
ARTEXTE 
508-460 RUE STE-CATHERINE 0 
MONTRl:'.:AL QC H3B 1A7 

,, ]jjj l~lil[ ![11~11! II ii ! 
7 25274 81331 5 



• ~ • • J }w de~ a bit. Cult~ i, tltt new ltccl~ 

ht. an how munw:ipalitic, can encourage pl.y anc: 

"""" 
atat:11,·c people. ,. Flint, Ml The city of Flint, 

he U.S. will rax rnllrc oc-ighbourboods i.a an effort 

<lh<plan,Gcn.a,,C:.,..,,,y 

C 
<lJ 
~ 

C 
0 
u 

"" N 
("V"\ 

FEATURE 

ARTIST PROJECT 

SHORT FUSE 

0 5 Editorial 

0 6 Detroit is Our Future: A Report from the 

Front Lines of the Recession 

BY LEE RODNEY 

l 4 Materialist Cinema: Workers Leaving the Factory 

BY STEVEN LEYDEN COCHRANE 

l 8 Images of Disturbance: 
Richard Fung in Conversation with Amar Kanwar 

27 Future Diagnostics at the Sharjah Biennial 2009 

BY SRIMOYEE MITRA 

30 Creativity or Crisis: Mapping the Rust Belt 

BY KATIE MAZER, PATRICK VITALE AND MARTIN DANYLU K 

32 Between the Institutions and the Professions: 

Teaching, Tuition and Public Relations 

BY JESSICA WYMAN 

36 I Wish Someone Had Warned Me: 
Art School (Propositions for the 21st Century) 

REVIEW BY AM BER LAN DG RAFF 

39 Moving Forward Looking Back: 
Traniforming Motion 

REVIEW BY TAMMY MCGRATH 

42 Disruptive Models: Making vVorlds 

REVIEW BY EARL MILLER 

44 Background Characters: Mark Lewis' Backstory 

REVIEW BY MICHELLE JACQUES 

46 More Than Just Free Speech 

BY B.H. YAEL 

I 
I 

I 
J 

"'i"~ FUSE MAGAZINE a rt culture politics 

BOARD OF DIRECTORS 

Franco Boni, June Pak, 

Denise Macharacek, Anar Ali, 

Srimoyee Mitra, 

Jessica Shepherd (on leave). 

CONTRIBUTING EDITORS 

STAFF 

lzida Zorde, EDITOn 

Heather Haynes, PUBLISHER 

Cris Jaw, GHAPHIC DESIGNER 

Chris Gehman, COPY EDITOR 

R.ichard McKibbon, PROOFREADER 

Arnber Landgraff, INTERN 

Anthea !31ack (Calgary), Joane Cardinal-Schubert (Calga1y), Andrea Fatona 

(Peterborough), l'tichard Fung (Toronto), Gita Hasherni (Toronto), Steve Loft, 

Ashok Mathur (Vancouver/ Kamloops). Kirsten Forkert (New York), 

R William Hill (London UK), Randy Lee Cutler (Vancouver), Janna Graham 

(London UK), MichelleJacques (Toronto),Jessica Wyman (Toronto). 

FOUNDING EDITORS 

live Robenson, Tom Sherman and Lisa Steele 

Cover image: Stan Douglas. Michigan Theatre, 1997 /98. 

FUSE is published four times a year by Arcons Cultural Affairs Society and 

Publishing Inc., a non-profit artists' organization. All inquiries and return of 

undeliverables to the following address: 

Artons Cultural Affairs 

454-401 11..ichmond St W., Toronto ON MSV 3A8 (Canada) 

EMAi L: info@fusemagazine.org TEL: ( 416) 340-8026 

VOL. 32 N0.4 SEPTEMBER 2009 

CENTRE DE DOCUME:\'TAT!OfJ 

ARTEXTE 
DOCUMENTATION CENTRE 

Copyright © 2009 Artons Publishing Inc. AJ\ rights reserved under Internacional Copyright 
Union. Any reproduction without permission is prohibited. Send pcrmission requests to 
Access Copyright (800) 893- 5777. Artons Publishing purchases Firnt North American Serial 
L"t.ights and copyright reverts to the writer after publication. Artons Publishing assumes no 

responsibility for unsolicited manuscripts. Manuscripts will not be rerurned. 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 36 per year (in Canada only). Outside 
Canada 28 U.S. per year, 36 International; lmtitutions 48 U.S. Dt'ci"iions reb,arding who 

qualifies as an individual subscriber remain the right of the publisher. 

Printed in Canada by Dollco Priming. 

FUSE is indexed in the Alternative Press Index 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 Arcs 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 011 our masthead, and some not listed. 

Publications Mail agreement No. 40022164 Registration No. 8623 / ISSN0838-603X 

BIB Canada Council 
~ for the Arts 

Conseil des Arts 
du Canada 

Canada 

J;;s 
FSC 

J)A_ ONTARIO ARTS COUNCIL 
7-\ CONSEIL DES ARTS OE l'ONTARIO 

Mixed Sources 
Productgroupfromwell•managed 
fores1s,con1roltedsourcesand 
recycled wood or fiber 
www.fsc.org Cert no. SW-COC-001506 
019!HiFortstStewa,dshipCounci1 



LATITUDE 
CONTEMPORARY VISUAL CULTURE 

Visualeyez 
Canada's Annual 
Performance Art Festival 
September 16th - 21st, 2009 
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September 25th - October 24th, 2009 

Opening Reception: 

Friday, September 25th, 8pm 

The Fine Art of Schmoozy 
8pm Saturday, November 7th, 2009 

AP 
alberta rint•;,rtists 

Prospectus: New Works from 
Members of the Society of 
Northern Alberta Print Artists 
Opening Reception: 

Thursday, September 10th, 7pm 

Exhibition Continues: 

September 10th - October 17th, 2009 

Deleted Monuments 
by Goedele Peeters 
Opening Reception: 

Thursday, October 22nd, 7pm 

Exhibition Continues: 

October 22nd - November 28th, 2009 

A Perfect Christmas 
Print Affair; 
Annual Fundraiser, Auction 
and Print Sale 
Saturday, December 5th, 2009. 7pm 

Im 
harcourthouse 

Main Gallery 
Jennifer Bowes, Sarah Alford 
& Shirley Wiebe 
In the Front Room Gallery ... 
Jennifer Dorner 
Opening Reception: Sept 10th, 7-10 pm 

Exhibition Continues: 

September 10th - October 10th, 2009 

Main Gallery 
Artist in Residence Exhibition 
Spyder Yardley-Jones 
In the Front Room Gallery ... 
"Hayseeds" by Nhan Due Nan 
Opening Reception: October 15th, 7-10 pm 
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October 15th - November 14th, 2009 

Going Once, Going Twice, 
8th Annual Silent Auction 
& Gala Fundraiser 
November 21st, 2on9 6:00 pm 

WE'RE IN THIS TOGETHER 

"We're in This Together" is one of the messages 

of Cross Border Communication., a projection 

created by Windsor-based artist collective 

Broken City Lab to send messages across the 

Detroit River. The intention of the project 

is to transfonn communication between the 

two cities and propose a new set of relations, 

now that the ones based in economic exchange 

have collapsed. BCL's gesture is a good starting 

point for this issue of Fuse, which explores 

the work of a number of artists and collec-

tives who are engaged in projects intended to 

dislodge popular narratives and propose models 

and value systems that offer alternatives to the 

existing order. 

In this issue's cover story, Detroit is Our Future, 

Lee Rodney considers both the recent media 

interest in Detroit and the interventions of the 

many artists and collectives that are working 

in the city. With a dwindling population base 

and collapsed manufacturing industry, Detroit 

serves as an example of the repercussions of the 

massive capital flight and out-migration that 

many cities fear - resulting in a devastated 

landscape and crumbling social and economic 

infrastructure. 

While the lack of development and market 

interest has created devastating living condi

tions, it has also produced an environm.ent 

where municipal laws and codes of conduct are 

opened by default, creating opportunities to 

shift value-systems away from the market and 

imagine new equilibriums between the city, 

social co11111rnnities and the natural elements. 

Artists, activists, academics and community 

organizers have worked to actively re-imagine 

Detroit through urban agriculture, site-specific 

interventions, artist residencies and neighbor

hood-specific art and development projects that 

re-appropriate and redefine the city. Interest

ingly, as many have worked to implement the 

change they seek, they have also confronted the 

tensions inherent in community based inter

ventions and in the contradictions of applying 

theory to lived reality. 

In this issue's interview Images ef Disturbance, 

film and video artist Amar Kanwar reflects 

on power and resistance in a conversation 

with Richard Fung. Speaking to questions 

of nationalisms, environmental devastation, 

corporate globalization, caste and class, Kanwar 

reflects on how much of his work is born out 

of a feeling of disturbance. "Rivers, mountain 

ranges and oil fields are being sold off to cor

porations by the central and state government 

in India." He writes, "Why do we remove a 

colonial empire to keep on replacing it with 

different versions of the same thing?" 

Srimoyee Mitra shares a similar concern in 

her article Future Diagnostics. Considering the 

effectiveness of national biennials in generating 

the critical discourse that they propose in their 

themes and titles, Mitra reflects on the success 

of this year's Sharjah Biennial in the historical 

and political context of the Emirates - a site 

with a palpable history of fragmentation, mar

ginalization and displacement. 

In light ofSharjah's theme of Provisions for the 

Future, Mitra asks, "after a period of silence 

within the art world, issues concerning violence, 

anxiety, m.emory and displacement have be

come common themes in the major interna

tional biennials - but do they foster a better 

understanding of the scale and complexity of 

recurring violence, displacement and marginal

ization or simply repackage existing assurn.ptions 

with the glossy packaging of contemporary art?" 

And perhaps this is a key question that underlies 

this issue - how do we create work that does 

not simply re-package what already exists but 

effectively challenges and creates alternatives. 

- lzida Zorde 
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Mock-up view of Cross Border Communication, 

2009 by Broken City Lab. View from Detroit 

looking south from the Renaissance Centre. 

Courtesy: Justin A. Langlois. 

Detroit has become synonymous with a moribund auto 

industry that we hear about repeatedly on the nightly news. However, it 

is less frequently acknowledged that the sprawl machine set in motion 

by the automakers was a covert design that imperceptibly destroyed 

the city in a little over 50 years. This urban paradox is legible at a short 

distance from Detroit, where cities such as Troy and Canton, new 

suburbs with new identities, have sprung up along the interstate since 

the 1950s. These areas are only now beginning to show signs of fatigue. 

At the same time, Detroit's skeletal remains have become iconic: from 

Stan Douglas' Detroit Photos (1997) to the stunning aerial shots of an 

abandoned Michigan Central Station that open Godfrey Reggi o's film, 

Naqoyqatsi (2002), these structures have served as the sign of Ameri

can capitalism in ruin. 

Lately, Detroit has been garnering attention from mainstream media as 

the poster child for the recession. In an age of diminished capital flows, 

perhaps there is much to learn from a place that has survived on adver

sity for some time. In August last year, Fox News ran a story about one

dollar properties near Hamtramck, sparking a flurry of media interest in 

the bargain basement of American real estate, a kind of drawn-out fire 

sale of what remains. At the same time, the city has been portrayed less 

sensationally in Harpers, The New York Times and Slate.com, and gra

ciously presented on the pages of Dwell Magazine. Whether exhibited 

through the lens of high or low media, Detroit seems to be garnering a 

kind of popular interest not seen for decades. 

It is difficult to say exactly what forces have converged to bring this city 

into the spotlight once again after years of disavowal and neglect, or 

to draw any conclusions about whether Detroit could ever be subject 

to a full cycle of gentrification. What is certain, however, is that many 

artists, designers and architects are no longer just interested in depict

ing Detroit as subject matter, meditation on late capitalism, modernity 

as failed utopia. Rather, a number of people are looking at Detroit as a 

challenging and complex urban experiment, one that attempts to chart 

a different course than the repeat cycles of business development and 
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demolition that have plagued Detroit since the early 20th century. 

This phenomenon is not new: there is an important legacy of urban 

research that has been building here for over 40 years. Architects 

Steven Vogel and Kyong Park, artist Tyree Guyton and radical ge

ographer Bill Bunge have in their various ways been keen partici

pant-observers of Detroit's strange urban condition. 

But it now seems that there is a critical mass of interest in Detroit, 

and much of the recent activity has taken root in the fom1 of artist/ 

architectural collectives. Object Orange (Detroit. Demolition. Dis

neyland.), an anonymous collective of artists from the area, began 

painting the exterior of houses slated for demolition in 2006, just 

prior to the Superbowl festivities late that year. The group specifi

cally chose "Tigerrific" orange, from a line of paints branded by 

the Disney Corporation and Behr, and sold, not so conveniently, 

through Home Depot. In the city of Detroit, there are approxi

mately 12,000 abandoned homes and buildings and only one Home 

Depot, located at the outer fringes of the city limits. As an icon 

of home improvement Home Depot has created an industry that 

grew alongside the housing bubble. While new home construction 

proliferated 20 miles outside the city centre, home demolition in 
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Stan Douglas. Michigan Central Station, 1997/98. Courtesy: the artist and David Zwirner, New York. 

Detroit's inner core has been proceeding apace. The trend to date 

has been to tear down vacant houses when the city could afford 

to do so, but demolition, like all things, costs money and many of 

these houses stand vacant for years. The city owns over 7,000 of 

these properties. When a house is slated for demolition it is marked 

with a capital D on the side. In order to make these properties 

and this process more visible, the group began covering the entire 

facade with orange paint, including any trim, broken windows, and 

foundation. The bright orange makeover lends these dilapidated 

structures a kind oflast breath, a Disneyesque swan song before 

disappearing from the landscape. 

Demolition has become a kind of strange panacea for the urban 

ills of the rust belt and is quite a robust industry in Detroit at t11e 

moment. Detroit City Council voted in April of this year to tear 

down its most famous ruin, Michigan Central Station, an impressive 

Beaux-Arts complex from 1913 built by Warren and Wetmore/ 

Reed and Stern, the same architectural firms that designed Grand 

Central Station in New York. The building has stood empty for 

nearly 25 years, and has long been stripped of its copper and marble. 

Many neighbourhood residents consider the empty structure an 

eyesore, a painful reminder of a succession of failed plans to 

renovate and revive the station and the surrounding district. 

However, Detroit's impressive architectural history is rapidly 

disappearing and the line separating Detroit's economic develop

ment corporation (which tends to favor demolition projects and 

flashy new sports arenas and casinos) and the creative communities 

couldn't be more pronounced. 

The Detroit Unreal Estate Agency formed nearly two years ago in 

response to the question of value as a function of real estate specula

tion, specifically those values that have rendered the city of Detroit 

a failure within a post-industrial, globalized economy. The Agency 

has opened up an ongoing dialogue about Detroit as a model for 

exploring alternate fo1111s of urbanism. Andrew Herscher, one of the 

group's founding members, stresses that Detroit offers an immedi

ate possibility to " ... invest not in a better world to come beyond or 

after capitalism, but in actually existing enclaves within capitalism, 

enclaves where the extraction of value in economic terms creates 

space for the imagination and cultivation of other values. "2 As such, 

the Agency's website works to inventory, document and contextu-

Object Orange. Auburndale Site #,, 2007-2009. Photo: Object Orange. Courtesy: Paul Kotula Projects. 

alize what is currently taking place in Detroit, to tap into existing 

creative c01nmunities and to attract new ones. 

It seems that the Detroit Unreal Estate Agency has provided an 

important antidote to what might be called t11e R..ichard Florida ef

fect. Recently, Florida has been referring to Detroit as the city that 

we ought to forget so that we can concentrate our energies and our 

money in the 'elite cities' that have successfully demonstrated the 

full cycles of gentrification. In both the Atlantic (March, 2009) and 

in a major interview for NPR, he espoused a vision of creativity 

that was far more specious than the one put forth in his early book, 

The Rise of the Creative Class (2002). In a recessionary era, according 

to Florida, creativity has become that special je-ne-sais quoi possessed 

by those working in the financial industries. Here talent is measured 

in tenns of the baroque maneuvers of CEOs and their underlings. 

Everyone else (including the artists that he once held up as urban 

pioneers) should be consigned to tolerating high rents in big cities to 

prop up the free market. Detroit (and places like it) fog up Florida's 

picture because many Detroiters have chosen to rem.ain, thus opting 

out of the mobile workforces (and the culture of precarity) that is 

needed to keep global capital moving. 
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Recently, along with art collective Powerhouse (Gina Reichart and 

Mitch Cope), the Detroit Unreal Estate Agency hosted a residency 

for artists visiting from. the Dutch Art Academy that proved to be 

an awkward clash of worlds and ideals. Not that this should seem 

surprising. Many of the visiting artists expressed their discomfort and 

ambivalence about responding aesthetically to Detroit as outsiders. 

However, in spite of the uneasy situation they produced a makeshift 

outdoor chandelier that ran from the electrical wires of a vacant lot 

without street lights. This was one of the most interesting objects 

of urban intervention that I have seen in Detroit, and an insight-

ful commentary on the difficulties of living in a city without basic 

public services. 

The Detroit Unreal Estate Agency is both local and international: 

this is at once their strength and, arguably, their weakness. Detroit 

makes claims on us that are tied to violent American histories of 

class and racial disparity, and the trend up until recently has been to 

disavow any affiliation with the city. In an oft-quoted essay, Jerry 

Herron has powerfully claim.ed that "we are - all of us - not from 

Detroit," referring to a longstanding trend in the greater metro

politan region to identify with Detroit only temporarily, say in the 

time it takes to identify an international airline code. 3 However, 

another picture of Detroit has been emerging through shrinking 

cities research that examines the phenomenon of depopulation in 

older industrial cities (Liverpool, Halle/Leipzig, lvanovo, Detroit) 

and their potential to change and transforn1 through the process of 

shrinkage. In this framework Detroit shares atttibutes with cities like 

Berljn and Pittsburgh, which have both seen sigruficant population 

declines while maintaining vibrant cultures. Over the last decade, 

there has been a groundswell of Detroit city pride that would seem 

to go against Herron's poignant observation, especially in the strange 

form of the Detroit-Ber]jn axis. "Ic/1 bin ei11 Detroiter" is a popular 

slogan in this context. Detroit techno has brought many Germans 

to Detroit and many Detroiters to Berlin; this is a longstanding phe

nomenon, as Marcel O'Gonnan has pointed out in "Digital Detroit: 

Tourists in the Apocalypse," an essay outlining the draw that the 

city has for those seeking urban exploration in the form of extreme 

adventure. ➔ O'Gom1an is careful to distinguish between good and 

bad urban exploration, good and bad blogging, as both have been 

integral to the upsurge of interest in Detroit. Detroit's virtualization 

has presented some concrete dilenunas that are being debated im

plicitly and explicitly, and the range of recent projects raises difficult 

questions that are not easily addressed (though many would claim to 

have the answers). It seems important to reiterate some basic ques

tions, such as who can represent whom and to what ends? Is Detroit 

only for Detroiters? What makes one a Detroiter? Is one born into 

Detroit or can one become a Detroiter? I live in Windsor, but many 

people in my neighborhood claim (on Facebook) that they are 

from Detroit. 

DETROIT IS OUR FUTURE 
Across the river, a mere 250 meters away from 

downtown Detroit, Windsor (Ontario) continues on the path of 

econonuc meltdown that has characterized Detroit over the last 50 

years. On the Canadian side, the process is somewhat delayed as 

production in the auto industry reached its peak much later than in 

the US. Windsor has the lowest population density of any Canadian 

city, the biggest casino and largest number of swimnung pools. 

This summer, 1,800 municipal employees were on strike over pen

sion benefits. This is partly due to the dwind]jng tax base which 

has been moving away to one of three neighbouring townships that 

were founded in the 1990s. 

Windsor's strange urban geography is a symptom of the auto 

industry and the repeat cycles of boom and bust that have been 

occurring since the 1930s, when the two cities were first joined by 

the Ambassador B1idge and the Detroit-Windsor tunnel. These are 

mega-projects from the early 20th century and are interesting as 

lustorical artifacts; however, the Ambassador Bridge has been run

ning over capacity for nearly 20 years: as an SO-year-old structure it 

was never built to withstand the 10,000 transport trucks that cross 

it daily. Huron Church Road, or the Huron Church Corridor as it 

is sometimes called, is a six-lane road that runs through the city of 

Windsor, connecting Highway 401 to the Ambassador Bridge. It 

is often backed up with long traffic queues when border control is 

tight and the diesel particulate from large concentrations of idling 

trucks has many Windsor residents concerned about the long-term 

viability of this old route. The American, privately-owned Ambas

sador Bridge Company wishes to expand its capacity by twinning 

the span, while Windsor City Council and the Ontario government 

have been attempting to get the Michigan Government to back an 

alternative plan to build a new bridge and approach downriver. As a 

result, the Huron Church Corridor is hotly contested property. 

This sunm1er, the Huron Church Road is host to a series of public 

art projects, collectively orgaruzed under the banner Ope11 Corridor, 

a kind of drive-tl1rough exlubition at the base of the Ambassador 

Bridge, the underwhelnung "gateway" to Canada. The exhibition's 

organizer, Rod Strickland, notes that the very first building one 

encounters upon entering Canada from the Ambassador Bridge is 

a McDonald's; though this is hardly surprising, it is not the kind of 

image most Canadians would like to have as a welcome mat at the 

door to their country. Open Corridor attempts to a1umate this space 

- its past, present and potentially its future - in a range of tempo

rary projects (including works from Zeke Moores, Noel Harding, 

Rod Strickland, Kim Adams, Justin Langlois, Lucy Howe, Iain Bax

ter&, David Blatherwick and Robert Weins) that span the first 500 

meters of the Huron Church Road. Lucy Howe's contorted bundle 

of directional road signs stands kitty-comer to McDonald's golden 

arches, and though much smaller in scale and stature they might be 
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seen to better indicate the complex picture of Canada-US relations 

as played out on this roadway. 

A longer-term project has been taken up by the Windsor-based col

lective Broken City Lab, which was founded approximately a year 

ago by a group oflocal artists in light of the prevailing apathy and 

tremendous ambivalence harboured by city residents, particularly 

younger ones who have no interest in the minivan culture of their 

parents. However, what's interesting about the strategies of Broken 

City Lab is that they are irrepressibly positive, lacking the kind of 

cynicism and negativity that afflicts many Windsor residents. Part of 

their website chronicles this apathy. There are plenty of photographs 

documenting the sketchy scribbles found on lockers and desks at the 

University of Windsor. On one desk someone has written "Wind

sor is Lame" and another has replied, "then go to Detroit." lfBCL 

has a strategy it might be a kind of feel-good DIY ethos and radical 

inclusivity. In a city like Windsor this is no small feat. 

The most important work done by BCL to date is a kind of urban 

geography, remapping the city through field trips to unremarkable 

locations. Windsor is a very difficult place to comprehend within 

existing vocabularies of urbanism: much of it reads like a long-dura

tion strip maJJ that spans 50 kilometers, emptying out at its point of 

origin while marching onward in a building fury of stuccoed bou

tiques and Home Depots the size of football fields. In its wake one 

encounters dead mills and grey Wal-Marts waiting for weed trees 

to pop up through the cracked pavement. No one reaJJy likes the 

state of things here, but then nobody seems to be able to account for 

what's happening either. BCL seems to fulfill the kind of conscious

ness-raising mandate that is necessary for the introduction of spatial 

awareness and a sense of shared responsibility for the urban imprint. 

Part of this task involves charting the rise of pseudo-public space. 

An early project of theirs involved mapping the lines of sight within 

the city and locating places where smaJJ screens could be attached to 

Broken City Lab. Save a City, 2009. Courtesy: Justin A. Langlois. 

posts and buildings to block the view of the Caesar's sign, thus im

proving the view of the city. Caesar's Palace, part of an international 

consortium of casinos, bought and expanded Casino Windsor nearly 

two years ago. This behemoth complex takes up nearly three city 

blocks and has served to turn the surrounding streets into a series of 

empty wind-tunnels, thus making the downtown region even less 

welcoming than it already was. 

Caesar's broadcasts its message to Detroit quite boldly. It is the most 

visible feature on the Windsor skyline when looking out across the 

Detroit River from Hart Plaza or the Renaissance Centre in down

town Detroit. Broken City Lab has worked to devise an alterna-

tive communications strategy for Windsor, one not dominated by 

advertisements for a steady lineup of cheeseball entertainment on the 

Caesar's circuit, from Wayne Newton and Bobby Vinton to Jessica 

Simpson and KISS. In many ways their public slogans have served 

as a mantra of collective self-help. Their most ambitious projects 

to date are still in proposal forn1, but with the help of a powerful 

projector, the group plans to send a message back across the river to 

Detroit one evening. This projection would be the size of the Cae

sar's sign and it will read, quite simply, "We're in this together." 

LEE RooN EY is Assistant Professor of Art History and Visual 

Culture at the University of Windsor. In 2008, she was a Fulbright 

Visiting Research Fellow at Arizona State University. Currently 

she is a member of the Visible City Project and custodian of the 

Border Bookmobile. 

1. "The Urban Ecology of Globalization," Urban Ecology: Detroit and Beyond, 
p. 177 

2. Andrew Herscher. "Detroit Unreal Estate Agency" Volume 18, p.95 

3. jerry Herron. "Not from Detroit" Urban Ecology.· Detroit and Beyond 
(ed. Kyong Park) (Hong Kong: MAP Book Publishers, 2005) p.156 

4. Marcel O'Gorman. "Digital Detroit: Tourists in the Apocalypse," 

CTheory, 11 /29/07 
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Workers Lea1Jing the Factory, a co-presentation by the Art Gallery of Windsor and the Media City Interna

tional Festival of Experimental Film and Video Art, brings together works by three contemporary artists 

and filmmakers who take as their common point of departure Louis Lumiere's 1895 La sortie des usines 

Lumiere. The first film ever screened publicly, its 47 seconds of footage depict (as the title indicates) a 

group of workers exiting Lumiere's family-owned factory on the outskirts of Lyon. 
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<above and opposite page top> Harun Farocki. Workers Leaving the Factory in Eleven Decades (film still), 2006. Courtesy: the artist. <opposite page bottom> Sharon Lockhart. 

EXIT (Bath Iron Works,July 7-11, 2008, Bath, Maine) (film still), 2008. Courtesy: Blum & Poe, Los Angeles, Gladstone Gallery, New York, and Neugerriemschneider, Berlin. 

In context, the exlubition's title see1ns winc

ingly apt, a plausible motto for Windsor's 

crumbling manufacturing economy - an 

increasingly allegorical construct onto which 

civic identity continues to hang. Given the 

town's uniquely volatile atmosphere trus 

spring, it's all the more unsettling. Leaving 

the Factory opened at the beginning of May, 

a month in wruch Windsor's unemployment 

rate climbed to 13.8%. It opened days before 

General Motors announced $6 billion in 

first-quarter losses, presaging bankruptcy. It 

opened one month into an ongoing strike by 

the city's largest taxicab company and two 

weeks into a debilitating work stoppage by 

city employees, both of which stretched well 

into the summer. Garbage collection had 

been quite visibly suspended; city properties 

were wildly overgrown, and banks in town 

djsplayed signs proffe1;ng special financial 

planning sessions to bought-out GM 

employees. The international coterie offtlm

makers flown in for the Festival screenings 

could expect to wait an hour or more for 

cabs to and from the Capitol Theatre complex. 

If Windsor is a powder keg at ground level, 

the city's tensions are no more easily dis

pelled on the AGW's darkened third floor, 

where the exhjbition is mounted. Here, 

however, they assume a markedly different 

character. 

Distinguished by its silence, its jittery, hand

cranked pacing, exaggerated contrast and 

pronounced grain, the Lunuere film, pro

jected near the elevator, signals an immedjate 

temporal shift, a dissociative resistance sinu

larly evident in the accompanying contem

porary works. Of them, German filmmaker 

Hamn FarocLi's Workers Leaving the Factory 

in Eleven Decades (2006) and American pho

tographer and filmmaker Sharon Lockhart's 

Exit (2008) are most exp]jcitly concerned 

with cinematic history and convention, and 

these most bluntly instantiate the medjum's 

characteristic, spectatm;al distance. 

FarocLi's work, a line of 12 television moni

tors on the gallery floor that play looped 

extracts from films spanning the titular 

110 years, achieves its remove through 

repetition. Like-enough scenes of dispers

ing workers, culled from films as varied as 

D.W. Griffith's Intolerance, Charlie Chaplin's 

Modern Ti111es and Lars Von Trier's Dancer 

in t/1e Dark, repeat silently or are respect

fully hushed, murmuring in indecipherable 

Eng]jsh, French, Germ.an and Italian, punc-

tuated at odd intervals by frames indicating 

each film's year of production. Also looped, 

Lockhart's film is essentially La Sortie shot 

from belund, comprising five long takes of 

employees leaving Maine's Bath Iron Works. 

In it, few faces are ever visible. 

If these preserve a detached gaze, however, 

Canadian artist Nancy Davenport's reso

lutely bizarre multi-monitor cycle, Workers 

~eaving the factory) (2008) abruptly returns 

it. The main body of the work comprises 

slowly-panning still photographs in which 

Davenport's subjects - jump-suited aero

space workers identified as Norwegians and 

their outsourced Chinese counterparts - sit 

motionless until one or another of them. 

blinks. It's a small rupture, to be sure, but a 

potentially sig1uficant one: the simple illusion 

of eye contact here acts to destabilize both 

the viewer's personal remove from what he 

or she sees and the "natural" organization of 

filnuc convention that permits (and indeed 

fosters) that relationship. 

Ultimately, each piece casts the subject of 

the laborer as an abstraction, a trope, and for 

this fact the exhibition could be thought to 

skew crassly acadenuc, to be too self-reflex

ive to be outwardly critical. Divorced from 
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the ingratiating, durational experience of the 

cinema, however, the installations do at least 

call attention to our agency in acquiescing co 

those tropes. One becomes aware oflimita

tions to one's ability to identify with the 

represented workers and of the decision co 

regard them or move on. Repetition divests 

the scenes of any uniqueness and disallows 

any narrative continuity: the "action" of the 

exhibition, then, is not of workers leav-

ing this or another factory but of our own 

movem.ent from one isolated incident to 

the next. 

A useful contrast to this came during the 

festival proper, with the American filmmaker 

Ben Russell's Workers Leaving the Factory 

(D,,bai) (2008), a final reiteration of the Lu

miere motif. In the insulating darkness of the 

<above and below> Nancy Davenport. Workers (Leaving the Factory) (video still), 2005-2008. Courtesy: the artist. 

Capitol Theatre, its eight minutes of silent, 

saturated footage show a crowd of construc

tion workers filing toward the camera against 

a half-built skyline. Here the sun sets; the 

film ends; the audience applauds politely; the 

next film is cued and played. 

The cycles of shifts, of conflict and resolu

tion, rhythms of drudgery, righteousness and 

resentment, have, in Windsor, the inevitabil

ity of dream. imagery - indeed of cinema. 

Workers Leaving the Factory induces and then 

unexpectedly interrupts the trance, and we 

mjght as viewers come to acknowledge our 

relationship to, and potentially, our complic

ity in, the fugue and its continuance. The 

exhibition delivers no answers, and, while 

the situation it creates is indeed pe1ilous, 

even problematic, it may still be constructive. 

As I write this, things in town have taken a 

turn for the spooky: rumors circulate of clan

destine garbage-collection by men in white 

suits and unmarked trucks; metre-lengths of 

wire have been discovered threaded through 

the unmowed grass in a municipal park. 

Downtown, the weeds on the riverfront 

adjacent to the Gallery are shoulder-high in 

places; inside, Lumiere's century-old footage 

will continue to flicker until the DVD play

ers are shut off on July 5. 

STEVEN LEYDEN CocH RANE is a multidisci

plinary visual artist from Tampa, Florida. 

He recently completed his MFA at the 

University of Windsor and is currently based 

in Winnipeg. 
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I fl rst discovered Amar l<anwar's work in 2002 

at Documenta ll in Kassel, Gennany. At Documenta 12, in 2007, 

his 8-channel video, The Lightning Testimonies, was the most memo

rable artwork I saw. The installation analyzes sexual violence against 

worn.en as an intrinsic component of border conflicts across the In

dian subcontinent, starting with the sexual assault of75,000 women 

during the 194 7 partition into India and Pakistan. As the 32-minute 

loop draws to a close seven of the screens fall dark, focusing atten

tion on the performance of a play based on Mahasweta Devi's story 

Draupadi. Famously translated and theorized by Gayatri Chakravorty 

Spivak, its captured heroine is a tortured adivasi (tribal) revolution

ary who uses her naked body to shame her police captors. The Light

ning Testimonies then climaxes with footage of a 2004 demonstration 

in which 12 naked mothers stormed the gates of a military barracks 

in the northeast state of Manipur to protest the custodial rape and 

murder of a young woman by Indian security forces. 

Amar Kanwar is based in New Delhi and when I spent the winter 

of 2009 in that city as a visiting professor at the institution in which 

he completed his MA in Mass Conununication, meeting him was a 

pt;ority. We did meet in India, but this email correspondence was 

conducted after my return to Canada. For those unfamiliar with 

the work of Am.ar Kanwar I include short descriptions of five of his 

many productions. 

THE INTERVIEW 

Richard Fung: A striking feature of your work on India is how 

you represent the nation. As in many postcolonial countries, the 

geographical limits of India are arbitrary and contested. Its current 

borders are the result of British colonial expansion and of partition 

from Pakistan (now Pakistan and Bangladesh), and several armed 

separatist groups are currently active, most notably in Kashmir and 

the North East states. In films such as The Many Faces of Madness, A 

Night of Prophecy and The Lightning Testimonies you focus on particu

lar localities, often at different ends of the country, but you combine 

this footage so as to suggest a profound interconnection. It is as if 

you are simultaneously positing and deconstructing the nation. 

Amar Kanwar: Most of us exist within constructs. We grow up in 

families or schools that construct ways of being and living, th.inking, 

dreaming. Even our aspirations and demons are handed out to us, 

often in layers over time. You could spend a lifetime within a con

struct without even knowing it. To live it, it is essential at the least 

to identify. A continuous process of identification can itself become 

the process of deconstruction, leading possibly to a momentary space 

that allows us to create again. 

Most of my work emerges from a disturbance, a sense of unease. 

And the process of its exploration and resolution becomes the film. 
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For instance, in 1991 I found myself, a young filmmaker, surround

ed by thousands of people and shooting for the first time away from 

the comfort of my own town. It was the funeral of Shankar Guha 

Niyogi, the leader of probably the largest democratic mass move

m.ent of workers, peasants and adivasis (tribal people) in post-inde

pendence India. He was assassinated in 1991 in Chattisgarh, where 

he lived and worked. Those few days and the many images chat I 

returned with created a disturbance. The answer to the question 

of why was he killed can lead to a series of questions that traverse 

issues of conm1u11ity rights and conunon properties to the complex 

wounds that now construct a web of nationalities. 

Rivers, mountains ranges and oil fields are being sold off to corpora

tions by central and state governments in India. Why do we remove 

a colonial empire to keep on replacing it with different versions of 

the same thing? Why are several states in India under a different law 

that grants impunity to the Indian army? Why are we continuous 

victims of cycles of violence? The violent movement for an inde

pendent Sikh nation led to massive state violence and disappearanc

es, which then led to the assassination of an Indian prime minister, 

which then led to the retaliatmy massacre of a few thousand Sikhs 

in just three days in the capital city of New Delhi in 1984. Which 

construct are we then imprisoned within? Why did Hindus and 

Muslims begin a mutual massacre in 1946-47, and what is the power 

of this bloodletting chat can even now define national politics and 

personal behaviours and psychologies? 

No doubt tl1is nation is unacceptable as it is now and so it is true, as 

you say, that the films are simultaneously positing and deconstruct

ing the nation, but they are also confronting and conversing with 

the nation of the inner self - which for me is equally important. 

That's the interconnection that I explore. 

RF: Many of your works feature voice-over narration in a distinc

tive style that is at once poetic and polen"lical. The positionality of 

the narrator is neither "voice of God," nor is it truly autobiograpl"li

cal. The narrator implicates the viewer as "you" or "we" when 

describing the complicity of the state with national and transnational 

corporate interests. Can you talk about narration and subject address 

in your work? 

AK: At times, a set of ethical dilemmas about the telling and mak

ing of a story coalesce and confront you. To proceed, a temporary 

resolution of these ethical issues is needed and this can often result in 

the creation of a new fonn, the re-articulation of an older form, or 

a shift in practice. It may seem to be the sa.111.e but it isn't. And be

cause it has arisen from a certain discomfort it will inherently address 

that discomfort. For instance, the voice of god can be continuously 

subverted by the voice of a doubting god. The Sufi and Bhakti 
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traditions are another interesting example of how the relationship to 

god itself is subverted. Over the last few decades the shift away from 

the "voice of god" to the autobiographical has been quite interest

ing. At times, however, it seemed that the negative reaction to the 

authoritarian voice got converted to become a negative reaction 

to "a passionate point of view," which further became a negative 

response to any "point of view," which further became a negative 

response to "self belief," which in a way fits quite well with a genu

ine state of helplessness. In such a situation, and simply speaking, the 

most convenient answer becomes to either be "autobiographical" 

no matter how self-obsessed, uninteresting or unethical it is, to be

come ironically absurd in the sni.artest way possible or to con1pletely 

erase your own self and manipulate a sense of "openness" by pre

tending to bring the viewer and the subject close to each other. Of 

course we also have the fonnula of the "human interest story" with 

a slight dash of political correctness. All these answers seemed to me 

inadequate. In the complex and slip-sliding terrain of the politics of 

power it would be naive and self-righteous to play god, to be auto

biographical or to intelligently pose looking the other way. 

It seems that in life there are always continuous dialogues tak-

ing place between the inner self and the outer self There is also a 

dialogue with trees, stones and events, and with people near or far, 

alive or dead. Said and unsaid, clear and whispered. Also, in life 

there is a continuous dialogue between the past, the present and the 

future. Every thought, step or decision is entangled in an oscillating 

time. You and I exist in this fluidity, and it seems that in a height

ened awareness of this fluidity all positions begin to get temporar

ily and gently dislodged, reversed, and re-understood. And so we 

may all understand a bit more. It is this narrative experience that 

I am looking for. It is here that one can seamlessly move between 

something deeply personal and something that is hugely political 

and back, and so on. 

RF: Do you always shoot with a project in mind, or are you con

tinuously collecting images? I'm spurred to ask this question by the 

remarkable scene of the puppy being harassed by house crows in A 

Season Outside. 

AK: I almost always shoot with an idea in mind and do not ran

domly collect images. The puppy and the crows happened 10 feet 

from the border fence between India and Pakistan in the open fields. 

I think because as a crew we were obsessed with trying to under

stand violence and resistance we noticed the interaction between the 

puppy and the crows. Probably on another day we would not have 

even noticed it. In fact, we were talking that morning about how to 

prepare to film what we do not expect. 
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RF: Your films have been sponsored by the National Tree Grow

ers' Cooperative Federation in Gujarat, am.ong other NGOs, but 

even in these works the voice of the artist is atypically strong. 

AK: I suppose if you keep on working in the way you think right, 

and if you are open to responses along the way without losing your 

own self, and if you do this for a while then people begin to relate 

to your vocabulary and support it. If you persist with showing your 

work to diverse audiences then that experience also generates a 

process that helps in many ways. Further, the two organizations you 

refer to have intelligent and enlightened leaderships. J think over 

time I have understood that even institutions have the capability to 

imagine and to take risk. 

RF: What role did the Mass Communication Research Centre play 

in the development of your practice? 

AK: J am afraid I can't say much about influence because nothing 

soul-stirring happened there except perhaps to say that it was a space 

that encouraged a critical and social engagern.ent, and that was very 

important. I do recall very fondly the passion of Jim Beveridge in his 

last year there. Seeing an old ni.an speak of images with such love is 

unforgettable. Seeing flashes of irreverence in another old man, A.J. 

K.idwai, was also inspiring. I was fortunate to witness and experience 

the spirit of these two veterans. 

RF: Documenta 11 curator Sarat Maharaj recently told m.e that 

your interest in installation came about partly through your expo

sure to work you saw there. What attracted you in the form? 

AK: It's not Documenta 11 and the installation as much as the 

experience then and after of interacting with its energy. An energy 

that inspires to explore human relationships and politics with as 

much freedom. that one can imagine. The real meaning ofDocu

menta 11 for me is a long discussion. The installation is always at

tractive because it allows another more tangible space for a multi

plicity of experiences. In that way sometimes it seems closer to life. 

It is not more or less, or better or worse. It's another vocabulary. In 

essence we are still in the realm of images, sound, poetry and time 

and life of course. 

RF: Your most recent work focuses on repression in Burma. What 

generated that shift and has it engendered different ways of working? 

AK: I had friends who were lawyers and working with Burmese 

refugees/activists in exile in India. Over time I began to understand 

the meaning of the Burmese resistance and also made a few Burmese 

friends. At first I was quite shocked by my own ignorance about the 

democracy movement in Burma. Five decades of struggle, students 

sacrificing their lives over and over again. It was hard to understand 

this courage. I felt I needed to respond in any small way possible. 
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This resistance needed to be understood and respected. Also, I 

wanted to work outside the framework of the political boundaries 

of the Indian nation but still within the subcontinent. We need to 

respond and relate to the subcontinent as a region. This region will 

not look the same after 20 years. We have a conuuonality of 

interest, of cultures, that is stronger than lines on a map. 

Further, I didn't want to construct a "human interest" story about 

this resistance and run around looking for funding, so I began to 

work on my own. To make a series of films, thoughts, image 

moments. Instead of rushing into Burma to understand it, I began to 

circle it, to move away in order to end up being close to it. I had no 

structure, no narrative, no client, no bleeding heart, no missionary 

misconceptions. This helped me make films in an open and free way 

and to explore many ways of understanding the Burmese resistance. 

Eventually, it resulted in The Torn First Pages - l 9 projections as an 

installation and five single-channel films. This project enabled me 

to tangibly present an experience on film where we can witness the 

passage of multiple times in a single narrative so as to open up 

different fonus of comprehension. 

RF: These videos are more abstract than your works on India. Does 

this represent a more general shift away from documentary traditions 

towards a more experimental non-fiction approach? 

AK: More abstract to see or to tell? Abstraction is multi-layered and 

can be expressed and experienced in many ways. There are all kinds 

of abstractions in earlier work, but maybe to answer your question 

specifically - I could say, in a way yes, but it's just what happened 

at the time, what seemed appropriate and emerged. I always resist 

the interpretation and the need for an interpretation that wishes 

to "conclude" specific directions or "shifts" or "leaving behind" 

or questions of tradition, etc. I don't really feel like I have left 

something to go towards something else. When you ride a bicycle 

sometimes you let go of the handlebars and ride, and sorn.etimes you 

don't. Sometimes you even walk with the bike. I feel and do many 

things all the time. 

RICHARD Fu NG is a video artist and writer, and an Associate 

Professor at the Ontario College of Art and Design. Over the winter 

of 2009 he was Visiting Professor at the James Beveridge Media 

Resource Centre, Mass Communication Research Centre, Jamia 

Millia lslamia in New Delhi. 
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Mariam Ghani and Erin Ellen Kelly. Smile, You're in Shadah (video still), 2009. Courtesy: the artists. 

In recent years, the proliferation of the American rhetoric on the "war on terror" 

has translated into wars in Iraq and Afghanistan and been reinforced by the 

ongoing violence and conflict between Israel, Palestine and Lebanon. Main

stream media coverage has analyzed, sensationalized and fetishized these wars 

for the Western public, while governments have supplied their military forces. 

Together, the government and the media have generated poli-

cies based on fear and suspicion, while words such as "terrorists," 

"Islamic fundamentalists," "security," "illegal immigrant" and 

"anti-war protester" have entered daily conversations and further 

restticted the movement of a large majority of people. After a period 

of silence within the art world, issues concerning violence, anxiety, 

memory and displacement have become common themes in the 

major international Biennials. But do they foster a better under

standing of the scale and complexity of recurring violence, loss and 

punitive laws against asylum seekers? 

The 2009 Sharjah Biennial opened in the midst of a profound 

economic crisis, just months after the war on Gaza ended, offering 

the timely theme of Provisions for the F11t11re. Located in the heart of 

the Middle East, the trauma of displacement, marginalization and 

fragmented histories has a palpable presence in the local environ-

1nent of the Emirates, which has a population mainly comptised of 

migrant laborers and expattiate workers. In this context, the Bien

nial has the potential to play a crucial role in subverting the polemic 

discourses of terroiism and the Islamophobia perpetuated by the 

Western mainstream. My concern was whether the Biennial could 

serve as an internationa] platform for mobilizing discussions on 

migration, movement and the status of workers to develop a deeper 

understanding of contemporary experience in the Middle East and 

to examine the interconnectedness of contemporary societies in the 

21" century. The works that succeeded in the Biennial transformed 

the passive viewing expetience into a compelling and enlightening 

exercise of looking for new models and trying to find solutions. 

One of the most successful works in the Biennial placed the process 

of reconciling trauma at the centre of moving forward. 3 Triptychs, 

by Lebanese artist Lamia J oreige, engaged viewers in a sensory 

experience as they walked through a labyrinth of interconnected 

cham.bers that triggered a deep sense ofloss and grief. Imagine a 

sni.all dark room. You enter it alone and see a fa.int reflection of 

yourself on the opposite wall. As you walk towards the wall, it leads 

you to another room. You enter this room and it's even smaller; 

washed out projections of children, landscapes and war merge into 

one another on the wall. A hypnotic flow of images and familiar 

sounds draw you to the next room, where it is pitch dark. Strings of 

music accompany you as you feel your way into the following room 

where the projections of fragmented images continue. Walking 

through the labytinth of spectral sounds and images feels like deja 

vu. For Joreige, 3 Triptychs is an exploration of memory, erasure, 

collective and fragmented histories and the aftermath of war. It is 

a powerful work that evokes complex feelings chat blur the 
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boundaries between the viewer and the artwork, personal his-

toty and collective memory, self and other. The darkened rooms, 

echoing with sound, poignantly embody a trauma that can never be 

retold in words. 

Joreige's message was particularly resonant in Sharjah, an oasis in the 

turbulent Middle East where the reiteration of violence and war has 

become routine. The Biennial took place in the Arts and Heritage 

district, comprised of the Sharjah Art Museum and its peripheral 

galleries: Shamsi House, Serkal House and the Collections building. 

The museum and arts district is located 111.inutes front the vibrant 

Sharjah Creek, docked with colourful dhows (wooden sailing boats) 

and crowded with goods, labourers and migrant workers loading 

and unloading boats by hand and with small cranes. The creek is 

surrounded by rows of dry fruit sellers carrying different varieties of 

nucs and raisins, dates and chocolate, worked and run by migrants 

who are an essential part of the local economy. 

Every evening for the fust three days of the Biennial, from 7pm to 

l 0pm artists Shaina Anand and Ashok Sukumaran hosted a radio 

show on Radio Meena 100.3 FM, taking music requests and airing 

the comments and experiences of the sailors and d1y fruit vendors 

who work in the area surrounding the museum. The artists played 

songs in all the regional languages of the South Asian countries from 

which the majority of the sailors and migrant workers in the neigh

bourhood originated. The radio show was part of a larger piece 

called Whaifage, a two-part project including a publication that was 

based on the booming dhow trade between Sharjah and Somalia 

in the wake of the financial crises and a series of radio-broadcasts 

from 18 - 21 March, 2009 initiated by CAMP, an artist collective 

based in Mumbai. This project was commissioned by curator Tarek 

Abou El Fetouh for the Biennial's performance and film screen-

ing program. The strength of Whaifage lay in the extensive research 

conducted by Anand, Sukumaran and Sanjay Bhangar on the lives of 
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the sailors and their trade routes. They did not romanticize the trade 

or dhow sailors - instead their meticulous documentation of the 

goods flowing between Sha1jah and Somalia revealed the multidi

rectional influence and far-reaching impacts that do not end at the 

ports of these cities. It was a symbolic project to begin the Sharjah 

Biennial with, as it immediately contextualized the Biennial within 

the very local environment and created a forum for the labor force 

ofSharjah to present their views in the mainstream. Even though 

Whaifage wasn't part of the ni.ain exhibition it was awarded the main 

Jury Award at the 2009 Biennial. 

Back in the museum, exhibition curator Isabel Carlos outlined her 

curatorial concept as examining the future through "newly merg-

ing economic and cultural conceptions" in Sharjah, a city she 

described as the "meeting point" of many cultures and worlds. A 

key goal according to Carlos, was to generate and develop a criti-

cal discourse around the contemporary culture in Sharjah and the 

Middle East through the Biennial. As a result, more than half of the 

68 international artists Carlos showcased were from Middle Eastern 

backgrounds. The video S111ile You Are in Sharjah, by Mariam Ghani 

and Erin Ellen Kelly, documented the 111.ovement and rhythms of 

the city's public spaces in contrast to the ostentatious and banal 

tourist attractions that are foregrounded by government. In We 

Bega,, by Measuring the Dista11ce, Palestinian-American artist Basma 

Al-Sharif combined fragmented footage from news channels and 

found recordings with her own footage shot in Chicago, Cairo and 

Gaza to examine the media's portrayal of war. Egyptian artist Hala 

Elkoussy transformed her gallery into an archive brimming with 

framed portraits of children in school, men and women in milita1y 

uniforn1s, books, musty fabrics and videos to document the scale 

of socio-economic change, upheaval and economic disparity in 

contempora1y Egypt - all in the name of economic progress - in 

Of Red Nails, Pa/111 Trees and Other Icons. New York-based Nida 

Sinnokrot developed an impressive installation that transposed the 

raised anned symbol of an ancient Egyptian belief system into a con

temporary sculpture of mechanical bulldozer anns, creating a physi

cal and metaphysical allegory of power. These examples portray 

the multiplicity of themes and references to Sha1jah that the artists 

engaged in. Yet, spread out within the linear sequence of galleries 

of the Sharjah Art Museum they risked reiterating stereotypes and 

assumptions of the Middle East based on war, victin1hood, wealth, 

censorship and endless construction. 

More successful works engaged with cross-cultural dialogues and 

transcended the spatial lin1itations of the galleries, interrupting the 

lackadaisical movement of tl1e audience and sometimes even con

testing it. For instance, Danish artist Nikolaj Bendi"X Skyum Larsen 

placed the viewer in the centre of two video portraits projected 

on opposite walls of a dark room. In Re11dezvo11s, Larsen exam

ined migration patterns from the southern Indian state ofKerala to 

Sharjah, where young men from small towns work as temporary, 

daily wage laborers. Through video portraits, Larsen connected 

., 
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<clockwise from left> Sheela Gowda. Drip Field, 2009; Nikolaj 8.S. Larsen. Installation view of Rendezvous, 2009; Haig Aivaizan. Installation view of FUGURE, 2009. 

All photos: Pia men Galabov. Courtesy: the Sharjah Biennial. <opposite page> The port at Sharjah creek during the Wharfage radio broadcast event. Courtesy: CAMP. 

the migrant workers with their families in Kerala, and the distance 

between the screens encapsulated the complexities of belonging and 

displacem.ent that are perpetuated by the vicious cycles of globaliza

tion and migration. Indian artist Sheela Gowda's bizarre, resonant 

and rhythmic soundscape and industrial installation Drip Field was 

inspired by the well-established drip i1Tigation system in Sharjah. 

This installation amplified, m.ixed and projected the sounds of water 

droplets to offer a poignant critique of wasteful models of develop

ment on which our economies are based. Haig Aivazian developed 

a one-lane swimming pool for his mixed media installation F11g11re 

(A Series ef Oly111piadic Mo111e11ts). Built to the precise dimensions of 

an Olympic lane, it looked overgrown and out of place in the small 

gallery. Spanish-conceptual artist Maider Lopez took this further by 

completely rejecting the gallery space within the museum. Instead 

her construction of Hlal/s mimicked the construction of the galler

ies along the corridors. Polish artist Agnes Janich transfonned her 

gallery into a claustrophobic maze that reminded viewers of the 

disorientation that accompanies fear and violence, echoing the sur

real experience injoreige's 3 Triptychs. The quiet works highlighted 

the need to reconcile, mourn and remember the trauma of the past 

while envisioning the future, resonating loudly in the Biennial. 

The Sharjah Biennial 2009 was most successful in showcasing the 

wide range of artistic practices that in one way or another at

tempted a connection with social and political reality in Sha1jah and 

the Middle East. Altogether the Biennial did confront the many 

social, political and economic factors that detennine fraught labour 

laws, traumatic recurrences of violence and destabilized routes of 

movement. With regard to finding Provisions for the F11t11re, Carlos 

succeeded moderately, as the nature and caliber of the works varied 

along with their capacity to examine the issues at stake and the com

plexities that arise in "meeting points" of different cultures. All of 

this raises the question of whether national biennials offer an open 

space for generating a critical discourse on socially and politically 

engaged work or whether they perpetuate assumptions on cultural 

difference with the glossy (re)packaging of contemporary art. 

SRI MOY EE MITRA is an emerging writer, curator and performance 

artist. She has worked as the Art Writer for publications in India 

including Time Out Mumbai and Art India - The Art News Magazine 

of India. She is currently the Programming Coordinator at South 

Asian Visual Arts Centre (SAVAC), Toronto. 
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MAPPING THE RUST BELT 
Number of manufacturing jobs lost in Ontario from May 2008 to May 2009: 138,000 

Number of jobs lost per hour in the U.S. in June 2009: 649 

Percentage of General Motors owned by the United Auto Workers' benefit trust: 17 .5 

Percentage of GM owned by the U.S. government: 60 

Number of GM plants to close in the U.S. as a result of the corporation's bankruptcy filing: 14 

Date on which the Creative Cities Summit 2.0 began in Detroit: 10/13/08 

Chance that a household in Detroit was foreclosed during 2008: 1 in 22 

Percentage of mortgages in 2007 held by African Americans in Michigan that were subprime: 52 

Percentage held by whites that were subprime: 19 

Number of days each week that the Detroit Free Press is no longer delivered to homes: 4 

Slogan of the Michigan State Housing Development Authority: 'Save the Dream' 

Average income of a resident of Canada in 2007: $40,237 

Average income of Canada's 100 highest-paid CEOs in 2007: $10,408,054 

Average arts-related income of a visual artist in Canada in 2007: $15,026 

Number of the nine cities in Northern Ontario that have declined in population since 1996: 9 

Number of these cities mentioned in the 2009 Martin Prosperity Institute report Ontario in the Creative Age: 0 

Number of times the 36-page report mentions Toronto: 17 

Estimated ratio of the suicide rates of unemployed to employed individuals: 3:1 

Percentage change in the number of welfare recipients in Leamington, Ontario from May 2008 to May 2009: +233 

Percentage in May 2009 of unemployed Ontarians not eligible for welfare: 59 

Total amount granted by the government of Ontario to Luminato, an annual arts festival held in Toronto: $36,500,000 

Minimum number of major financial institutions that have sponsored Luminato since 2006: 5 

Minimum number of independent theatres in Toronto that have closed during that time due to funding cuts: 4 

Amount spent on corrections for every dollar spent on post-secondary education in the U.S. in 1987: $0.32 

Amount spent per dollar in 2007: $0.60 

Number of states, including Michigan, that spend more on corrections than post-secondary education: 5 

Median annual income of a U.S. male full-time worker aged 25-34 in 1980: $43,700 

In 2006: $37,000 

Average debt of an undergraduate student in Canada who graduated in 2006: $24,000 

Projected cost in 2010-11 of Ontario's recently announced 2% increase in social assistance benefits: $100,000,000 

Projected cost in 2010-11 of Ontario's recently announced corporate income tax cuts: $530,000,000 

Number of times the phrase 'greedy union' or 'powerful union' has appeared in the National Post since 1998: 114 

Number of workdays lost to labour disputes in Canada in 1980: 9,129,880 

Number lost in 2008: 795,029 

Women's average income as a percentage of men's average income in Canada in 1995 and 2005, respectively: 70.9, 70.6 

Sources: American Association of Suicidology; Art Gallery of York University; Business Week; Canadian Artists' Representation; CBC News; Mac/eans; Michigan State 
Housing Development Authority; ational Center for Education Statistics; National Post; ational Post-Secondary Student Aid Study; New York Times; Pew Charitable 
Trusts; Statistics Canada; U.S. Bureau of Labor Statistics 

1. Toronto, ON In 2007, the University of Toronto and the province of Ontario enticed Richard Florida, captain of the creative 
class, to assume the directorship of the provincially funded, $100-million Martin Prosperity Institute. After his arrival, Florida 

was feted at a dinner hosted by mayor David Miller, was described as the heir to Jane Jacobs, and began writing a regular 
column in the Globe and Mail. He is granted extensive access to Toronto City Hall and the Ontario Legislature. 

assets 

city workers 

of benefits and pensions, 

Another group of struggling workers 

city's unemployed have been trying 

underground economy of cash work

strike, garbage collection. Meanwhile, the city 

will revitalize downtown and create a brand 

families' in order to 'enhance community 

villages, destination shopping, and 
ornamental canal. The canal, 

long-awaited 'diversification' 

Inauspiciously located at the 

the state of Michigan was 

Cities Summit 2.0 brought 

to collaborate on ways to foster talent and community 

job losses and the subprime crisis as exciting challenges. 
masks of the factories are lifted and the smog has 
panels, some facilitated by CEOs, G provided insights on 

Florida has lauded the virtues of his new city-a fast-growing megalopolis 
hospitable to the language of creativity, tolerance, and growth

going so far as to herald the emergence of a 'Toronto 
school of urbanism: The place-making strategies born 

here are exported to cities with markedly different 
and challenges. 2. Windsor, ON When 1,400 

struck for 101 days this summer in defence 

the feared piles of trash never appeared. 

was taking the city workers' place. Windsor 

over the past decade and many of the 

to eke out an existence through an 

including, since the beginning of the 

is promising that a new development 

will 'attract professionals, individuals, and 
In an effort to stimulate private investment-urban 

tourist attractions-the city of Windsor plans to dig a $SO-million 
to be filled with municipal water, is being pitched by its boosters as the 

of this riverside city's waterfront. 3. Detroit, Ml 

Detroit Renaissance Center and timed as 

by the financial crisis, the 2008 Creative 
academics, consultants, and politicians 

assets. The event reframed industrial 

The summit's blog declared, 'the gas 

cleared a bit. Culture is the new steel: 

how municipalities can encourage play and fun, 

Workshops and 

cultivate openness, and plan 
c o Io u r f u I u r b a n realms that attract creative people. 4. Flint, Ml The city of Flint, 
of GM and e now one of the poorest cities in the U.S., will raze entire neighbourhoods in an effort 

birthplace 

to shrink its land 

treasurer, Dan area by 40% in order to survive. The man behind the plan, Genesee County 
Kildee, has been approached by the Obama administration and 
who want to see the model applied across the Q country. Kildee will 
of which are former industrial centres in Q America's 
Pittsburgh, and Baltimore. While this grim story 
the story of a new city ripe for investment 

series of tours organized by developers 

sightseers with a peek at newly 
centres, and converted loft apartments. 

millions of dollars in Cool Cities, an urban 

of the state's struggling industrial cities, and 

of charities 

take aim at 50 cities, most 

Rust Belt, including Detroit, 
is bulldozed from Flint's memory, 

is ushered in. 'What's Up Downtown', a 
and the local reinvestment corporation, entices 

restored historic buildings, renovated entertainment 
5. Lansing, Ml From 2003 to 2006, the state of Michigan invested 

makeover program aimed at attracting 'urban pioneers: revamping each 
making Michigan the 'coolest' state in the nation. Cool Cities provided grants 

to sow 'happening' neighbourhoods with farmers' markets, live-work spaces, and public art initiatives, and Michigan's refashioned towns were sold 
to young people employed in art, design, and engineering. 6. Youngstown, OH Beginning C, in 1977, Youngstown witnessed the closings of five 
major steel mills, resulting in the loss of 50,000 jobs and $1.3 billion annually in manufacturing wages. In 1983, the unemployment rate reached 
24.9%; as residents left in search of work, the city's population shrank drastically. Over the decades, the city has pursued a variety of development schemes from 
courting the prison industry, to heritage tourism, to enticing transnational corporations with corporate subsidies. Most recently, it developed Youngstown 
2010, a plan to shrink its residential neighbourhoods by 30%. The plan targets low-income districts that have been extensively abandoned, replacing 
them with parkland and 'green industrial zones'. It promises to create a 'new regional economy' that positions 8 Youngstown 'to become a competitive 
city once again: The plan is consistent with the city's long history of favouring the interests of business and industry over those of its residents. 
7. Pittsburgh, PA Long a base for corporations, medical research, and universities, journalists and public officials have rediscovered Pittsburgh as a successful 
shift from an industrial to a knowledge-based economy. These pundits wilfully ignore that there are two Pittsburghs: the city and its elite suburbs are home to 
oncologists and nuclear engineers, while nearby steel towns teeter on the edge of abandonment. Towns like Braddock and McKeesport face unemployment 
and poverty, crumbling infrastructure and public services, and an aging and increasingly vulnerable population. African Americans continue to experience 
segregation and stark disparities in health, income, housing, and education. The elite who market the city's 'revitalization' are also its sole beneficiaries. 
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"Institutions are by nature designed to compete - for students, for resources, for reputations. 

This turns every public conversation about the education of the artist in Canada into an 

opportunity for marketing or a plea for greater government support. Not surprisingly, schools 

are invested in what gets money in their pockets and bums in their seats. And success, under 

this model of marketing and market relevancy, has the nasty habit of breeding clones. So it is 

little wonder that there is such a significant degree of uniformity in the post-secondary 

system - be it in curriculum or in opinions coming from the conference hall." 

-Kissick, Canadian Art 72 
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co1ourschool at U BC. colourschool 

Library, 2006•2007. Photo: Lauren Scott. 

Courtesy: Kristina Lee Podesva. 

T he late 2008 issues ofboth Ca11adia11 

Art and C magazines took up a 

subject recently much discussed 

among those in the fields of contempora1y 

art: art schools and art education. With all 

the recent hype about the role of higher 

education in the visual arts, these issues 

- launched within weeks of one another 

- seemed to talk at cross-purposes about 

the matters at hand. While the writers in C 

primarily undertook a discursive approach 

to the intersections of art practices and the 

institutions that advance them (including 

magazines themselves), Canadian Art's 

contributors took a much more boosterish 

approach, reading more like a series of press 

releases than a serious reflection on the state 

of training in arc practice. 

As a critic and historian very much embed

ded in the acadentic sector, I am well aware 

of the ways in which institutions need to 

work to develop profile and reputation 

(these are not always coextensive) in order 

to attract students, faculty and critical re

gard. When student enrolment numbers are 

so determ.inate of funding dollars and the 

reputation of universities depends heavily 

on the profile and success of its graduates 

and faculty, we in the arts sectors would 

do well to think deeply and critically about 

the ways in which institutional authority 

often serves less to challenge than to affirm 

conventionally understood notions of at

tainment. 

In this respect, Canadia11 Art's issue perhaps 

reflects to a greater extent what is more 

publicly and superficially addressed in 

discussion of Canada's art schools: their 

respective locations, faculty and student 

cohorts, the degrees that they confer and 

the histories that they advance and/ or 

rewrite during recruitment and institutional 

shifts of power. Deborah Campbell's article 

on the reinvigoration of painting at Emily 

Carr University of Art and Design, for 

example, offers this as a practice explicitly 

in contravention of Vancouver's reputation 

as a centre for photoconceptualist practice. 

While this reputation is certainly in need 

of inte1Togation, her te>-1: mentions none of 

the practices other than painting that are taught at ECU, simply 

substituting one art fo1111 for another as the centre of the city and 

institution's practice. Likewise, Ga1y Michael Dault's interview with 

Gerald Ferguson starts out with Ferguson's promise to "not, 

under any circumstances, talk about the good, golden days of 

NSCAD's past" (83). This mythic period, briefly acknowledged 

as such on the way to furthe1ing that very same mythology, has 

been, it seems, both its burden and one of the chief selling points 

ofNSCAD University. 

When student enrolment numbers are so determi

nate of funding dollars and the reputation of uni

versities depends heavily on the profile and success 

of its graduates and faculty, we in the arts sectors 

would do well to think deeply and critically about 

the ways in which institutional authority often 

serves less to challenge than to affirm convention

ally understood notions of attainment. 

Inexplicably, Alberta College of Art and Design is the only indepen

dent art and design school not profiled in the issue of Ca11adia11 Art; 

but if ACAD would have been given the same treatment as OCAD, 

perhaps that omission should be counted as a blessing. Noah 

Richler's extensive and rhapsodic quoting of Richard Florida along

side almost equally heavy referencing of Ontario College of Art and 

Design president Sara Diamond reads more like a marketing profile 

for an in-flight magazine than it does an art magazine treatment. 

Perhaps the most deeply critical text in the issue is John Kissick's 

article "Elephants in the Room: the Looming Issues in Art Edu

cation." In that text, Kissick problematizes many aspects of post

secondary education in art, including the sacrality of the portfolio 

interview for adm.ission and the current mania for the develop-

1nent of PhD programs in studio art. A university administrator as 

well as an artist, Kissick is hardly advocating for the dismantling of 

higher education in art and its related fields; but !us willingness to 

engage these matters critically and reflexively is both provocative 

and refreshing in an issue where so much of the writing assumes 

the appropriateness and incontrovertibility of the institution's role 

as positive, productive and altruistic - a characte1ization that many 

who inhabit the nation's institutions of art education and credential

ization, on whatever side of the easel, may loathe to support. 

C Magazi11e's articles, on the whole, explore more issue-based 

considerations of pedagogy, exhibition practice, curatorial education 

and the role of criticism today. The themes of professionalization 

and credentialism are treated more ruminatively here, looking less at 

institutions as loci of practice and authority than at artist-generated 

practice, in part as a way of filling some of the gaps in institutionally 

mandated arc education. 
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Kristina Lee Podesva's pedagogical project 

coloursclwol, mentioned in Leah Sandals's 

roundup of ten recent MFA graduates in 

Canadian. Art, is here given stand-alone treat

ment by Michael Birchall as an exemplar of 

the trend toward participatory art practice. 

coloursclwol, he writes, "parallels the institu-

tions of art and the academy, [critiquing] both, 

while simultaneously recognjzing the value 

they retain by being open to critique" (15). 

Locating colo11rschool within the larger scope 

oflaboratory and classroom-type environ

ments in which participation is voluntary and 

so decidedly not part of formal education and 

training- a model of heuristic agency that 

seems, at least in part, to fill in for what formal 

institutions routinely do not provide - Bir

chall suggests that a new theoretical framework 

is needed for this "new-genre public art." 

What remains elusive, however, is the notion 

that such practices as Podesva's which critique 

larger institutional structures and models of 

learning can and should themselves be subject 

to critique; Birchall, like Nicolas Bourriaud 

before him, seems to assume that the ideally 

convivial and democratic nature of such work 

is inherently positive and open. Content, here, 

is treated very nrnch as beside the point. 

In his essay on the "learning exhibition," 

Grego1y Elgstrand proposes the use of episodic 

structures, elements of time, play, reflection 

and improvisation (among others) to reveal as 

much as to work within institutional struc

tures. Engaging with the histories and debates 

that have been inscribed through institutional 

authority is clearly one of Elgstrand's desires, 

and is to be lauded; it also presumes - or, 

perhaps, hopes - that a dialogue with the 

longue d11ree of institutional rustory is something 

many curators and artists want, rather than 

the burden of research and indebtedness that 

many consider it to be. This is worth noting 

explicitly since there seems to be an unstated 

desire inscribed in many tein:s, exhibitions, 

and in both of these 1nagazine issues, to break 

with the pasts of art practice and institutional 

reification at the same time as nukjng use, 

often unproblematically, of the advantages that 

they offer. While Elgstrand is scrupulous in 

referencing previous exhibitions that reveal the 

physical and intellectual armature of exrubition 
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<top> colourschool at UBC. Photo: Lauren Scott. Courtesy: Kristina 

Lee Podesva. <bottom left> colourschool at Emily Carr. Brown Bag 

Lunch Discussion with Sabine Bitter, Helmut Weber, and Stefan Romer, 

Mar 7, 2008. Courtesy: Kristina Lee Podesva. <bottom right> Inside 

the Ontario College of Art and Design. Photo: Richard Johnson. 

structures, a blithe disregard for such hjstories seems to underlie many calls for reinven

tion of exhibitionary structures, acting as though no one has ever wrestled before with 

the structures th.at both constrict and enable art practices. 

A facet of this ve1y frustration bubbles from sections of Gabrielle Moser's meditation 

on the proliferation of graduate programs in curatorial studies. The tension between 

desire for knowledge, submission to the strictures of fonnal education, and skepticism 

about the nature of knowledge, education and skills training is understandably present 

throughout Moser's discussion of the changing role of the curator in contempora1y 

art practice. Mindful and critical of the rhetoric of the creative class and the mindless 

valorization of "creative work" that comes along with it, Moser notes that there is, 

and likely always will be, a gap between "pmists [who call for] a messy, slow crawl

ing toward the profession," earning credentials "by doing, not by attending school" 

(27) and those who believe that there is tremendous value to be gained by professional 

certification. It is fitting to be dubious about what it is that such programs claim to do, 

especially when the current definitions of curation are so varied and slippery. 

If one doesn't need a degree in art to be an artist, or a degree 

m curating to be a curator, then how is it we find ourselves 

m a moment of hyper-institutionalization in which those 

qualifications of which we are so dubious take on so much 

value to us? 

Just as varied and slippery is the role of published writing about art, addressed by Earl 

Miller in a rather elegiac essay on the fading relevance of the art critic. While Miller 

mourns the loss of art criticism's influence, he also notes the near-impossibility of a 

life primarily dedicated to the production of this widely produced but infrequently 

read form .. Citing, among others, James Elkjns, who has written cogently about the 

strange state of art criticism as a profession with no disciplinaty history and no generally 

accepted standards or goals, Miller writes about the current state of criticism vis-a-vis 

the former state of high canonical art criticism, notably the heyday of October. This 

longing for a renewed co1rnTtitment to criticism usefully declares the need for writers 

to improve their craft, for publications to pay more and for readers to read more (and 

more broadly). But it also seems a lament for a time that never really was, one that is 

largely out of step with so many contemporary modes of making and dissemination. 

What underlies not just this supposed crisis of criticism but also the discomfiture around 

curatorial entitlement, pedagogy and intentionafay is exactly the struggle of other con

tempora1y institutions: if one doesn't need a degree in art to be an artist, or a degree in 

curating to be a curator, then how is it that we find ourselves in a moment ofhyper

institutionalization in which those qualifications of which we are dubious take on so 

much value to us? We carp about them, about the ways in which they mean so little, 

precisely because they have come to mean so much. It is a reality, albeit an ironic one, 

that in such a highly individualistic age as ours, institutions and disciplines are as consti

tutive of identity as they have ever been, perhaps even more so. We would do better to 

acknowledge and critique them than to simply maintain their normalization by failing 

to acknowledge their power to assimilate and reify. 

JESSICA WYMAN teaches in the Faculty of Liberal Studies, Ontario College of Art 

and Design, and is Curator in Residence at the McIntosh Galley, University of Western 

Ontario through fall 2009. She is also a Contributing Editor to Fuse. 
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I WISH SOMEONE HAD WARNED ME: 
Art School (Propositions for the 21st Century) 
edited by Steven Henry Madoff • MIT Press, October 2009 REVIEW BY Amber Landgraff 

(PROPOSl~IONS t;OR 

lrHE 21ST ~ENJ'.URY) 
'-' :::a 

edited by Steven Henry Madoff 

Art School (Propositions for the 21st Century) takes 

"what it means to teach the study of art" as its cen

tral question. According to editor Steven Madoff, the 

definition of art since Duchamp has expanded expo

nentially, a change that undoubtedly makes teaching 

the "what" and "why" of art increasingly difficult. 

Considering visions for the future of art school in 

the 21st century, contributors propose both real and 

theoretical examples of "schools," including explora

tions of exhibitions as education, artist residencies 

and university programs. Featuring essays and interviews 

by notable figures - among them john Baldessari, Hans Haacke, 

Robert Storr, Ute Meta Bauer, and Marina Abramovic - many of 

the essays in the text are dubious as to whether or not it is possible 

to teach art at all. There seems to be a bitterness towards the rapid 

increase of MFA and PhD programs, due in part to an insistence 

that these programs are incapable of preparing an artist for the world 

and perhaps, most importantly, should never have been expected or 

designed to do so. As Michael Craig-Martin writes, the problem lies 

with a proliferation of young accredited students lacking practical 

experience: "Now what's going to happen is we're going to end 

up with schools that are entirely run by people with PhDs, who 

have no experience of the art world at all. It could not be a worse 

situation." Yet, as an em.erging artist/curator currently enrolled in 

one of these many new MFA programs, I have found m.yselffacing 

the complicated reality that it is increasingly difficult to gain real 

experience without at least an MFA, and worse, that pursuing an 

MFA as a "young" artist tends to create its own kind of barriers. 

This attitude leaves me wondering what it is I am supposed to be 

accomplishing by being in school. 

The conclusion of many cont1;butors to this book is that new 

directions for art education should be focused outside of the degree 
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granting school system. But what it is that 

prompts many artists to seek out credentials 

through these degree programs, as well as 

the pressures placed on schools to reach 

those standards of accreditation, passes 

almost entirely unnoticed in the text. Criti

cisms of the increasing professionalization of 

the study and practice of art are presented 

without offering any concrete viable solu

tions for change. Considerations of why this 

move towards professionalization may have 

occurred in the first place or why a return to 

past models of practice is no longer feasible 

in the current market are also for the most 

part missing. Instead, what is presented 

seems to be nostalgia for a bygone era where 

young artists learned by simply "doing it," 

with little to no schooling involved. While 

it is repeatedly pointed out that attending art 

school is no guarantee of employm.ent, many 

of the essays bemoan the fact that young 

artists are actually being exposed to the art 

market while in school, where a shared 

thesis seems to be that artists should choose 

to study art for reasons of creative genius 

rather than a desire for job prospects in the 

future, despite the large debt that many 

students accrue by attending art school. A 

problem.atic position considering that we all 

have to work. 

This isn't to imply that there aren't some 

interesting discussions offered in the text. 

The Raqs Media Collective eloquently 

tackle some of the more difficult realities 

associated with being an artist in the essay 

"How to be an Artist by Night." They 

discuss the precarious working conditions 

that many artists are faced with after gradua

tion, often finding themselves working jobs 

during the day in order to finance being an 

artist by night. Daniel Birnbaum has writ

ten a conversation between "He" and "I" 

in "Teaching Art: Adorno and the Devil" 

where he takes on the position of the devil's 

advocate in the debate over the usefulness of 

"Art School" was actually quite far from the 

reality of attending an MFA program .. With 

statements like "there will be enormous and 

amazing kitchens. In the manner of pre

schools, there will be reading lofts and soft 

places to rest. There will be a dacha nearby 

where one can eat and read and drink," and 

"the artist Rirkrit Tiravanija transformed the 

school for a few days into an inn, a gast/10f, 

As Michael Craig-Martin writes, the problem lies with a proliferation of 

young accredited students lacking practical experience: Now what's 

going to happen is we're going to end up with schools that are entirely 

run by people with PH Ds, who have no experience of the art world 

at all. It could not be a worse situation. 

art school. In "Nobody Asked You To Do 

Nothing/ A Potential School," Liam Gillick 

and students paint a picture of an ideal art 

school, which includes among other things 

an increase in bicycles, sheds, saunas, kitch

ens, and soft places to rest. As well, practic

ing artists - including Fred Wilson, Mike 

Kelley, Guillermo Kuitca, Shirin Neshat and 

Paul Chan - were each given a question

naire asking them to consider the benefits 

of their chosen educational path, traditional 

or not. Ken Lum finishes off the text with a 

letter detailing why he considers teaching to 

be important, despite how he feels about the 

art world at large, in "Dear Steven." 

All in all, I am left feeling like I wish that 

someone had warned me that the idealized 

picture that much of this text presents as 

where students and guests slept, cooked, 

and hung out, talking about social issues, 

art making, and undoubtedly much more," 

I was certainly lead to believe that there 

would be many more opportunities for eat

ing and d1;nk.ing at the very least. I suppose 

I feel a bit misled to find out that the reality 

of my education is turning out to be more 

school than art. 

Amber Landgraff is an MFA student at 

the Ontario College of Art and Design's 

Criticism and Curatorial Practices program. 

Her work focuses on performative ges

tures, public interventions and an explora

tion of collaboration and the "problem" 

of community. 
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Dunlop Art Gallery 
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Diabolique: Part 2 
Curator Amanda Cachia 
Orgm1ized by Dunlop Art Gallery 
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Mind the Gap! 
Co-curators Amanda Cacl1in & .Jeff Nye 

Organized by Dunlop Art Gallery 
OCTOBER 23, 2009 TD 
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SHERWOOD VILLAGE GALLERY 

Block Party 
Curator .Jeff Nye 
Organized by Dunlop Art Gallery 
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Mind the Gap! 
Co-curators Amanda Cachia & .Jeff Nye 
Organized by Dunlop Art Gallery 
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Check our website for detai Is 
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WIWE DOHERTY 
PASSAGES 
SEPTEMBER 24 - NOVEMBER 28, 2009 
OPENING RECEPTION WITH ARTIST 
AND CURATOR'S TALK: SEPTEMBER 24 
FROM 7 TO 10 PM. THIS EXHIBmON 
IS CURATED BY SCOTT MCLEOD AND 
PRESENTED ON THE OCCASION OF 
NUIT BLANCHE. 

SUBSCRIBE TO 
PREFIX PHOTO MAGAZINE 
Prefix Institute of Contemporary Art 
Suite 124, Box.124 
401 Richmond Street West 
Toronto, Ontario. Canada MSV 3A8 
T 416.591.0357 F 416.591.()358 
!nf~'prefix.co www.prefix.oa 
Pholo Magazine. Visual, Audio and Surround Art Galleries 
Reference Llbrary. Small Press. Travelling Shows. 
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StFX Art Gallery 

Monoprints by Adam MacDonald 

Sept 8 to Oct 4 • Jeannie Thib, installation on 
architectural metaphors 

Oct 6 to Nov 1 • Gerard Collins, paintings 

Nov 3 to Nov 29 • Adam MacDonald, drawings 

Dec 1 to 20 • Gordon Kennedy, sculpture 

Jan 5 to Feb 7 • Nancy Stevens, paintings 

Open May to Aug: Mon to Fri, noon to 5 PM (closed Sat. Sun & holidays) 

Sep to Apr:Tue to Fri, noon to 6 PM• Sat & Sun 1 to 4 PM (closed Mon & holidays) 
1 "fl Bloomfield• Antigonish, NS• (902) 867-2303 • gallery@stfx.ca • www.stfx.ca 
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Ken Gregory: wind coil sound flow 
October 1 - 31, 2009 

The Pinky Show: Class Treason Stories (excerpts) 
November 12 - December 12, 2009 

Evan Tapper: Swoon 
January 21 - February 20, 2010 

Rustha Luna Pozzi-Escot: Les femmes armees 
March 4 - April 3, 2010 

1st floor, Centennial Hall I The University of Winnipeg 
515 Portage Avenue I Winnipeg, MB R3B 2E9 

Ph: 204.786.9253 I Fax: 204.774.4134 
www.uwinnipeg.ca/index/artgallery-index 

Hours: Mon - Fri: noon - 4:00 p.m. I Sat: 1 :00 - 4:00 p.m. 
Gallery 1 C03 gratefully acknowledges financial assistance from 

the Canada Council for the Arts, the Manitoba Arts Council, 
and the Department of Canadian Heritage 

THE UNIVERSITY OF 
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Storyteller I Waiting for Words 
Michael Schreier 
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Reveal 
Rosalie Faveli 
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Nightlight 
Selections from the Firestone Collection of 
Canadian Art 

26 November - 14 February 

Fibred Optics 
Frances Dorsey (Halifax), Jerome Havre (Montreal), 
Ed Pien (Toronto), Michele Provost (Gatineau). 
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wwv..otta" aartgallcr)-ca I 613-233-8699 
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September 18 to November 15, 2009 

Andrew Harwood: Sailor 

Michael Campbell: Field 
Recordings of Icebergs Melting 

Tom Thomson Art Gallery 
840 First Avenue West, Owen Sound 
ON Canada n4k 4k4 Call S19-376-1932 
tomthomson.org 

LEFT: ANDREW HARWOOD, SAILOR, 2009. 
RIGHT: MICHAEL CAMPBELL, THE REDWOOD JASON BEKK, 2008. 

September 10 - October 4 
Jimin Lee 

Ballad of the Mundane 

October 8 - 31 
Marilee Salvator 

Mary Had a Little Lamb 

November 5 - 28 
Pamela Dodds, Hazel Eckert & Kelsey Schuett 

Scholarship Exhibitions 

December 3 - 19 
Artist Proof Sale Fund raiser 

Open House: December 3, 6-9 pm 

January 14- February 20 
Lisa Turner 

Shelf life 

Image: J,mln Lee. At Dusk. Photo etchmg. Spit bite, Pigment on Kozo, CMne col~, 15 11 2◄~ 2009 
Courtesy of the enist. 

Open Studio 
401 Richmond StreetW. Suite 104 Toronto MSV 3A8 
tel/fax 416-504-8238 office@openstudio.on.ca 

t Kam loops, BC (250) 377 .2400 WWW kag.bc.ca 

MOVING FORWARD 
LOOKING BACK: 

Transforming Motion 
The New Gallery 

15 May- 20 June, 2009 

CURATED BY Terrance Houle 

REVIEW BY Tammy McGrath 

In Tranifonning Motion, Terrance Houle 

considers the present day conditions for a no

madic way of life through the work of three 

emerging First Nations/Native American art

ists - Duane Linklater, Nadya Kwandibens 

and Larry Blackhorse Lowe. All three of the 

artists consider the challenges and advantages 

of nomadic movement between urban and 

rural settings in search of employment and 

new opportunities while maintaining ties to 

one's own history and culture. The exhibition 

is particularly relevant in Calgary, a city that is 

attracting people from across the country for 

employment in the oil industry. 

Upon entering the gallery, the first work I 

encounter is a two-channel video that docu

ments a performance by Duane Linklater 

titled Rezdog. I smile as I watch the first 

monitor because I recognize the familiar 

actions of putting on road tunes and settling 

in of both artist and curator as they prepare 

for a road trip; they both get comfortable 

in the vehicle and begin to drive. They pass 

a sign that says "Blood Indian Reserve No 

Trespassing." A trading post and farm equip

ment slide in and out of view while prairie 

vistas and pickup trucks pass by. Eventually, 

they stop to visit a dog in a rural reservation 

setting; through the headphones the viewer 

hears a male voice talk about how the dog 

may be part dingo and part border collie. 

The animal looks happy and comfortable in 

its environn1ent. 

The second monitor shows the same dog 

being carried into the car and driven into 

the city; the dog does not want to go. The 

animal looks progressively less happy as it is 

Duane Linklater. Rezdog, 2009. Photo: Terrance Houle. Courtesy: the artist and Terrance Houle. 

leashed and brought into Urban Dog Mar

ket, a store filled with expensive treats and 

dog clothing. A woman's enthusiastic voice 

speaks about people going to Starbucks for 

their human treats then coming to her store 

to get their dog treats. The transition of the 

dog from its rural environment to the city is 

uncomfortable to watch, and a clear reflec

tion of the difficulties of maintaining fluid 

nomadic lifestyles. Linklater's work is further 

contextualized by the location of the New 

Gallery in Eau Claire Market, a struggling 

mall that was once positioned as Calgary's 

Granville Island. 

Across from Linklater's work is a projec-

tion of Larry Blackhorse Lowe's film,June, 

which depicts a young girl named June 

studying her Navajo language. I watch as this 

confident child learns to write and gives the 

viewer instruction on the different elements 

of a medicine wheel. As she leaves the room, 

the footage shifts to a scene from a hallway 

in the school and the color turns to black 

and white while a soundtrack begins to play. 

There is something eerie and disjointed 

about this segment. We no longer see June 

animated and engaged with the viewer, 

instead feeling the ominous undertones of 

her situation and conjuring the history of 

residential schools. The shot then changes 

pace as the viewer gets a glimpse of the child 

outside, followed by a domestic setting of 

wam1th and family life inside the home. The 

young girl helps her grandmother by setting 

the table and learns how to make a teepee 

using her hands and some string. She is 

learning her Navajo heritage at school and at 

home - an experience that is much differ-

ent than that of her grandmother's genera

tion. June will have a strong sense of belong

ing before she has to make her own way in 

the world, allowing her to adapt while still 

maintaining pride in who she is and where 

she has come from. 

This question of belonging is also taken up 

by Nadia Kwandibens' series of photographs 

titled, Concrete Indians. The first image 

portrays an aboriginal man wearing a head

dress and jeans, sitting on steps in front of an 

urban landscape of architecture and people. 

He looks confidently and directly back at the 

viewer in much the same way as the female 

Pow-wow dancer in the second photo does. 

The thfrd photo is different from the previ

ous two; in this image, a woman dressed in 

a traditional beaded aboriginal dress walks 

barefoot across the street. She does not look 

directly at the viewer, but like the other two 

photos, she stands out from the scene she 

inhabits. In each photo the confident pose 

and/ or direct gaze of the subjects appears to 

be challenging the viewer to tell them they 

don't belong. 

Houle has curated an exhibition of con

temporary artwork that is at once thought

provolcing and powerful. Each of the artists 

uniquely addresses First Nations culture in 

urban and rural settings. This is especially 

relevant as more people temporarily or 

permanently leave their homes in search of 

work in growing cities such as Calgary. 

TAM MY McGRATH is an interdisciplinary 

artist, art facilitator/curator and sessional 

instructor. She currently resides in 

Calgary, Alberta. 
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DISRUPTIVE MODELS: Making Worlds 
53rd Venice Biennale • 7 June - 22 November, 2009 

REVIEW BY Earl Miller 

The 2009 Venice Biennale, Maki,,g Worlds, 

included a few solid exceptions to a largely 

apolitical exhibition. Take, for instance, the 

work of Anawana Haloba, Paolo W. Tam

bureUa, Paul Chan and Ahmet Ogi.it (from 

Zambia, the Union of the Comoro , Hong 

Kong and Turkey respectively), four artists 

who critically respond to globalization's cul

tural appropriation, exploitation and ensuing 

violence. Daniel Birnbaum, the exhibition 

curator, writes that Making Worlds reflects 

an "aspiration to explore worlds around us 

as well as worlds ahead." Haloba, Tambu

rella, Chan and Ogi.it respond by asking 

whose worlds are being made in this global 

economy and just who is making them. 

Anawana Ha1oba's The Greater GB Ad11ertisi11g 

Market Sta11d (2007-09), for instance, ell.1)0ses 

how G8 countries too often euphemize the 

cultural leveling of global trade by, for one 

thing, marketing products under the auspices 

of feel-good, ethical shopping. Haloba's 

interactive sculpmre and sound installation 

centres on food samples from a range of 

"Third World" coL111t1ies, at least according 

to the faux-fair trade packaging of the food 

containers they come in. Haloba displays 

these containers on what looks like a street 

market stand, which is actually built of Euro

pean standard-size shipping pallets. This con

struction material is a clue that the products 

may be inauthentic while the bitingly satiri

cal text completes disclosure: for example, 

Abdala Motor Oil, "Iraq's specialry" has the 

slogan "free your conscious" written below 

it. Haloba alludes to the colonial era too: the 

Mullah noted on the Somali banana bread is 

Abdullah Hassan, the leader of the country's 

armed resistance against early 20th century 

colonization. The clincher, however, is that 

the expected exotic giveaways biennale visi

tors enthusiastically take from the contain

ers turn out to be the very products found 

in Western grocery stores: cornflakes, milk 

toffee candies and other bulk food goods. 

Haloba, therefore, illustrates how globaliza

tion's introduction of new worlds - largely 

a marketing response to Westerners' pro

gressive posturing - in realiry leaves these 

worlds vulnerable to consumer colonization, 

a situation Haloba emphasizes by a sound 

component consisting of a narrator recount

ing a pre-global economic past. 

The Union of the Comoros' contribution, 

Paolo W. Tamburella's Djalwzi (2009), 

similarly points to how globalization has 

impacted developing countries. Tambu-

rella moors five djahazi boats, traditional to 

Africa's Comoros Islands, in the Venetian 

Lagoon in front of the biennale grounds in 

Giardini Park. He places a disproportionately 

massive contemporary shipping container in 

each of them to symbolize how international 

trade overpowers regional culture. Although 

this placement appears absurd, it was indeed 

a shipping reality in this small country until 

as late as 2006 because Djahazi boats were 

the only means of getting the containers 
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ashore. Looking only slightly out of place 

in the port ciry of Venice, where traditional 

fishing boats occasionally do intemtingle 

with the ubiquitous gondolas, passersby will 

find it difficult to determine if the boats are 

works of art. As a subtle intervention, Dja

hazi implies that the presence of global trade 

is especially pernicious when nearly invisible. 

In contrast, Paul Chan shows the highly 

visible effects of Western intervention. The 

pictures leaked from the Abu Ghraib prison 

arc a touchstone for world violence today 

for combining two key characteristics of 

globalization: American interference and 

the disseminative powers of the media. 

Accordingly, Chan's 2008-9 piece, Sade for 

Sade's Sake (a pun, of course, on art for art's 

sake), draws an analogy between the lurid 

appeal of Marquis de Sade's sexual exploits 

and the public appetite for the universally 

circulated Abu Ghraib torture porn pho-

tos. (Incidentally, de Sade was convicted 

specifically for sex-related cri1nes, unlike the 

military officials in charge of Abu Ghraib). 

A shadow play comprising a three-channel 

animated wall projection juxtaposes eerie 

silhouettes of whipped and beaten figures 

with those engaged in sexual acts - macabre 

images of sex mixed with sadism projected 

on a prison-like faded brick wall. The work 

includes a backdrop of black and purple 

abstract rectangles and squares resembling 

minimalist abstraction or simply works 

of art hung on walls, as if to indicate that 

this work, despite being so clearly politi-

cally discursive, remains anchored in the art 

world. Interconnected 45-second vignettes 

form an A-B-C-B rhyme scheme, a ballad of 

sexual violence referencing poetry of the 18th 

centllry, Marquis de Sade's era. 

Tallying the results of global terrorism as 

opposed to indicating the American foreign 

policy that so often perpetuates it, Ahmet 

<top> Paolo W. Tamburella. Installation 

and performance view of Djahazi, 2009. 

Courtesy: the artist. <middle left> 
Anawana Haloba. The GG8 Advertising 

Marketing Stand, 2007. Photo: 

Wolfgang GOnzel. Courtesy: the artist. 

<middle right> Ah met Cil(it. 

Installation view of Exploded City, 2009. 

Courtesy: The Pavilion of Turkey. 

<bottom> Paul Chan. Installation view 

of Sade for Sade's sake, 2009. 

Courtesy: Greene Naftali Gallery 

Ogi.it's Exploded City (2009), part of the 

Turkish Pavilion's group exhibition Lnpses, 

is an architectural model for a ciry compris

ing only buildings that have been devas

tated in real life. In this model though, the 

buildings are intact and await their fate. An 

accompanying text begins with Biennale 

site-specificiry, mentioning the Exploded 

City as a "future ciry" that Venetian Marco 

Polo describes to emperor Kublai Khan - a 

reference to ltalo Calvino's l1111isible Cities, 

an influential book among urbanises (and 

also for Ogi.it) that reworks Polo's travel 

talcs to describe cities of the imagination. 

In contrast, Ogi.it's model is a dystopia of 

International Style and kitschy Post-Modern 

architecture: generic hotels, restaurants and 

other commercial buildings alongside un

memorable public edifices - museums, post 

offices and the like. The only thing making 

them notable is their shared fate of destruc

tion . .Buildings from across the world exist 

side by side in this truly multicultural city 

where hundreds oflanguages are spoken. 

Too bad the Exploded City remains under 

constant threat of terrorism. 

The violent consequences of globaliza-

tion's disruptive world-making is not the 

most visible of the many sub-theses of the 

2009 Venice Biennale - the most omnibus 

of all biennials. But it is a theme which, 

once evinced, stands out as a much-needed 

collective voice of dissention. This voice 

convincingly argues that "making worlds" is 

about artists engaging in dialogue concerning 

ongoing domination over marginal worlds 

rather than artists creating their own imagi

native realms. 

EARL MILLER is an independent curator 

and art writer residing in Toronto. He holds 

a particular interest in Latin art. 
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BACKGROUND CHARACTERS: 
MARK LEWIS' Backstory 
Presented in conjunction with Cold Morning, Canada Pavilion, 

5yd International Art Exhibition, Venice Biennale, 2009 

3 June - 6 June, 2009 

REVIEW BYMichelle Jacques 

Mark Lewis. Backstory (film still), 2009. Courtesy: the artist and Monte Clark Gallery, 

Vancouver, Clark & Faria, Toronto, galerie serge le borgne, Paris. 
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Rear projection. Even if you 're not familiar 

with this term, you'd probably recognize 

the technique. Actors are transported to any 

locale or situation, simply by filnting them 

in front of a screen onto which pre-existing 

background footage is cast from behind. 

The process was developed in the 1920s, 

fine tuned in the 1930s, and popularized by 

early Hollywood directors who wanted the 

variety of different settings in their movies 

without the expense of fihning on location. 

Alfred Hitchcock was a proponent of the 

technique, and used it extensively in many 

of his films, including Notorious (1946), North 

by Northwest (1959), The Birds (1963) and 

Marnie (1964). Hitchcock may have first 

been drawn to the technique for reasons 

of economy and convenience; by the early 

1960s, however, his budgets should have 

allowed him to film on location when he 

wanted to. Rear projection was a device for 

Hitchcock, employed to draw his viewer's 

attention to the artificiality of what was hap

pening on the screen. 

The exhibition on view at the Canadian 

Pavilion at the 53,d Venice Bienniale features 

four films by Hamilton-born, London, 

U.K.-based artist Mark Lewis. Two of them, 

Nathan Phillips Square, a Winter's Night, Skat

ing (2009) and The Fight (2008), use rear pro

jection. To create Nathan Phillips Square, 

Lewis used footage shot at Toronto City 

Hall's skating rink as his backdrop against 

which to film a young couple gliding around 

a small artificial rink in a Hollywood sound

stage. The Fight combines a background 

ftlmed in Vienna with a reenactment of a 

clash between a Romany family and a group 

of white women and men. Technological 

advances in rear projection technology mean 

that the distinctive, washed-out look that 

defined its early usage has been minimized, 

yet there is something about the relationship 

between foreground and background that 

makes it evident that things are not exactly as 

they seem. 

While he began his artistic career as a still 

photographer, in the late 1990s Lewis began 

to work exclusively with moving images. The inimitability of his 

work perhaps rests in his ability to engage fully with an explora-

tion of how films are made while creating moving images that 

often possess a still, even painterly quality. In Algonquin Park, Early 

March (2002), a work which is a contemporary exploration of a 

geographical site that has been made mythical by the paintings of 

Tom Thompson and the Group of Seven, the slow zoom out of the 

camera lens is perfectly timed to the four-minute length of a single 

reel of 35mm film. From the initial, unidentifiable field of white 

through a series of small visual revelations, we are led from pure 

sensation to a fuller understanding of what we are looking at. 

Lewis' reputation has been built around these concise but visually 

packed fihns that are presented as video projections in gallery spaces, 

and isolate and subtly reveal the history of art and the techniques of 

cinema and invite the watchful viewer to think about how moving 

images are constructed. Additionally, the intersection of cultures is 

a feature of both The Fight and Nathan Phillips Square, one which 

has roused discussions of such topics as diversity, post-colonialism, 

and globalism in Lewis' work. Given the subtlety with which Lewis 

blends these concerns, Backstory (2009), the verging-on-campy doc

umentary about the Hansards, proprietors of the family-run, Culver 

City-based production company that has dominated the field of rear 

projection work in Hollywood for over 70 years, feels, at first, like a 

slightly ill-fitting addendum. Lewis used them for his rear projection 

work, and was inspired to create a fairly conventional talking-heads 

style documentary, made remarkable by the almost slapstick antics 

of the father-and-son Hansard team - William and William, Sr. 

and Jr. - and the liberal use of rear projection backdrops against 

which they tell their story. They describe the founding of the family 

business by William Sr.'s father, the heyday of the technique in the 

1940s, 1950s and 1960s, and its inevitable decline as new technolo

gies - first the blue screen process and then increasingly complex 

computer effects - were introduced. 

The senior Hansard tells tales about the actors they worked with; 

his son reveals family skeletons. Their delivery is unrehearsed. Their 

appearance is slightly disheveled. They are not particularly poised. 

The individuals who toiled behind the scenes of the films of Hol

lywood's bygone era are not particularly charming. They're regular 

guys who discuss their work from a technical perspective, peppering 

their presentations with a few off-colour stories about the people 

they met along the way. 

Lewis' gallery works draw his viewers' attention to the mechanics of 

the filmic medium. Segregating camera movements, or filming and 

editing techniques, he encourages us to understand how the moving 

image is constructed and how we participate in that construction. 

In Backstory, he uncovers another layer of the Hollywood apparatus 

- our collective tendency to mythicize and romanticize the people 

who make movies. 

MICHELLE JACQUES is a curator and writer based in Toronto. 
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MORE THAN JUST FREE SPEECH sv b.h. Yael 

On 8 May 2009, the Koffier Centre for the Arts in Toronto pub

licly "disassociated themselves" from artist Reena Katz by sending 

letters not only to their mailing list, but to artist-run centres across 

Canada. Katz' exhibition, titled each hand as they are rnlled, curated 

by Kim Sim.on and commissioned by the Koffler, was about to 

open as part of the Luminato festival. Each haud was to be a queer 

weaving of narratives and generative experiences of Kensington 

Market (http:/ /eachhand.org/). The Koffier's act effectively shut 

down the show. 

In the same week in Toronto, B'nai Brith publicly requested of 

Mayor David Miller the censure and cancellation of a reading of 

Se11e11 Jewish Children, a ten-minute play by British writer Caryl 

Churchill. The play, written in response to Israel's bombardments 

of Gaza in January, 2009, addresses various stages of Jewish history, 

representing Jews as both victims of violence and as perpetrators. 

It asks how we might talk to our children when we occupy these 

different positions. 

Being critical of the state 

of Israel, a political entity, 

does not constitute an 

act of anti-Semitism. 

These cultural events are but two 

in a number of significant attempts, 

especiaJly since Gaza, to pressure 

universities, funding bodies, 

legislatures, arts organizations, and 

Pride Toronto to disallow, cancel 

or censor groups and events that 

have been critical of the state of 

Israel. B'nai Brith and other Jewish organizations have been at 

the forefront of requesting these acts of censorship. Some of the 

targeted groups or events use the supposedly infl.ammatory term of 

"apartheid" (the UN definition supports this usage); some include 

challenges to Zionism (the recent international conference at York 

University, Israel /Palestine: One Stale or Two? engaged serious aca

demic evaluation); some, as in the case of Reena Katz, garner atten

tion purely because of political association. Katz' show had nothing 

to do with Israel/Palestine; it was her association with Israeli Apart

heid Week that proved to be sufficient cause for the Koffler and its 

supporting organization, the United Jewish Appeal, to pull their 

support. This act was especially egregious a it implies that publicly 

funded institutions, which the Koffler is, can exclude, target, or 

censure artists for their political affiliations or public opinions. 

The tactic by mainstream Jewish organizations and their allies has 

been to frame criticisms of Israel as anti-Semitism. At a recent talk 

at Beit Sholom synagogue, Liberal MP Irwin Cotler emphasized 
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that the "new anti-Semitism" is not so much about personal dis

crimination but rather attacks on the "collective of Jews," and that 

Israel is a representative of this collective. According to Cotler, at

tacks on Israel using the label of apartheid constitute anti-Semitism 

in its newest fom1. 

The concerted effort to silence critics may be seen in a number of 

ways, but the most significant is that th.is is pure distraction from the 

real issue at hand: Israel's ongoing and violent 42-year occupation 

of the West Bank and Gaza. This occupation and the subsequent 

settlement building stands against international law. As well, Israel's 

treatment of its own minority of Palestinians (one fifth of the popu

lation) renders it not an exclusively Jewish state, which it claims 

to be. Palestinian rights to live in safety, to access their lands and 

livelihood, their houses and resources, have been obscured in most 

mainstream media coverage. But the tide is changing as criticism of 

Israel has entered public discourse. The pressure brought to bear on 

arms-length funding bodies or public institutions could well back

fire with false charges of anti-Semitism. 

This deliberate obfuscation also denies that many Jews reject the 

idea that Israel speaks for and acts on behalf of world Jewry. Being 

critical of the state of Israel, a political entity, does not constitute an 

act of anti-Semitism. 

Rather than focusing on the issues at hand, increasingly activists, 

academics and artists have to expend their energies in defending 

free speech and political criticism, something we all assume we have 

a right to express. As regards Israel/Palestine, we need room for 

two and more narratives; political solutions that address Palestinian 

dispossession and land theft; and open debate and address of abuses 

of power. 

Katz and Si,11011 reacl,ed a setlfe111e11/ I/lit/, tl,e Koffler a11d ,viii be prcsc11ti11g each 

hand as they are called a11to110111011s/y i11 Ke11si11gto11 Market, Ocrober 1-25, 2009. 

Tl,e Toro1110 Ans Co1111cil, i11 rcvieivi11,~ tl,e Koffier's prefessio11al a11d etl,ical co11d11ct, 

dctermi11ed rhat the Koffler 111as i11 11iolatio11 of the City of Toronto's 11011-discri111i11mio11 

policy regardi11gfreedo111 ef political associa1io11. www.eachhand.org 

B.H. YAEL's most recent video, Trading the Future won the Audi

ence Award at the Ecofilms Festival in Rhodes. Palestine Trilogy 

addresses various sites of resistance by Israeli, Palestinian and 

International activists. Yael is a Professor of Integrated Media in 

the Faculty of Art at The Ontario College of Art and Design. 



-Luc Godard, Jean-Pierre Gorin 
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Letter to Jane is part of the series, The Way of the Termite: The Essay Film. playing November 6 through December 3. These films are 
passionate and combative, tackling ideas in mischievous ways that defy the labels "fact" and "fiction." 

TIFF Cinematheque is located at 317 Dundas Street West. Toronto (AGO's Jackman Hall. McCaul Street entrance). 
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