollock and Joyce Zemans 

Oxford: Blackwell Publishing Limited: 2007 

REVIEW BY Anna Hudson 

museum, "that distinctive product of 

modernity," (p.l) now floating "in a world 

of liquid modernity."(p.3) Paul Werner, 

a former museum docent, similarly likened 

the Guggenheim. Museum as sailing under 

the infamous captain, Thomas Krens, 

"on golden waters, unaware it was floating 

on pee."' 

Citing the sociologist Zygn1unt Bauman, 

Pollock describes museums after modernism 

as lacking. "There is no ultimate goal," 

writes Pollock, "no long-term narrative 

which leads to a revolutionary sweeping 

away of one order to be replaced by a new 

one, stable or as the consolidated modernity 

of the first age of industrial capitalism. "(p.3) 

Her words strike me as nostalgic and frame 

Mastai's default "to intellectual play" as the 

healthy antidote for facilitating - at least 

ideally - the museum's responsibility for 

"publics, specific, contesting constituencies 

with a variety of different competences, 

positions, needs, histories and purposes in 

relating to this resource, to this site of provo

cation of debate and difference, of mem.ory, 

amnesia and creative possibility."(p.24) I 

take issue, however, with Pollock's simplistic 

deference to Mastai, given that the "educator 

or public programmer must be the one who 

thinks outside either the adoring art-historical 

paradigm or the demonizing museological 

frame. "(p.25) Mastai's "There Is No Such 

Thing as a Visitor" crystallizes the problems 

which plague museums after modernism as 

"the zeal-to-appeal." 

Amazingly, Mastai did not believe "the 

visitor" (museological jargon for the 

customer) is always right, despite increased 

dependence on the gate (i.e. ticket sales) to 

make up for reduced government support. 

"Like any other educational institution," 

reasoned Mastai, "the mandate of the museum 

is not to pander to 'felt' needs but to use 

them as a starting point from which to build 

bridges between what is known and what 

must be known."(p.175) Mastai assigned 

educators the role of building these bridges 

by creating access points (which she did 

not define) to the art. She divided the roles 

of the curator and educator as folJows: the 

curator creates an exhibition (albeit "a task 

much beleaguered by exhibition critique") 

and the educator must "bridge gaps between 

inqui1y and authority, between desire and 

satisfaction, between length of attention span 

and volumes of potential information." For 

this to be successfully achieved, the curator 

and educator must work in tandem. 

Last November, 1 moderated a panel 

discussion at the annual Ontario Museums 

Association conference called "Curators vs. 

Educators: Contested Responsibilities for 

the Paradigm Shift." The paradigm shift 

refers to a now familiar idea described by 

Gail Anderson in her introduction to the 

2004 edited volume Rein.venting the Museum: 

Historical and Con.temporary Perspectives on the 

Paradigm Shift, as the remaking of an elitist 

institution into an accessible (democratic) 

museum by shifting attention from the 

object to the person experiencing it. At issue 

is the question: what defines the experience 

of the art gallery? Jan Allen, Curator of 

Contemporary Art at the Agnes Etherington 
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Art Centre in Kingston, privileges the 

object, arguing that a meaningful visitor 

experience must draw from "a real under

standing of the work to a depth that will 

permit me to present it in a way that 

maximizes the kind of space of imagination 

for the galle1y visitor." 2 Allen sounds as 

much like an educator as a curator. One 

might think that the overlapping of responsi

bilities, or rather of strategies of engagement 

with the artwork, causes friction. KelJy 

McKinley, the current Director of Education 

and Public Programming at the AGO, 

acknowledges the "mistrust between the 

curator, the keeper of the content, and the 

educator," but she insists on a new model 

of mutual respect and trust. Echoing Mastai, 

McKinley argues for the educator's role in 

creating "as many avenues as possible for 

people to come to experience those 

[examples of human expression] in the 

absolute richest way." "I think we are so 

beyond the educator versus curator" 3 The 

new metric for the measure of success of an 

art galle1y must be teamwork, the objective 

of which is an optimal relationship between 

the visitor and the work of art. 

The contributions of Mieke Bal, Gerald 

McMaster, and Ruth Phillips to Museums 

After Modern.ism imagine (to quote the 

Transformation AGO motto) bringing "art 

and people together." Eal's essay "Women's 

Rembrandt" is more revisionist art histmy 

than museology, yet it makes the point that 

curators and educators must consider the role 

of historical art in the present, as seen across 

cultural and generational divides. I like to 

think that Agacinski might ultimately find a 

fl.aw in the Western clock, being that linear 

time fails to address the desire for circular 

and ritual time proffered by non-Western 

perceptions of the big question of how 

"we" live and engage with the world. 

Non-Western and non-patriarchal perspec

tives might therefore be considered influ

ential in a globalized world. Eal's feminist 

approach skirts (to make a bad pun) the 

plaguing issue of historical contextualization 

of Rembrandt's depictions of women. She 

suggests "we" empathize in the present to 

colJapse the expanse of time and read those 

bodies as they have always been. McMaster, 

whose essay folJows Eal's, need only describe 

James Luna's Artifact Piece (1987), where the 

artist staged himself as the object of museaI 

contemplation, to make the point that the 

visitor is certainly not always right, if almost 

always White. Ruth Phillips provides a solid 

survey of installations of African art in the 

United States and the UK in "Exhibiting 

Africa after Modernism: Globalization, 

Pluralism, and the Persistent Paradigms of 

A.rt and Artifact." She focuses on "the 

appropriative role of the museum not only 

in terms of the physical rem.oval of objects 

from originating co111.munities, but also in 

overwriting Indigenous systems of expressive 

culture with Eurocentric and essentializing 

notions of both art and artifact."(p.81) 

Have postmodernism and postcolonialism 

redirected museum displays of African art 

away from "the aura of temporal remoteness, 

loss and fragmentation?"(p.83) The "museum 

effect" is a function of Western tradition, 

notes PhilJips. But with "the increasing 

global extension of museum culture, of the 

diasporic interpenetration of Western and 

non-Western traditions of representation, 

and of the new hybridities that are beginning 

to emerge as museums adopt colJaborative 

curatorial strategies and seek to address more 

diverse audiences," a new era has begun. 

(p.99) New "non-traditional" visitors, 

"socialized to understanding the hierarchy 

of value inscribed by the Western art and 

culture system," promise to level the playing 

field. (p.100) What is at stake, reveals 

Reesa Greenberg in "Mirroring Evil, Evil 

Mirrored: Tim.ing, Trauma, and Te1npora1y 

Exhibitions" is the preservation of the 

margins. Can or should art be a common 

denominator, bringing us together to view 

the past collectively as a shared reflection in 

the present? Then again, Greenberg asks, if 

one person's hope is another's peril, then 

how can a museum be a moral force? (p.117) 

"Mirroring Evil" asks for pause in the 

Notes: 

idealism of any museum purporting its social 

responsibility - a factor that so easily defines 

its relevance. 

In closing, I must skip past contributions 

by the artists Vera Frenkel and Mary KelJy, 

both of which trouble any presumption 

that art can be measured and Janna Graham 

and Shadya Y asin's informative "Refram.ing 

Participation in the Museum: A Syncopated 

Discussion," which provides a welcome 

and fascinating review of Mastai's "special 

projects" legacy, to the final essay in the 

volume. Juli Carson's "On Discourse as 

Monument: Institutional Spaces and Feminist 

Problematics" is a brilliant recounting of 

how women ofMastai's generation succeeded 

in using the museum as a place to model 

change: a counter-aesthetic, an alJ-women 

staff and a rejection of any unanimous utopic 

fem.ale space. Carson addresses the different 

positions of the Americans and the British in 

the feminist debate of the 1970s. "While one 

model - 1970s American - consciously 

focused on worn.en's access to institutions 

of power via the strategy of gender parity," 

states Carson, "another model - 1970s 

British - sought to theorize how these 

institutions constituted a symbolic to which 

men consciously had access but from which 

women were psychologically barred because 

they were sexually marked within it." Disen

tangling oneself from the forces of repression, 

opening the museum to 1nultiple entry 

points, begs the question of what Carson 

calls "sovereignty of thought."(p.218) 

Mastai's "intel1ectual play" is vindicated 

in this essay as a limbering exercise. Only 

through debate, which the museum facili

tates as a uniquely discursive site, can social, 

cultural and political relations constantly 

reconfigure free of preconceived position 

or practice. It's a totally Mastai ideal. □ 

ANNA HUDSON is an Assistant Professor 

of Canadian Art and Curatorial Studies 

in the Department of Visual Arts, York 

University, Toronto. 

1. Paul Werner, Museum, Inc.: Inside the Global Art World (Chicago: Prickly Paradigm Press: 2005), p.26. 

2. Unpublished transcript, "Curators vs. Educators: Contested Responsibilities for the Paradigm Shift," 

Ontario Museums Association conference, Toronto, 25 October 2007. 

3 Ibid. 
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Pasturizing Canada:Joe Fafard 
1 February - 4 May, 2008 • National Gallery of Canada and touring 

CURATED BY Terrence Heath REVIEW BY Andrea Terry 

Joe Fafard's solo sculpture exhibition at 

the National Gallery aims to showcase the 

Saskatchewan native as artist, crafts1nan and 

designer, adept at handling materials ranging 

from bronze, plaster and wood to steel and 

ceramics. Produced in conjunction with 

Regina Mackenzie Art Gallery, this retro

spective strives to demonstrate how Fafard's 

work bridges seemingly diametrically 

opposed concepts, such as urban and rural, 

east and west, English and French, "popular" 

and "elite" culture. Indeed, the directors 

of both institutions characterize Fafard's 

interests, accomplishments and art as 

simultaneously regionally rooted and 

cosmopolitan, an aesthetic that espouses 

"our con1111unal narrative." 1 

While both the curation and content appear 

to explore aspects of regionalism inherent 

in the artist's work, it is apparent upon closer 

inspection that the arrangement of the 

various pieces and subject matter connect 

different Canadian localities in order to 

re-invigorate the national narrative of 

contemporary art or, as Clive Robertson 

puts it, "re-mandate the local." 2 For example, 

a number of pieces refer, by allusions in sub

ject matter, accompanying text panels and/or 

photographs, to other works by Fafard that 

are situated in specific locations outside 

the exhibition space. One particular work 

that visitors are frequently reminded of is 

Fafard's The Pasture (1984-5), an installation 

of seven bronze cows framed by Mies van 

der Rohe's TD Centre towers in Toronto's 

downtown core. Cultivating connections 

between works both in and outside the 

exhibition space seemingly legitimizes a (not 

so) insidious referencing of the "art of the 

nation." Using this artist's work as a vehicle 

for validating the continued existence of a 

contemporary "Canadian" art scene enacts 

a series of hegemonic processes by which 

institutional mandates and curatorial efforts 

remain dedicated to the advancement of a 

unified national culture - affected through 

the prolific representation of bovines as 

opposed to jack pines. 

According to the introductory wall text, 

the exhibition aims to document the artist's 

development and the "variety" of his work. 

Sixty-nine pieces, ranging from 1965 to 

2007, are arranged, for the most part, in 

chronological order. Upon closer scrutiny, 

however, is an intentional curatorial 

maintenance of traditional art historical, 
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aestheticized and socio-political groupings. 

These groupings reveal insidious hierarchical 

orderings, possibly the most disturbing aspect 

of the show. 

In order to introduce the con111mnal aspects 

of Fafard's oeuvre, the first two rooms of 

the exhibition display works from the artist's 

formative years. Earthenware portraits of 

family and friends populate these rooms and 

attest to, firstly, the significance of Fafard's 

hometown and fanruy to the development 

of his practice, and secondly, the significance 

of both personal and professional contacts. 

Portraits of artists, such as Victor Cicansky, 

Robert Arneson and Russell Yuristy, docu

ment the friendships and connections Fafard 

maintained during the course of his educa

tion and teaching career. 

The content and arrangement of works in 

the next room, conversely, sever connections. 

In this space, a partition is set up in the 

centre of the room, separating the artist's 

sculptures of Indigenous peoples, all of 

which were produced based on photographs 

and stories, from Fafard's portraits of 

canonical artistic influences upon his work, 

such as Vincent van Gogh, Pierre-Auguste 

<Opposite page> Joe Fafard. 

Smoothly She Shifted, 1986. 

Courtesy: the MacKenzie Art 

Gallery and the Montreal 

Museum of Fine Arts. 

<top> Joe Fafard. Manitoba, 1975. 

Courtesy: the artist and the 

MacKenzie Art Gallery. 

<bottom left> Joe Fafard. 

Wandering Spirit, 1979. Courtesy: 

the MacKenzie Art Gallery. 

<bottom right> Joe Fafard. 

Ma Mere, 1972. Courtesy: the artist 

and the MacKenzie Art Gallery. 

Renoir and Paul Cezanne. In terms of the 

Indigenous representations, exhibition 

curator Terrence Heath describes one work 

in particular, Manitoba (1975) - a semi

clothed reclining man whose pose echoes 

that of.Edouard Manet's Olympia (1863) 

- as a "highly political piece of art" that 

espouses art historical references and simulta

neously presents the Metis not as victim but 

as ruler of the Prairies. 3 The physical segre

gation of this work, however, problematizes 

this characterization. 

The exhibition also juxtaposes the develop

ment of Fafard's ceramic endeavours with 

that of his bronze works. Katja Canini, 

Education and Public Programs Officer at 

the National Gallery, asserts that Fafard's first 

public art con111ussion, The Pasture, marked 

him as a public artist and represented a shift 

in his production medium. 4 The exhibition 

documents various stages of his work in 

bronze, from inception of The Pasture to 

works that were produced following its 

completion, such as the larger-than-life 

bronze sculptures of cows, bulls and horses 

that populate the museum space. The latter 

works are in many cases positioned so 

that visitors might traverse their co111plete 

circumference. Through subject matter, 

text panel references and/or grouping, these 

same works, however, frequently harken 

back to those of The Pasture. The exhibition 

thus aims to cultivate connections between 

rurality and urba1uty in both the content and 

location(s) of the artist's work, simultane

ously emphasizing concepts of regionality 

and nationhood. 

The regionalist articulations inherent in 

Fafard's work demonstrate the pervasiveness 

and malleability of nationalist endeavours in 

the National Gallery's mandate, operations 

and exhibition policies. Anne Whitelaw 

notes that regionalist explorations in con

temporary art exhibitions frequently ai111 to 

move beyond "a singular vision of national 

identity in Canada." 5 These explorative aims 

within cultural institutions might gain greater 
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<left> Joe Fafard. Cezanne, 1981. 

Courtesy: National Gallery of Canada. Photo: NCC. 

<right> Joe Fafard. Running Horses, 2007. 

Courtesy: the National Gallery of Canada Foundation. 

currency in the contemporary moment 

as, for example, "have" provinces beco1ne 

"have-nots." This is particularly true in the 

case of Ontario, long considered Canada's 

manufacturing heartland, now struggling 

with substantial job losses, high energy 

costs, the strong loonie and the American 

economic downturn, while energy-rich 

provinces, such as Alberta, reap substantial 

econom.ic rewards. 6 Furthermore, as energy

rich areas rapidly become recipients of 

increased corporate, government and private 

investment, thereby outpacing and ostensibly 

circumventing those replete with 1nanu

facturing capabil.ities, this type of regional-

ist transformation seems to be developing 

alongside various cultural in.itiatives. 

The regional.ist tropes explored in th.is 

particular retrospective not only showcase 

but also connect different localities across 

the countty, Ste-Marthe, to Regina, 

Toronto, Ottawa, and others. Sign.ificantly, 

tensions between margin and centre per

sistently facilitate essentialist conceptions of 

regional identity in the discursive space of 

the museum, wh.ich provides, in Wh.itelaw's 

words, the "key to an understanding of the 

shifting definitions of national identity." 7 

Regionalism, with its inherent complexity, 

can negotiate the imperative of securing a 

un.ified national identity while simultane

ously breaking down the expansive territory 

of Canada into "smaller, more manageable 

parcels which are perceived to have greater 

homogeneity on the levels of geography, 

culture and language. "8 In the end, while 

the retrospective brings together works 

that explore identifiable objects, people, 

an.imals, places and locations, such regionalist 

indicators - in conjunction with pervasive 

categorical organ.ization - demonstrate the 

strategic development of a national narrative 

Notes: 

exercised, in this case, through pastoral 

images. As a result, the national concep

tualization ofland morphs from that of a 

picturesque landscape to a pasturized pastiche 

spread across the geographical terrain. □ 

ANDREA TERRY is a Ph.D. candidate in the 

Department of Art at Queen's University. 

She specializes in Canadian visual and 

material culture and museum representa

tion. She is currently completing research 

on representations of the Victorian past 

in Canada and the significance of such 

representations in relation to Canada's 

multiculturalism policy. 

1. Kate Davis and Pierre Theberge, "Directors' Foreword," in Joe Fafard (Vancouver: Douglas & McIntyre 
Ltd.: 2008), p.1, emphasis added. 

2. Clive Robertson, Policy Matters: Administrations of Art and Culture (Toronto: YYZBooks: 2006), p.210. 
3. Terrence Heath, "Working With Clay: Cups, Portraits and First Successes," in Joe Fafard (Vancouver: 

Douglas & McIntyre Ltd., 2008), p.n2-n3. 
4. Katja Canini, "Joe Fafard: From Field to Foundry," Vemissage: The Magazine of the National Gallery of 

Canada 10.1. (Winter 2008), p.70. 
5. Anne Whitelaw, "Statistical Imperatives: Representing the Nation in Exhibitions of Contemporary Art," 

Topia: Canadian journal of Cultural Studies 1 (1997), p.22. 
6. Karen Howlett and Heather Scoffield, "From powerhouse to poor cousin: Canada's once-mighty 

economic engine could slip to have-not status within two years, a report predicts." Globe and Mail 

(30 April, 2008), p.A4. 
7. Whitelaw, p.36. 
8. ibid., p 35 
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CLAIMING SPACE AND MAKING NOISE: 

In My Lifetime: Contemporary Aboriginal Art 
Canadian Museum of Civilization• 9 June, 2007- 16 March, 2008 

CURATED BY Lee-Ann Martin REVIEW BY Carla Taunton 

etis May tea? 

<left> David Garneau. Metis-Mountie, 2002. Courtesy: Pierre-Henri Aho, Montreal and the Canadian Museum of Civilization. 

<right> David Garneau. May tea?, 2002. Courtesy: the Canadiana Fund, Crown Collection of the Official Residences of Canada, National Capital Commission and the Canadian Museum of Civilization. 

In My Lifetime: Contemporary Aboriginal Art 

is a group exh.ibition featuring eight artists 

from across the Indigenous nations of 

Canada. The diverse works by Rebecca 

Belmore, Faye HeavySh.ield, Nadia Myre, 

Neal McLeod, David Garneau, Hannah 

Claus, Frank Shebageget and Sonia Robert

son reveal a multiplicity of perspectives that 

contest the limited frames of reference from 

which 1nany Canadians view and experience 

indigenous arts and histories. The pieces 

include installation, pop and video art, 

working in conjunction with one another 

to destabilize popular constructions of 

Indigenous cultural identities. It is significant 

that In My Lifetime is the first exhibition of 

contemporary Aboriginal art at the Canadian 

Museum of Civilization since the late-1990s 

Reservation X and Emergence from the Shadow: 

First Peoples' Photographic Perspectives. The 

CMC has not been developing its contem

pora1y Aboriginal exhibitions because the 

position of Curator of Contempora1y 

Aboriginal Art, now filled by Lee-Ann 

Martin, was empty for several years and the 

focus from the late 1990s onward was the 

open.ing of the First Peoples Hall (2003). 

That being said, the inclusion of this exhibi

tion in the CMC's programming provides 

a critical moment for reflecting on the 

representation of Indigenous art with.in this 

national institution. 

In My Lifetime is a re-instillation, having 

previously been curated by Lee-Ann Martin 

at the Musee National des Beaux-Arts du 

Photos: Musee National des Beaux-Arts du Quebec, Patrick Altman. 

Quebec in 2005. At the CMC exhibition, 

14 works are installed in close prox.imity 

and within one large space. The inclusion 

of audio-visual interviews with the artists 

in the show contextualizes the works and 

offers opportunities for the artists to voice 

their perspectives. The title intimates the 

experiences of these indigenous artists, who 

vary in practice, age, ancest1y and stages in 

their career. Martin acknowledges that the 

exhibition's title occurred to her wh.ile she 

was doing studio visits, encountering the 

diversity of issues, events, experiences 

and memories of individual artists and 

Indigenous conununities. 

Inserting Indigenous worldviews into the 

museum space, In My Lifetime exposes 
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<left> Frank Shebageget. Small Viffage, 2000. Courtesy: Canada Council Art Bank and the Canadian Museum of Civilization. 

<right> Neal Mcleod. Wihtikow fl, 2001. Courtesy: the Canadiana Fund, Crown Collection of the Official Residences of Canada, National Capital Commission and the Canadian Museum of Civilization. Photos: 

inherent inequitable power relationships. 

As Jolene R.ickard argues," by making sov

ereignty part of a national and international 

dialogue, museums shift the boundaries of 

control for the maker, Native nation, gallery 

and society."' Indigenous sovereignty and 

self-determination are thematic and curato

rial frameworks throughout the exhibition 

space and the accompanying catalogue. This 

frame of reference alludes to Rickard's call 

for "The work of Indigenous artists to be 

understood through the clarifying lens of 

sovereignty and self-determination, not just 

in tenns of assirn.ilation, colonization and 

identity politics ... Sovereignty is the border 

that shifts Indigenous experience from a 

victimized stance to a strategic one. "2 

Included works explore each artist's self

determined position and reveal the intersec

tions of colonial histories and contemporary 

experiences and realities. 

Rebecca Belmore's blood on the mo111 (2002) 

is a minimalist floor installation of a chair, 

centrally placed and wrapped in an oversized 

white feather quilted duvet stained in red. 

The work references historic and contempo

rary violence against Indigenous bodies and 

the silencing of Indigenous experience, 

and is testimony to events such as the 

1890 massacre at Wounded Knee and the 

disproportionate number of disappearances 

of Native women in Canada. The white 

quilted installation presents an inversion of 

symbols associated with the colour white, 

such as purity, and substitutes an Indigenous 

point of view of colonial history: whitewash 

and white lies. In Nadia Myre's video-based 

work Wish (2002), her abstracted body's 

physical movements, jumping up and 

down, form a dialogue with her installation 

Grandmother's Circle (2002), which is placed 

in front of the projected video. Myre's 

actions show an attempt and a longing to 

join the circle of ancestors, portrayed by 

the sculptural installation of unstained wish

bone-shaped wood poles. The structure 

resembles a fish-drying rack, referencing 

food preparation and Myre's maternal ances

tors, while the four poles placed outside the 

circle comment on her feelings of loss due co 

disconnection from [ndigenous knowledge 

and experiences within her native communi

ty. Faye HeavyShield's Aapaskaiyaawa (They 

are Dancing) (2002), an installation comprised 

of 12 yellow canvas figures suspended from 
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Musee National des Beaux-Arts du Quebec, Patrick Altman. 

the ceiling, moves and sways like dancers, 

evoking the continuance of cultural tradi

tions of Indigenous peoples, evident in the 

dances at the Pow Wow. The installations 

voice personal and communal lived expe

riences, interrupting dominant historical 

narratives and representations of Indigenous 

cultures. On the opposite side of the gallery, 

Frank Shebageget's Communities II (2003) is 

a large text-based work, which references 

the 688 First Nations, Inuit and Metis 

communities across Canada that are currently 

reclaiming territories, cultures and languages. 

The names of these Indigenous communities 

are listed in white acrylic paint on tarpaper, 

a material that is still used for the external 

covering of reserve houses. Shebageget's 

use of tarpaper comments on the history of 

land and cultural loss due co colonization; at 

the same time, the list of community names 

consider the resilience, continuation and 

adaptation of Indigenous peoples and their 

cultures, rendering Indigenous traditions as a 

tradition of continuous change. 

In My Lifetime is in the same galleiy space 

that hosted the groundbreaking exhibition 

of contempora1y indigenous art, lndigena 

<left> Nadia Myre. Grandmothers' Circle, 2002.Courtesy: the Galerie Art Mar, the Canadian Museum of Civilization and SO DART 2007. Photo: Musee National des Beaux-Arts du Quebec, Patrick Altman. 

<right> Frank Shebageget. Beavers, 2003.Courtesy: the Canada Council for the Arts Acquisition Assistance Program, Glen Bloom and The Ottawa Art Gallery's Acquisition Endowment Fund and 

the Canadian Museum of Civilization. Photo: Musee National des Beaux-Arts du Quebec, Peter McCal1um. 

(1992). It is also the original space of the 

Inuit and Indian Gallery. When the CMC 

opened in the late 1980's the Inuit and 

[ndian Gallery assumed a prominent place 

on the main level of the museum; however, 

contemporaiy Indigenous art is now limited 

to a small end section of the First Peoples 

Hall, with sporadic sprinklings such as 

Shelley Niro's installation Sky Woman (2003). 

The location and history of the gallery 

heighten the significance of reinstalling 

In My Lifetime at the CMC. 

The gaUeiy's intimacy fosters conversations 

and promotes connections between the 

works, reminding visitors of the diversity of 

Indigenous contemporaiy experience and 

artistic practice. This dialogue transcends 

the walls of the gallery into the larger space 

of the museum, connecting contemporary 

works with the perspectives offered in the 

First Peoples Hall, ultimately negotiating a 

position of Indigenous self-determination. 

Ruth Phillips suggests that the primary role 

of anthropological museums, such as the 

CMC, is to decolonize Aboriginal histories, 

identities, and material culture. 3 This 

elucidates the impact that exhibitions of 

lndigenous art can have in disrupting public 

understandings of colonial histories and 

contemporaiy realities. 

Drawing on Dana Claxton's recent question 

"Where is Aboriginal art headed?"4, those of 

us who claim a commitment co continued 

and consistent exhibition of contemporary 

Indigenous art can ask ourselves what role 

we play in supporting this diverse, vibrant 

and politically rich body of work. In My 

Lifetime offers an opportunity for the CMC 

to reflect on its commitment not only co 

the exhibition of contemporary indigenous 

arc but also to its conti~ued collection. le is 

of note that, towards the closing of In. lviy 

Lifetime, the watershed exhibition Daphne 

Odjig: Four Decades of Prints opened, marking 

a historic moment in the CMC's program-

Notes: 

ming-for the first time, two exhibitions of 

contemporary Aboriginal art were mounted 

at the same time. As I walked through the 

gallery space being con.fronted by these 

powerful works, Lee-Ann Martin's remarks 

in 1vfaking Noise! came to mind: that Indig

enous artists, curators and scholars are con

tinuously affirming chat they are individually 

diverse and collectively strong - that they 

are making "a noise coo loud to ignore." 5 D 

CARLA TAUNTON is a PH.D. Candidate and 

Teaching Fellow at Queen's University. She 

is a board member at Modern Fuel Artist

Run Centre and an alliance member of the 

Aboriginal Curatorial Collective. Her current 

research includes Indigenous contemporary 

and performance arts, Indigenous activism, 

and globalization and decolonization theories. 

1. Jolene Richard, "After Essay-Indigenous Is the Local," in On Aboriginal Representation in the Gallery, 

edited by Lynda Jessup (Ottawa: Canadian Museum of Civilization, 2002),118. 

2. Jolene Rickard, "Sovereignty: A Line in the Sand," Aperture 139 (Summer 1995): 207. 

3. Ruth Phillips, "APEC at the Museum of Anthropology: The Politics of Site and the Poetics of Site Bite," 

Ethnos vol. 65 no. 2 (2000) 172-94. 

4. Dana Claxton, "Re.wind," in Transference, Tradition, and Technology: Native New Media Exploring Visual 

and Digital Culture (Banff: Walter Phillips Gallery, 2005),16. 
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Community (Banff: Banff International Curatorial Institute, 2005), 22. 
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HAS YOUR FAVOURITE ARC GONE SOUR? BY Sally Mcl<ay 

Perhaps you are considering a job at an artist-run centre. The 

posting probably goes something like this: the position is part-tim.e, 

20 hours per week and pays $18-$20 per hour. The hours are 

"flexible," some weekends and evenings. The title is Executive 

Director or something equally impressive and cv-friendly. For an 

energetic, community-minded artist in need of an income it seems 

ideal. You can make a bit of money while participating meaning

fully in the grass-roots network of artist-run culture. On your days 

off you can make your own art, inspired and stimulated by your job. 

Unfortunately, any readers who have actually worked in an artist

run centre are probably laughing (or crying) by now. 

Sadly, however, feelings 

of resentment inevitably 

arise when artists on staff 

and board are systemi

cally forced to expect too 

much of ourselves and 

one another. It's time 

we talked openly about 

salaries and working 

conditions, without guilt. 

The job description is a lie, written 

time and again by desperate boards 

in simple code. The phrase "part

time position" really means "this 

institution can barely afford to pay 

their top staff person $20,000 a 

year." The phrase "flexible hours" 

translates to "once you start work 

and realize that nobody can prop

erly run a major institution on a 

mere 20 hours per week, the board 

will tacitly encourage you to put 

in full-time hours (or more) and 

take ownership of the institution's 

finances in the full understanding 

that there is no money to pay for 

your extra work." Forget about 

your art practice, you are now the face of an institution of historical 

importance. Both your reputation and your sense of self-worth 

suddenly depend on keeping that ARC on an even keel. 

Alternately, you might be a board member. For any artist, being 

on a board is an excellent opportunity to become meaningfully 

involved in the local art scene. So you show up for your first meet

ing full of enthusiasm. and curiosity. The agenda progresses with lots 

of tense discussion about tasks that haven't been accomplished yet. 

You interject, 'T d love to get a sense of the larger picture, your 

overall vision and programming objectives." There is an awkward 
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pause. "We are in the process of revisioning our mandate," som.eone 

says, "we're planning a facilitated weekend retreat and we'll discuss 

it then." "I have ideas for programming," you offer, "there are so 

many interesting directions this ARC could take." The programming 

has already been set, however, for the next 2 years. "What we really 

need," someone suggests hopefully, "is a new person to sit on the 

fundraising committee." 

I hope that my anecdotal descriptions are less universal than they 

feel to me. ARCs have provided my mentors, myself, my colleagues 

and several waves of younger artists with a myriad of unique oppor

tunities. I don't want any of them to disappear. I have been reading 

decentre, the new book about artist-run culture from YYZ Books. 

Of the multiple voices represented many are positive and hopeful. 

Sadly, however, feelings of resentment inevitably arise when artists 

on staff and board are systemically forced to expect too much of 

ourselves and one another. It's time we talked openly about salaries 

and working conditions, without guilt. 

Much of the rhetoric surrounding AR Cs focuses on their need to 

engage with diverse publics, to somehow address the market, and 

to meet the contemporary requirements of today's non-mainstream 

artists. But the first step toward positive change is for board and staff 

to collectively reject unfair labour practices. These organizations 

have politically progressive histories and intentions, our program

ming cannot be structured to work off the backs of internally 

exploited staff. If a job is posted as part-time, it should really be 

part-time. If that means running shorter hours and fewer programs, 

publishing fewer books, so be it. Funders might baulk at cut-backs, 

but it is the artists in ARCs who must initiate the change, pressuring 

funders to update their priorities. Board members, struggling to find 

direction for the institution, would benefit by recognizing that staff 

are both the public face of the institution and the creative force 

behind it. Staff are the ones primarily taking the personal risks 

necessary to forge and foster the creative networks between ARCs, 

artists and audiences that make it all worthwhile. Under the leader

ship of such motivated artists, all of us ARC participants nught just 

lose that sour taste and start to have some fun again. 

SALLY McKAY is an independent curator, artist and writer. 
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FARQUHAR I ANDREI FEHEREGYHAZI I CLARK FERGUSON I JUSTIN FETTER I ASHTON FRANCIS I DAVID FORBES 
JESS FOREST I DEBORAH FORTOSKV I OWEN FORTOSKV I CHARLES FOX I WINNE FUNG I DEREK GALE I CARRIE 
GATES I FELICIA GAV I BART GAZZOLA I JEFF GEE I JESSI GERARD I MILES GIESBRECHT I TREVOR GREENBANK 
TODD GRONSDAHL I TROY GRONSDAHL I SCOTT GOWAN I HANK GIMBV I MARNIE GLADWELL I TERRY GRAFF 
DAVID GRANGER I RAOUL GRANGER I THOMAS GRIFFITH I DAVID GROSSE I MILUTIN GUBASH I JAKE HARDY 
JAMES HARE I BRENNEN HART I DAVID HAYTER I CAMERON HEINTZ I LEE HENDERSON I RHIANNON HERBERT 
SEAN HOY I MISHA JACOBSON I ELWOOD JIMMY I DONNA JONES I JON JONES I BRUCE KELL I ALANIS KING 
TRINA KINGFISHER I SEAN KISKOTAGAN I MISTY KNIGHT I WILLIAM KNIGHT I DORIS LARSON I STEPHANE 
LAUZON I KELLY LANGGARD I MAUREEN LATTA I DAVID LARIVIERE I YVAN LEBEL MUSKWA LERAT I PHYLLIS 
LODOEN I PAT LORJE I NOLAN LUCKITT I COLLIN MACDONALD I HEATHER MACDONALD I WAYLON 
MACHISKINIC I JENNIFER MACLACHLAN I MICHAEL MACLEAN I CHARLES MACLEOD I PAUL MAGNUSSON 
LAURA MARGITA I RUEBEN MARTELL I RICHARD MEDERNACH I BRAD MERKLE I DOUGLAS MICHEL I ELLEN 
MOFFAT I JEREMY MORGAN I JOHN MORGAN I MEGAN MORMON I GREG MORRISON I STACY MULLER I JOSH 
NAGY I PAUL NEUFELD I NORM I COLLIN OAKS I CHARLES OLFERT I SARAH ONESCHUK I RACHEL PACKOTA I RAJ 
PADMANABH I LIA PAS I GRAEME PATTERSON I JARED PEACE I DANNY PEDERSON-BRADBURY I JOHN 
PENNER I BETTY-ANNE PERSON I MARCEL PETIT I KENT PHILLIPS I GERALD PINOWAR I EVELYN POITRAS 
KAREN POLOWICK I LOLA PONCELET I MONIQUE POTIE I DANIEL REEVES I STEPHANIE REGIER I STEVE REID 
CLIFF REMPEL I JAMES REYNOLDS I FIJI ROBINSON I FRANCES ROBSON I SCOTT ROGERS I CESAR ALEJANDRO 
ROMERO I DENIS ROULEAU I DANY ROUSSEAU I ROB ROY I DEVON RUMPEL I LUKE SATHER I DIANA SAVAGE 
SCOTT SCHAFFEL I PATRICK SCHMIDT I MATHEW SCHWAB I PRISCILLA smEE I JOHN SHELLING I JENNIFER 
SPARROWHAWK I PETER STINSON I TIFFANY SMITH I ERIN SMITHY I RON SPIZZIRI I ALEYNA MAY STENE I SUE 
STEWART I BRENDA STINSON I PETER STINSON I SERENA SUJIMAR I LENORE SWYSTUN I TANIS TALBOT 
CHRIS TAYLOR I ALLISON TRACK I BRETT TSINIGINE I DOUG TOWNSEND I DAVE TURCOTTE I MARK UTLEY I LEN 
USISKIN I ULRIKE VEITH I STACIA VERIGIN I SARAH VERMITTE I KIM VINDEG-SMALL I DONNA WAWZONEK 
LINDSAY WEBSTER I ROB WELTER I FRANCES WESTLUND I LUCY WESTON I ISAIAH WILLIAMS I GILLES ZOLTY 
»>» AKA GALLERY I ACCESS 2000 I ART GALLERY OF PRINCE ALBERT I COMMUNITIES FOR CHILDREN 
EMAP, UNIVERSITY OF SASKATCHEWAN I INDIGENOUS PEOPLES PROGRAM, UNIVERSITY OF SASKATCHEWAN 
I-TECH ELECTRICAL I KENNEDY MARKETING I LA TROUPE DU JOUR I MARK BOBYN DESIGN BUILD I THE 
MENDEL ART GALLERY I THE ROXY THEATRE I THE SASKATOON PUBLIC LIBRARY I SCI SUSTAINABLE 
CONCEPTS I RIVERSDALE BUSINESS IMPROVEMENT DISTRICT »»> FUNDERS: CANADA COUNCIL FOR 
THE ARTS I CANADA SUMMER JOBS I CITY OF SASKATOON I NATIONAL FILM BOARD I SASKATCHEWAN ARTS 
BOARD I SASKCULTURE I SASKLOTTERIES I SASKATCHEWAN MOTION PICTURE ASSOCIATION »>» 
RENOVATION FUNDERS: DEPARTMENT OF CANADIAN HERITAGE CULTURAL SPACES CANADA PROGRAM 
PROVINCE OF SASKATCHEWAN BUILDING COMMUNITIES PROGRAM I CAN-SASK EMPLOYMENT SERVICES 
SASKATOON COMMUNITY FOUNDATION I CITY OF SASKATOON I SASKATCHEWAN ARTS BOARD 
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