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EDITORIAL 

CREATIVE 
CITIES? 

The invention of the creative city as a 
global phenomenon intended to attract 
financial capital with cultural capital fol
lowed hot on the heels of the spread of 
neo-liberal economic policies in the 
mid-1980s. In Canada, as the social wel
fare state model began to be slowly 
phased out to nuke room for the needs 
of the market oriented "global economy," 
so was a great deal of the public funding 
that served as a staple to the work of 
artists, researchers, not-for-profits, com.
munity groups and universities. 

Although Canada has not been as 
quick to take up the creative branding 
projects spearheaded in countries such 
as Britain, whose Young British Artists 
were a significant part of their national 
re-branding campaign, in cities across 
this country we increasingly see signs of 
Canada's race to keep up to this global 
trend. Starchitect designed edifices are 
erected in urban centers to signal that 
Canadian cosmopolitanism is ripe for 
investment, while communities suffer 
the cutbacks and reorientation of public 
institutions from the Canada Council to 
the Art Gallery of Alberta. 

This accelerated era of branding and 
social change is explored in Kirsty 
Robertson's Crude Culture, an article 
that begins at the site of the 2006 
Alberta exhibit at Washington's 
Smithsonian Institute Folklife Festival 
where, along with pancake breakfasts 
and displays of crafts, Stetson hats, 
native and line (cowboy) dancing, 
Alberta was represented by a giant 
Caterpillar oil sands truck. This exhibit 
coincided with Alberta Premier Ralph 
Klein's controversial visit to Washington 

CENTRE DE DOCUMEt,,TAT!OfJ 

ARTEXTE 
DOCUMENTATION CENTRE 

to discuss energy policy, a concurrence 
that Robertson describes as having a 
certain tongue in cheek inevitability. In 
her article, Robertson examines why 
the economization of culture is the 
next logical step to the extension of the 
knowledge economies and finance capi
talism. She argues, however, that the 
tensions and ambiguities around nation
al identity specific to Canada serve to 
slow down and allow for more resist
ance to the mobilization of creative 
industries models. 

Tensions around identity are further 
examined in this issue's interview In 
Pursuit of the Textbook Authentic, a con
versation between Terrance Houle and 
Erin Morton. In reflecting on his prac
tice of using humour to disrupt and 
overturn constructions of indigenous 
identity, Houle considers the continued 
prevalence of cowboy (goverrunent) 
versus Indian scenarios, the presentation 
of indigenous identity as frozen in time 
and the work of subverting colonialist 
narratives. This issue's artist project by 
Brendan Tang examines some similar 
trajectories. In Kit Bash, Tang explores 
his hybrid cultural identity by creating a 
visual autobiography that L1ses the aes
thetic of robot model toy instructional 
pamphlets. 

Clive Robertson takes up the mobi
lization of culture in his column, which 
asks whether we're Feeling Good about 
Canadian Art? Connecting the making 
of"art stars," the discord between big 
institutions and small artist run spaces 
and arts funding, Robertson reports 
back on last November's Visual Arts 
Summit and evaluates the direction 

visual arts policy is heading. In relation 
to the funding of communities and 
individual artists he muses, "an ongoing 
topic of interest for me is how and in 
what directions the promotion and pro
duction of Canadian art are currently 
being leveraged and to what degree the 
paradigm of more for more is being 
replaced with more for less." 

Finally, in the shortFuse, Waiting for 
the Dust to Settle, recent OCAD gradu
ate and emerging artist Laura Paolini 
wonders what will happen if she falls 
while standing alone inside the Sharp 
Centre for Design. Will anybody hear 
her or will the sound of her call simply 
bounce off the walls and echo back at 
her? Her message is an important one. 
Paolini asks her readers to consider the 
connections and curricular implications 
of adding an institute for "strategic cre
ativity" (which markets student ideas to 
business) to OCAD and downloading 
the costs of starchitect designed build
ings (through prohibitive entrance fees) 
on the very same public that these big 
institutions are supposed to serve. 

"The ROM for example," Paolini 
points out with concern, "next to the 
Friday night specials, is only free during 
rush hour ( 45 minutes before closing at 
5:30 pm.)"These 45 minutes do not, of 
course, include the special ticketed 
exhibits. Those who may not be free at 
rush hour will have to pony up the 20 
dollars that it costs to get in. The mar
ket economy in the creative city, must, 
after all, charge market rates. 

- Izida Zorde 
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COLUMN 

FEELING 
GOOD 
ABOUT 
CANADIAN 
ART? 
BY CLIVE ROBERTSON 

CHANGES AND MOOD SWTNGS 
In a recent Globe and Mail column 

titled, "Change? More like a mood 
swing," Mail columnist Rick Salutin 
wrote about the presidential primaries 
currently occupying our neighbours to 
the south. Finding a simpler route to 
get to what cultural theorist Raym.ond 
Williams has importantly identified as 
"structures of feeling," Salutin suggest
ed that there can be meaningful real 
change in feeling without correspon
ding changes in the world at large. 

After a period of serious dissatisfac
tion, while real world changes may be 
the ultimate goal, improved changes in 
feeling are not so "shabby" - and 
therefore should not perfunctorily be 
dismissed. Salutin asks: 

Does this mean Americans would 
rather have changed feelings than a 
changed world? Not necessarily. 
They may have lost track of the dif
ference: between real and sym.bolic 
change, real and symbolic politics, 
real-world change v. feel-good 
change. Both are real, but one is real 
feeling and one is real world. The 
confusion is widespread: Canadians 
are not irrunune. 
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The notion of a confusion between real 
world and real feeling change sheds 
some interesting light on how we par
ticipate in and view our own visual and 
media arts sector. 

Analytically attem.pting to figure out 
what helps define any one period in the 
production of art through structures of 
feeling includes paying attention to 
material life, to general social organiza
tion and to dominant ideas. As Williams 
wrote, conventions as means of expres
sion that find tacit consent play a signif
icant role. Conventions also imply 
accepted standards. Older conventions 
con1.e to appear "empty and artificial" 
while newer ones appear "valid and 
fruitful." In the accepted standards of an 
artworld that operates within and 
between non-profit and profit-making 
values and aspirations it is noticeable 
when old conventions leapfrog newer 
ones. It is a process that is more about 
mood swing than about defining or 
occupying a new space. 

It is about here that l find myself 
asking: to what extent do I really care 
about the swirling issues and positionings 
that in recent months have been in play 

in events like the Visual Arts Sunmut; or 
the artist and art writer promoting 
efforts of Canadian Art; or who is to 
become the next Director of the 
National Gallery; or what will or will 
not happen with the AGO; or the feel 
good/doing good negotiations that are 
achieving small but significant improve
ments to when and how and to what 
extent artists will be paid for their work? 

What is it about the advocacy model 
of the visual and media arts sector that 
resists collective bargaining, that can 
adhere to those legislated protections 
that helped usher in structural funding 
changes around access to and matters of 
cultural equity, but balks when pressured 
or finally "told what to do" when it 
comes to fee payments for artists? 
Beyond any obscured premise that "sup
ply exceeds demand," would the message 
about fair payment to artists in Canada 
be better received if every arts council 
director and officer, every gallery and 
museun1. director or curator, every 
salaried arts journalist and arts magazine 
editor found themselves with one-year 
contracts with maximum three year re
appointments? As severe as this sounds, it 

still doesn't match the livelihood experi
ences that most artists face or are going 
to be faced with under a present day 
funding scheme where unnecessary 
financial insecurity is the norm. 

As I wrote in Policy Matters, relative 
to corporate executive and even to sen
ior university adnu1ustrative salaries, few 
if any senior arts adnunistrators are 
overpaid. But if the combined direct 
and tax-forgiving publicly funded art 
economy in Canada is so strapped, then 
why does the AGO's Director receive 
taxable benefits and a salary larger than 
what is allocated to the Prime Minister 
of Canada or the Prenuer of Ontario, 
an amount that is twice what the 
Mayor ofToronto receives? Which is 
the tougher administrative responsibili
ty: running Metropolitan Toronto or 
running the AGO? 

And the so-called "sector" hardly 
has uniform rewards. An artist friend in 
Quebec, who has admi1ustrated an 
artist-run centre since the mid-80s and 
has complete control over the budget, 
chooses to pay himself a small salary 
(about $27,000) so that he can employ 
more part-timers to grow the revenue 

3,000 military per
sonnel, civilian 
employees and com
munity members form 
a human flag at 
CFS Gagetown, New 
Brunswick. Photo: 
Corporal Shilo 
Adamson, Canadian 
Forces Imagery 
Technician. 

for the organization. This self-generated 
revenue allows the organization to bet
ter its programming. However, how this 
is done witlun a shared economy of 
artist-run culture bares little resem
blance to the operations of a conven
tional art museum. 

LOVE HURTS 
For more than a number of decades 

and with much justification, artists 
working in Canada have felt good 
about what they make and do. This 
applies to both their individual and col
lective work of art-making and to the 
local "scenes" and "conm1.unities" they 
help bring into being and maintain. An 
ongoing topic of interest for me is how 
and in what directions the promotion 
and production of Canadian art are cur
rently being leveraged and to what 
degree the paradigm of"more for 
more" is being replaced with a model 
of"more for less." And this implicates 
support for individual artists and sup
port for what we generically call "pre
sentation spaces." 

In December, The Guardian reported 
that despite recent and projected rises of 

arts funding levels in England, 220 out of 
990 arts orga1uzation were about to lose 
their funding. The newspaper leader read, 
"The real question is how best the Art 
Council's portfolio of support for the arts 
can be bravely refreshed?" Attempts at 
"brave refreshment" in Canada have pro
duced the question of whether we 
should be allocating more resources to 
fewer artists and fewer institutions. Given 
the apparent mood of re-centralization in 
British arts funding policy, we nught 
wonder what has been happe1ung to the 
funding support of our own geographi
cally-diverse "critical mass?" 

De-centralization cultural policies of 
the 1970s and beyond had a range of 
promises, some later in tune with the 
emerging recogiution of the glocal. The 
welcomed suggestion of a post avant
garde recognized that metropolitan art 
centers would no longer have a strangle
hold on where art could or should be 
made. Witlun our own policy borders, by 
definition, "national" prograins could not 
and still cannot be sustainable if juried to 
over-privilege the needs of art popula
tions in Vancouver, Toronto or Montreal 
- plus Calgary,Wirnupeg and Quebec 
City - if you'd like a longer list. 

Despite recognition of regional 
realities and needs it was more recently 
decided at The Canada Council that the 
production of art in Canada would be 
better served if placed in the hands of 
newly-appointed "key institutions" and 
residual "flagships." Somewhere in here 
we can observe a renewed cross-institu
tional obsession with the finding and/or 
groonung of"biennial bait" (to borrow 
and adapt a phrase used by Vanity Fair in 
its identification of Oscar hopefuls). 

FUSE MAGAZINE - Feeling Good? 

5 



Web-circulated nomination for new National Gallery _DirectoLQ_LoQ.Q_Sed by Clive Robertson. 
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The presumption that artists could not succeed with
out career managers and fixers was laughed at a 
mere 20 years ago. 

MOMMY'S BEING FAMOUS NOW 
Who then, in the name of a nation

al status-seeking project and a desire for 
an international curatorial boost is 
claiming to "discover" or "make" the 
careers of a Kent Monkn1an, a David 
Altmejd, a Rebecca Belmore, a Janet 
Cardiff and George Bures Miller? The 
presumption that artists could not suc
ceed without career managers and fixers 
was laughed at a mere 20 years ago. 
Mid-20th Century practices that were 
organized around the "accepted stan
dards" set by critics, curators and deal
ers had been augmented if not entirely 
substituted by self-managed networks 
of mutual support and exchange. So if 
one of the general goals is to expand 
the exportation of Canadian visual and 
media art, to help facilitate international 
conversations, collaborations and 
exchanges, then the most cost-effective 
approach is to increase available monies 
in artist travel grant programs. 

For some agents who appear to think 
more of artists as vehicles that can attract 
collectors and prestige, there is inspira
tion to be had in seeing Canadians,Jeff 
and Jeanette Wall posing in the 

December 2007 issue ofVanity Fair. The 
Annie Liebovitz "Tate-a-Tete" group 
photo-portrait of"art stars" (famous 
artists and rich collectors) celebrates the 
20th Anniversary of American Friends of 
Tate. Since 1987 the group has raised 
$100 rnillion to buy examples of mostly 
North and some South American art for 
the Tate, prin1ariJy from art dealers. On 
what levels of philanthropic purpose 
does this extend Serge Guilbaut's thesis 
found in his book, How New York Stole 
the Idea if Modem Art? According to Art 
Newspaper, the Tate's focus and its social 
rewards are causing problems for the 
Guggenheim's director, whose board 
members also want to be An1erican 
Friends of the Tate, or the Centre 
Pompidou or the State Hermitage. 
Getting to keep a photo by Liebovitz in 
which you are a cast member and 
lunching with Tony Blair is apparently a 
big deal. 

SAYING "CHEESE"TO 
CANADIAN ART 

Here at home, are the reported anx
ieties of not being featured in Canadian 
Art's recent photo spread of who's who 

panels from Vanity Fair, Tate-a-Tete featur~ 
Leibowicz. Courtesy: Clive Robertson. 

in the Toronto art corrununity. In this 
particular issue of Canadian Art, the 
Vanity Fair aesthetic is replaced by static 
mug shots and a corporate annual 
report school of photography (File 
achieved superior glamour on 
newsprint). Where are the cell phones, 
participant head-turnings and other 
social details that vanity Fair does so 
well? Where are the wind machines 
when you most need them and why is 
everyone looking into the camera? 
Despite the fact that Toronto has the 
largest artist population in the country, 
some of the photos look under-popu
lated. That is the case with the page 
featuring Michael Snow and colleagues. 
Would this isolated group have been 
happier standing or sitting together 
with 30 of their equally valued peers? 

When they were not overreaching, 
the photo spread's category captions 
were coy: the featured group of news
paper and magazine art journalists were 
labeled "Voices."The featured page of 
painters is accompanied by a captioned 
dirge proclaiming that, "There's nothing 
like paint ... it has been the foundation 
of art and art history since the 15th 
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Century." And there, highlighted, is a 
problem with the troubled category 
"visual art."Though visual art champi
ons are finally feeling good about the 
dom.inant practices of transdisciplinary 
and post-media specific contemporary 
art, they still weep uncontrollably at the 
sight or smell of paint. Get over it. Buy 
a few cans oflatex from Rona and 
refresh those flat or textured walls of 
the office or home. The art-making 
painters are fine. At least they're not as 
confused about the determining or 
irrelevant stipulations of art history. 

THE BIG TENT THEORY OF THE 
VISUAL ARTS SUMMIT 

Last November the Canadian 
Museums Association, with a posse of 
partners including national artist and 
arts professional representational organi
zations, n1.ounted a national Visual Arts 
Summit in Ottawa attended by 450 
delegates. As a forum for social and pro
fessional networking and place where 
curators, administrators and artists could 
engage in professional development 
exchanges it was deemed a success. 

Nestled in the opening of the pro
ceedings was a surprise announcement 
that, as artist representative bargaining 
agents, CARFAC and RAAV had 
reached a mediated settlement over 
elements of their increased fees sched
ule with the CMA and CAMDO 
- the Canadian Museum Directors' 
Organization. The immediate outcome 
of this agreement (effective 1 January 
2008 )- there are more negotiations to 
follow - is that for an estimated 35 -
40 galleries and museums with budgets 
over $500,000 there is now a 50 per-
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ToQ..;_____1£isual Arts Summit 200 
Gibson Garve Shawna Dem se 
Courtesy: CARFAC. 

~s~ot~t~o~m~:_,_V~iLsu~a~le_.cA~r~t~s--=Su~m~m~i~t_..,,_2~00"-'-'4--'J=amelie Hassan. Courtesy: CARFAC. 

cent increase in exhibition fees. The 
idea for a future Exhibitions Rights 
Fund - similar to Public Lending 
Rights payments for writers - came 
from the CMA. There was no immedi
ate call from the Summit floor for the 
federal and provincial arts councils to 
re-adjust their spending to accommo
date what Heritage Canada in 2000 saw 
as a failure in practices that did not 
serve exhibition rights. 

The pressure to reach a timely settle
ment, as Gerald Beaulieu, CARFAC's 
President and National Spokesperson 

told me recently, was not just a result of 
the clock-ticking mediation process and 
a desire by son1e to clear the issue off 
the table before the Summit convened. It 
was also because CMA-CAMDO were 
far down the road in adopting and rec
ommending fee payments based upon 
CARFAC's less costly 2004 schedule. 

Relatedly, for the last four years the 
National Gallery of Canada, which has 
to abide by federal status of the artist 
and copyright legislation, has been drag
ging its feet in similar negotiations with 
CARFAC and RAAVWhile all levels of 

Organizations had every reason to complain about the 
CMA 's choice of summit topics and the hasty, and at times 
desperate, search for a representational set ofsbeakers. 

presentation spaces, including artist-run 
centres, have cited artist fee increases as 
"a burden," in the National Gallery's 
2005 budget of $50 million, it was esti
mated that only $42,000 was paid out in 
artists fees. 

The Summit came into being 
through the efforts of former Head of 
the Visual Arts Section of the Canada 
Council Fran,;:ois Lachapelle, who con
tracted the CMA to organize it. The 
artist representational organization 

Visual Arts Summit 200 
Shirle Thomson Jo 

partners for the Summit included the 
Artist-Run Centres and Collectives 
Conference, the Independent Media 
Arts Alliance, Canadian Artists 
Representation, the Aboriginal 
Curatorial Collective and the Royal 
Canadian Art Academy. Together with 
other invited artists, curators and critics 
these organizations had every reason to 
complain about the CMA's choice of 
summit topics and the hasty, and at 
times desperate, search for a representa-

Dery, 

tional set of speakers. The artist organi
zation partners should have better 
assessed what "partnership" under a 
CMA umbrella meant before they 
eagerly signed on. 

A better pointer towards visual and 
media arts sector cohesion was provided 
at the Summit by Australia's National 
Association of the Visual Arts (NAVA). 
Australia has a comprehensive set of 
national protocol agreements based on 
national codes of best practices. These 
include codes for Australian commercial 
galleries, the commercialization of 
indigenous work, and very detailed 
attentions paid to artist incomes as out
lined in their 2004 publication, Code of 
Practice for the Australian Visual Arts and 

Craft Sector and now being updated.' 
Chapter 5 of their handbook covering 
sectoral fees and wages includes mini
mum, standard and senior practitioner 
rates for studio, public and media artists. 
The wage contract rates are tied to 
common Australia cultural industry 
employment standards and include rates 
for independent curators and arts 
administrators, freelance rates for writ
ers, broadcasters and photographers 
along with casual university and public 
school teaching wages. The NAVA 
model changes some horizons of what 
could be developed here within our 
own "big tent" of best practices. 
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As it stands. the ROM's mortgage relief was but one 
more step in private government deals with private 
investors in a reported one billion dollars worth of 
cultural infrastructure building. 

"THEN I SAW HER FACE, NOW I'M 
A BELIEVER" 

While the three-day summit broke 
out into panel-themed discussion 
groups. the reconu1.1endations from 
those groups did not proceed into the 
final communique that was being writ
ten separately and simultaneously by an 
editorial team. Reading the final corn.
munique, "A collective agenda for the 
visual arts," the writing team itself 
clearly could have benefited from a 
writing workshop on how to deliver 
talking points to the media. le begins by 
proclaiming. "Art is the face of 
Canada." Note, in isolating grant cate
gory fashion, the name of this meeting 
is the Visual Arts Summit, and not the 
Visual and Media Arts Sunmiit. The 
more obvious cultural "Faces of 
Canada" could have met as the 
Canadian Broadcasters Smru11.it or the 
Mass Circulation Magazine Summit or 
The Canadian Filmmaking on Big and 
Little Screens Summit. So what again 
constitutes the true "face of Canada" -
and how is the zit of the virnal arts far
ing and affecting the smile on the face 
of Canadian cultural industries? 

Another theme of the conu1rnnique 
is that the sector is newly "un.ited."The 
problem with this theme is that "the 
media" has rarely if ever viewed "the 
visual arts sector" as being disunited or 
differentiated. And whose fault is that, 
who has worked hard both within and 
outside of the art and mainstream 
media to make the sector appear scared 
of its internal disputes being made pub
lic? Who says controversy = funding 
cuts? So irregardless of Summit's feel
good desires about unification, "unifica-
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tion" itself is just a non-story and a 
purging of what can be useful drama. 

The only other item of note in the 
conrnrnnique is a vague reference here 
italicized and reproduced in context: 

In a time of global challenges calling 
for dialogue and understanding, the 
Canadian government has cut sup
port for our international cultural 
profile. The unique and diverse charac

ter of Canada is under threat. The 
visual arts offer the best opportunity 
to counter this threat. 

What is the threat? An explanation 
offered was that th.is was meant to be a 
reference to cultural sovereignty, which is 
all well and good. But a clarifying ques
tion that any journalist might ask is: why 
and in what ways are the "visual arts" the 
best opportunity to counter a loss of 
cultural sovereignty? According to CMA 
Director John MacAvity, who effectively 
acted as hands-on sumniit wrangler, the 
co1ru1rnn.ique was intentionally "general" 
so that it could be signed by a 10,000-
person petition. Some two months later 
the petition signers number 1,125. (Yes I 
signed it, silly; the petition awaits your 
name and can be found at (http:/ /www. 
petitiononline. com/ mod_perl/ signed. 
cgi ?visarts. ) 

ARE WE THERE YET? 
Pre-swrurut and in-summit talk of 

an era of"post-struggle" or at least a 
truce on "divisiveness" in the visual arts 
was the agreed-upon message. When it 
comes to tiers of presentation organiza
tions, the apparent disconnect from 
reality is an imagined level playing field 
where larger museums in particular are 
willing to surrender their ever-expand-

ing funding entitlements. 
In November 2007, The Globe and 

Mail's John Barber reported an unan
nounced and unsecured Ontario gov
ernment loan to buy out the ROM's 
$84 million mortgage. Th.is allows the 
ROM to save $5 niillion in interest 
costs over the next 10 years. In Barber's 
news report, the AGO's Director is 
cited as saying that the ROM payment 
"is a sign that the Ontario government 
truly believes in the role of the arts" 
and that the AGO would be pursuing 
similar opportunities. As it stands, the 
RO M's mortgage relief was but one 
more step in private government deals 
with private investors in a reported one 
billion dollars worth of cultural infra
structure building. Searching the Globe 
and Mail's on-line archives, it is not dif
ficult to find accounts of the Ontario 
government's engagement with infra
structure-building as being primarily 
concerned with mollifying arts investors 
like Hal Jackman, Joey Tannenbaum and 
the Thomson family. 

Reports 011 the final COl1U11.Unique of 
the Visual Arts Sunrnut and the announce
ment of the "11.istoric agreement" on 
artists' fees were both absent from the 
mainstream media. Instead the purported 
national paper of influence, The Globe 
and Mail, chose to occupy its pages with 
good news, bad news stories about its 
biggest hometown institutions. In her 
2007 wrap-up under a heading "Building 
most likely to come down in 20 years," 
Globe and Mail architectural critic Lisa 
Rochen pointedly wrote, "Put the ROM 
down as a $240 null.ion constructed indul
gence of a silver-tongued architect at a 
particularly rich time in Toronto." 

The AGO does much better on the 
architectural review front augmented by 
the Globe's Visual Arts critic Sarah 
Milroy who never seems to tire of gild
ing the AGO lily. In her 2007 national 
arts scene wrap-up, Milroy wrote: "The 
closing of the Art Gallery of Ontario 
... back in the fall has deepened the still

ness of the art scene in Toronto" ( emphasis 
mine). It's as if there are two art scenes 
in Toronto: One of wluch contains the 
AGO and nobody else; the other 
"scene" contains everybody else with 
the AGO as a times-past delusional 
fanuly member who is watered and fed 
but, for the sake of safety, kept locked 
up in our mental attics. 

STRATEGIC PLANS AND POLLING 
RESULTS 

While a "big tent" desire in the 
visual and media arts nught be fulfilled 
in better implementation of and revi
sions to federal legislation, the real 
future action will remain cented around 
the Canada Council for the Arts. And it 
is precisely here that the sector's con
flicting needs and wants meet, where 
agreements on what constitutes change 
for the better are still in dispute and 
structural resolutions and acceptable 
compronuses are avoided by the fre
quent ploy of changing the subject. 

In their summary report analysis of 
responses to the Canada Council for 
the Arts Strategic Plarnung 2008 - 11 
Online Survey, consultants Hill 
Strategies Research write that if the 
sample of 1,182 respondents had been 
random (which they adniit it wasn't), 
such a sampling would suffice to "pro
vide a reliable snapshot of the entire 

population of Canada." 2 Only 46 per
cent of the respondents identified 
themselves as professional artists or arts 
professionals. Members of art organiza
tions made up a further 13 percent of 
respondents, followed by Other (9 per
cent), Arts Patron (7 percent),Arts 
Funder and Government (both at 1 
percent), with International arts funder 
trailing at 0.2 percent. Given this mix 
across all of the disciplines that the 
Canada Council services, it is somewhat 
surprising then to read that "respon
dents mentioned funding or support for 
artists almost twice as often as organiza
tions." It is less surprising that the sur
vey reveals some of the very common 
and known disagreements that the 
Visual Arts Swrurut appeared to want to 
put aside. Hill Strategies Research note, 
from a careful reading of responses, it 
appears that there were some areas of 
disagreement among respondents 
including: 

• The balance of funding between 
individuals and organizations. 

• The balance of funding between 
risk-taking, research, innovation and 
experimentation (on one hand) and 
activities that are presented and have 
conmrnnity impact (on the other). 

• The balance of support between 
emerging and establ.ished artists. 

• The balance of support between 
new and established organizations 
(as well as small and large organiza
tions). 

This rough snapshot gives some idea of 
how the present "pie-dividing" and the 
pretense of how well it works is a con
stant source of irritation. Artists, artist's 
organizations and those who engage in 

or host critical curatorial practices and 
attend to art publishing have to find 
more effective ways of making sure that 
their work receives the support it 
deserves. Such an alliance of interests is 
a focus not well reflected in the current 
ways that national service organizations 
in our field chose to communicate and 
advocate either alone or with each 
other. 

Notes: 
1.www.visualarts.net.au/advicecentre/c 
odesofpracticeandprotocols/code 
2.www.SO.canadacouncil.ca/en/consultat 
ion/default.aspx 

Jvfedia artist, cultural critic and publishe1; 

Clive Robertson teaches modern and contem

porary art history and cultural policy studies 

at Queen's UniversitJ', Kingston. His most 

recent book is Policy Matters: Adrninistrations 

of Art and Culture (YYZ:Books 2006). 
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FEATURE 

CRUDE 
CULTURE: 
The Creative 
Industries in Canada 

BY KIRSTY ROBERTSON 

On 12 July, 2007, Edmonton mayor Stephen Mandel wrote 
in a letter to the editor ofThe Globe and Mail, "It's a baffling 
mystery why The Globe and Mail would run a picture of an 
oil-sands excavation alongside a synopsis of Edmonton, one of 
Canada's most artistically vibrant and culturally diverse cities." 
In answer to an article that ranked cities on the basis of now 
well-known urban guru Richard Florida's creative cities index,' 
Mandel continued to outline Edmonton's cultural accomplish-
111.ents, among them the newly-designed Frank Gehry-style art 
gallery (set to open in 2009). He ended by observing, "We are 
host to more than 30 festivals annually and, yes, our reputation 
earned us the title of Canada's Cultural Capital." But it seems 
to me that although the dismissal of Edmonton's cultural 
accomplishments may be a disappointment, it isn't a baffling 
mystery, for the politics of separation between the arts and the 
economy run deep in Canada, going back to and beyond the 
Massey Commission's 1951 positioning of Canadian high arts 
culture as needing protection from the mass culture of Canada's 
American neighbour. In spite of Edmonton's investment of 
millions of dollars in cultural infrastructure, credibility strains to 
imagine Edmonton as a cultural capital, not because it isn't, but 
because the syllogistic politics of representation are such that 
Alberta equals oil and hence it cannot equal culture. 

Such a blunt separation is characteristic of many responses 
in Canada to creative industries models that posit the amalga
mation of culture and the economy. While this may have much 
to do with mutual suspicion ( on the parts of business, govern
ment and the arts), it also has a great deal to do with a hang
over from the cultural politics of the 1990s. Cultural policy in 
Canada is haunted by its complex histories - contestations 
over national identity and belonging and the legacy of deep 
cuts to social and cultural spending that characterized the pre
vious decade. The implementation of (and perhaps also resist
ance to) creative industries models has taken, and will continue 
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to take, a different path from that of the numerous countries 
that have rushed headlong into the economization of culture as 
the next logical step in the extension of knowledge economies 
and finance capitalism. Clearly, as demonstrated by both 
Mandel's letter and the example to follow, initiatives that use 
culture to either bolster the economy or place Canadian cities 
level with their global counterparts, are taking place. This con
catenation of actions, however, remains largely unlabelled and 
thus fundamentally lacking the centrifugal force that has made 
the creative industries model in Britain one of such potency 
and contestation. 

CRUDE CULTURE 
In the summer of 2006, Alberta Premier Ralph Klein trav

eled to Washington DC to discuss energy policy in a controver
sial visit that coincided with the showcasing of the province of 
Alberta at the Smithsonian Museum's annual Folklife Festival. 
For several weeks in the middle of an atypically hot, wet and 
humid summer on the US east coast (brought on, the experts 
tell us, by global warming), Canada's culture was represented on 
the Washington Mall by the central object of the Alberta dis
play - a massive Caterpillar truck, of the sort used in the oil 
fields, complete with 18-foot-high tires. The festival drew thou-

Canada's culture was represented on 
the Washington Mall by the central 
obiect of the Alberta display - a 
massive Caterpillar truck. of the sort 
used in the oil fields. 

sands of visitors to a pancake breakfast, a display of native 
dance, a storyteller and drama troupe, as well as activities that 
gave visitors a chance to dig for dinosaur bones, wear a Stetson, 
hear about Alberta beef,join in a line dance, view works 
donated by the Alberta Crafts Council or observe the black 
gold of the oil sands, transported to Washington from Fort 
McMurray. 

Given that Ralph Klein was in Washington on an expedi
tion to educate the American government and populace about 
Alberta oil, and given that the vast majority of export profits 
from Alberta, and a good chunk of Canada's GDP, come from 
sales of oil to the United States, the donation of the oil truck 
takes on a certain tongue-in-cheek inevitability. Asked about 
the $38 million cost of transporting the truck (and the rest of 
the exhibition) to Washington, Alberta Minister of International 
and Intergovernmental Affairs Gary Mar responded, "It will be 
worth the cost if it furthers Alberta's influence in the US capi
tal."2 Completely overlooking the fact that the festival was 
ostensibly about the folkloric culture of the participating 
nations, he continued, "We want, as a province, to punch above 
our weight in terms of trade and international relations." 3 

Coupled with a near obsessive referencing of Canada's role 
in the United States - we are told ad na1-1seum that only 4 per
cent of the American population knows that Canada is their 
number one supplier of oil - the news coverage of the festival 
repeatedly instrumentalized culture as a service industry, part of 
a publicity machine designed to highlight Canada, and more 
particularly Alberta, as a prime target for investment. But, in 
spite of the Festival's relative success (economically and cultur
ally), in spite of Mandel's passionate letter and Mar's 2005 cam
paigning for investment in the cultural industries sector as a 
catalyst for economic growth, it wasn't until very recently that 
the oil-rich Conservative Alberta provincial government began 
pumping up investment in the arts.4 This brought them in line 
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Oil Sands truck in the Alberta 
Smithsonian Institution. 

ro ram at the 2006 SmithsonianlFolklife Festival. Photo: David Abbott. Courtes : 

with the creative industries rhetoric that characterized the 
neoliberal encompassment of culture by econom.ies in Britain 
and elsewhere since the mid- to late 1990s. 

MAPPING THE CREATIVE INDUSTRIES 
The idea of merging culture with the economy isn't new, 

but the recent discourse surrounding it is, having been codified 
by British Culture Minister Chris Smith in the now infamous 
1998 Creative Ind11stries Mapping Dow,nent. 5 Smith's report called 
for the "exploitation" of culture and creativity for economic 
gain, primarily through increased revenues made off intellectual 
property (IP) rights. Increase innovation and creativity, the 
argument goes, and the profits will follow. Indeed, the 
"Shenzhen speed" of change brought about by the rise of 
econorn.ies in the East (most notably Ch.ina), coupled with the 
immense profits made off immaterial property, is inexorably 
changing the face of global capitalism. Culture, as collapsed into 
the creative industries, means "not the traditional fine arts, nor 
the modernist cultural industries like cinema and radio, but 
instead the newly minted and digitized professions that shape 
the lightweight, complex, ephemeral, ever-changing aesthetic 
experiences of the hyper-mediated city."6 Nevertheless, the tra-
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Alberta Premier Ral h Klein welcomes visitors 
at the Opening_Cer~mon of the 2006 Smithsonian 
Folklife Festival on the National Mall. Photo: 
Hugh Talman. Courtes : Smithsonian Institution. 

No global city, no global corporatio~. no culture of interest to a 
globalized world, and most importarl.tly no authoritative museum or 
alle zs com lete without its shell o twisted lass and steel. 

ditional arts continue to play a significant role, for along with 
the vast flows of immaterial goods - software, IP, experience, 
entertainment - come the material fai;:ades. The buildings of 
the new order, "starchitect" -designed edifices that con1e with a 
litany of names associated with the apex of cultural celebrity in 
th.is new world (Koolhaas, Gehry, Foster, Cavatrava, Hadid), act 
as beacons for the so-called "new economy." No global city, no 
global corporation, no culture of interest to a globalized world, 
and most especially, no authoritative museum or gallery, is com
plete without its shell of twisted glass and steel. And in turn, 
these buildings are made possible by the innovative software of 
the knowledge economy, which allows seemingly impossible 
architecture to emerge unimpeded from the infrastructure of an 
ever-increasing number of cities that had been left to crumble 
under the divest-and-survive policies of the early to mid-1990s. 

Canada is no exception to th.is, as cities from St.John's to 
Toronto, from Calgary to Vancouver undergo their own "trans
formations" and "renaissances."Yet, it is not just Alberta that 
lacks a language to describe what is going on. Rather, in 

Canada, creative cities and creative economies still appear to 
operate in discrete spheres, seemingly unfettered by connec
tions to a rapidly changing global economy. Perhaps this is the 
result of a sort oflazy chauvinism - an increasingly incorrect 
assumption that Cnina and India will provide the sweatshops, 
but not the technological eJ\'-pertise. Perhaps Canada, with its 
reliance on natural resources, did not face to the same extent 
the perceived need to create new economies (symbolic or oth
erwise) in the wake of the flight of traditional manufacturing 
from Britain, Europe and the United States. But even as reports 
in the business sections of national and provincial newspapers 
call for Canada to provide the "knowledge" for the new econ
omy - the green technology for a gasping planet, for 
exan1ple7

- the ran1pant boosterism connecting culture, tech
nology and the global economy that has characterized the 
British model (and can also be seen in China, Australia, New 
Zealand and a number of European countries) is largely absent. 
And although there are exceptions (the preparations for the 
2010 Olympics might be a case in point), Canada's unwi!Jing-

Randall Stout Architects Inc. The new Art Gallery of Alberta, 
opening late 2009. Courtesy: Art Galle:ry of Alberta. FUSE MAGAZINE - Crude Culture 
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ness, or inability to once and for all make these connections 
speaks to a very different understanding of the relationship 
between the arts and the economy. 

But what, precisely, is this difference? The ambiguity 
towards creative industries is not only the ideological stance of 
the current Federal government. At other levels (for example in 
the arts community itself), it is also a result of the shadow cast 
by the fractious identity debates that characterized the 1990s -
a fraught national identity being the shibboleth that separates 
the expediency of culture in Canada from that of other GS 
nations. I should state clearly that I an1 not arguing that Canada 
needs any kind of unified narrative of nationality to enter the 
global sphere. Nor am l suggesting that the British creative 
industries model should be applied here as a fait accompli. 
Rather, I am arguing that the contestations over nationality that 
characterized the 1990s in Canada fit uncomfortably with the 
politics of globalization so necessary to determining the global 
flows of hybridized culture that tend to underlie even national
istic definitions of creative industries. And, it is the very ways in 
which this ambiguity could potentially be used to resist some 
of the more malevolent aspects of a burgeoning inunaterial
property-based capitalisn1, that are of interest to me here. 
Before bringing this argurn.ent full circle, however, it might be 
worth first analyzing the relationship betvveen nationalism, 
globalization and the creative industries. 

Symbolic nationality has been essential to the econo1niza
tion of culture. Contrary to the horn.ogenization that was pre
dicted would come with globalization, it is n1ore accurately 
national difference that is celebrated. The "Cool Britannia" 
project, for exam.pie, billed itself as a cultural re-branding of 
Britain. However, this re-branding was fundamentally in con-
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filper Park Lode Alberta. 
Courtesy: the CTC. 

trast to the self-conscious and loaded efforts to define a settler 
nation characteristic of the many attempts to describe a "uni
fied" Canadian nationality. 8 "Cool Britannia" was a project of 
nationality turned outward. It relied extensively on the new 
definition of Britain being accepted by the global art world and 
market, not to 111.ention the global financial markets underlying 
the "new economy." Any rebranding of Britain was tantamount 
first to a repositioning of Britain globally, and second, to the 
deregulation and privatization of nationality. In many ways it is 
this privatization of culture and nationality that in Canada 
grates against the very basis of trenchant beliefs in a publicly 
funded cultural sphere that defines cultural nationality. To priva
tize culture creates a rift directly through the state-funded cul
ture that is often referred to as separating Canada from the 
United States and giving Canada an identity in the global 
sphere. This isn't to say that culture and nationality aren't 
increasingly privatized in Canada. Rather, where information 
technology and intellectual property meet notions of a protect
ed national culture, the discourse of creative industries collapses 
under its own weight. 

An unwillingness to talk about creative industries, however, 
should not be confused with an unwillingness to participate in 
the economization or commodification of culture. Though a 
consideration of the econornic role of culture was largely absent 
from both the 1988 Free Trade Agreement between Canada 
and the US and the 1994 North American Free Trade 
Agreement, culture has become in the years since, a major 
engine of activity and capital accumulation. According to 
UNESCO, in the 18 years between 1980 and 1998, world trade 
in cultural goods increased from $48 billion to $214 billion. In 
Canada this is no less the case. By 2001, the arts and culture 

sector was contributing $26 billion to the GDP along with 
740,000 jobs (equivalent to agriculture, forestry, fishing, mining, 
oil and gas and utilities combined). The sector's employment 
grew twice as fast as the total workforce through the 1980s, 
with growth continuing through the 1990s.9 In 2000, the 
export of Canadian cultural goods and services totaled $5 bil
lion, and between 1996 and 2002, the Canada Council report
ed that the export of Canadian cultural products increased by 
80 percent, ranking third in terms of exports. Culture is the 
ultimate renewable resource, always able to respond to the rapid 
changes of the global economy. 

And yet, in spite of culture's seeming economic prowess, the 
Canadian government's position on culture-as-commodity has 
always been one of ambiguity - to protect and conm1.0dify all 
at once. At international negotiations for agreements such as 
the 1997 Multilateral Agreement on Investment (MAI) and the 
2001 Free Trade Area of the Arnericas (FTAA), both of which 
failed, government negotiators clearly favoured positions that 
paid lip service to protecting national cultures while simultane
ously transforming those same cultural products into conu11.odi
ties through subsequent agreements that privileged the deregu
lation of intellectual property and copyright. The division 
embraced by the Massey Commission between elite and popu
lar culture has bled into the expression of the need to protect 
national culture even as elite and popular culture are collapsed 
in economic agreements. In other words, the protection tradi
tionally offered artists in Canada by the state remains ostensibly 
in place, but any notion that culture is not a conm1odity, and 
hence the very intellectual property underlying the "new econ
omy," is false. 10 The contradictory politics of this stance might 
also explain why, even as on an international scale the protec
tion of culture was repeatedly referred to as a fundamental 
right, within Canada, the same years were characterized by the 
brutal slashing of budgets for social services and the arts. 11 

RESISTANCE 
More recently, as the idea of"creative cities" has caught on, 

many of the people involved in protests against the anti-culture 
and anti-social services stances of 1990s governments (for exam
ple the 1996 Days of Action against the Ontario "Common 
Sense" Revolution), and somewhat later against global capitalism 

in the alter-globalization movements, are being offered the 
choice of incorporation into the very system that had disavowed 
them. This begs the question, what happens to radical activist 
movements and the producers of culture, if culture is recognized 
as a powe1ful economic tool? In short, when incorporation 
takes place through an apparent about-turn on the perceived 
importance of arts and culture to the economy, left-wing and 
elite arguments that highlighted the importance of culture to 
definitions of national identity, and that had depended upon cri
tiquing the government for its support of corporate above col
lective interest, are left in a difficult position. 

Take for example the case of the left-wing NGO, Council 
of Canadians (CoC). Fervently nationalist, the Council bases 
many of its arguments on an idea of shared nationality threat
ened by the loss of Canadian ownership of business, the poten
tial destruction of Canadian culture, the selling off of Canadian 
resources and the perceived Americanization of Canadian life. 
In a speech in 1998 at the University ofToronto, founder 
Maude Barlow clearly set out this framework by stating "from 
the mid-1930s until recently, successive Canadian governments 
designed and implemented cultural policies to build a strong 
and dynamic pool of Canadian artistic talent and cultural enter
prises and to ensure that Canadians' own stories were told and 
our values and history preserved." She continues, "public sup
port for Canadian culture has been crucial to our survival as a 
nation." 12 Locating her argument in a fear of An1.erican envel
opment, Barlow points to drastic cutbacks to the arts sector 
throughout the 1990s, including massive cuts to the Canadian 
Broadcasting Corporation, the Canada Council, the National 
Film Board and the National Libraries and Museums Budget. 
She also implicates cuts to tax credits and incentives designed 
to attract investment to the publishing, recording and film 
industries. With an impassioned plea, Barlow ends, "My greatest 
fear is that, as we lose our identity, our so-called knowledge 
economy may start to reflect a society drowning in information 
but starved for purpose. Canada as a knowledge nation must 
reflect our history and culture, what we know and value ... We 
must reject the siren call of economic globalization based on 
the model of privatization and competition." 

Seven years later, in 2005, Barlow's CoC partner Mel 
Hurtig was making similar claims, pointing to the foreign own-

In spite of cultures seeming economi I prowess, the Canadian gov
ernment's position on culture-as-cominodity has always been one of 
ambi uit - to rotect and commodi all at once. 
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ership of most Canadian cultural infrastructure and industry, to 

the unequal import-to-export ratio on cultural goods (books 

and magazines, for example) and to what he perceived as the 

inevitable threat to Canadian nationalism and identity that 

would result from this form of globalization. 13 Where is the 

solution? For both Barlow and Hurtig, it is in "better" govern

n,ent and political participation. To ignore this, and continue in 

a direction that encourages economic over cultural solutions 

will inevitably lead, in Hurtig's estimation, to the "swamping" 

of the Canadian culture scene by American products and the 

destruction of Canadian identity through a lack of cultural 

assurance that "we" actuaUy exist. 
This is a tremendously difficult situation, for it wasn't just 

the Council of Canadians that was mobilizing such nationalistic 

arguments. Even as Canada was beginning to negotiate away 

the symbols of Canadian cultural identity, those same symbols 

were being exploited in a series of divisive debates over nation

al belonging. The nation, in other words, was fetishized as sym

bol even as it was being taken apart. The end of the nation 

state, written about in the mid- to late-1990s scholarship of 

Exhibitions by those best able to 
supply utopian visions of unified 
nationality received a great deal of 
support. 
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Michael Hardt and Antonio Negri,A1junAppadurai and oth

ers, that in turn led seamlessly into the more recent scholarship 

surrounding the creative industries, arrived in Canada precisely 

at a moment of nigh crisis and fetishization of an always-out

of-reach national identity. The result has been an obscuring of 

Canadian participation in transnational economic and cultural 

negotiations and the establisnment of a double narrative. This 

consistently places Canadian culture as metonymic representa

tion of Canadian identity, always "off the table" at trade negoti

ations, wnile simultaneously being highlighted as a vehicle for 

encouraging new economies and investment in Canada. As new 

markets are opened for cultural goods, and Canadian cultural 

"emissaries" are sent around the world to promote national cul

ture, it is difficult to define "the table" that Canadian culture is 

not on (unless perhaps it is one on which Canadians can have 

tneir cultural cake and eat it too). 

(ART) MARKETING CULTURE 
In England, what Simon Ford and Anthony Davies call the 

"surge to merge" culture with the economy, relied fundamen

tally not just on the support or use of the arts by business, but 

also on the edgy production of contemporary artists working in 

the cosmopolitan environment of London - most notably the 

Young British Artists. 14 In turn, contemporary art flourished 

with the growing economy, with secondary sales reaching a 

record half billion dollars in sales at Sotheby's and Christie's in 

New York in one week in February 2007. In Canada, in spite 

of a growing number of jet-setting contemporary artists, the 

institution of a number of corporate-sponsored art prizes and 

International Art Fairs and the Canada Council's recent attempt 

to help contemporary art dealers, the contemporary art market, 

on which much of the London creative city fandango is built, 

is relatively lacking. While British-Canadian artist Peter Doig 

recently topped a record for contemporary art sold at a 

Sotheby's auction, bringing in a whopping $11.5 million for his 

painting "Canoe," the art market in Canada is sti!J largely root

ed in historical work. Although 2005 was a banner year for 

Canadian auction houses, most of the sales were of Group of 

Seven, Tom Thomson and EJ Hughes, the most expensive 

among them selling at $428,000 at Sotheby's, and that to the 

late Kenneth Thomson, who has almost single-handedly influ

enced the direction of the Canadian art market when he paid 

over 5 million for a Paul Kane in 2002. 
Instead of the contemporary, the sponsorship and support of 

Canadian culture as often as not harkens back to what is imag

ined to be the ethnic nationalism of the past (represented most 

obviously by the work of Emily Carr and members of the 

Group of Seven). If the relationship between artists and entre

preneurs in Britain is one of synergy, in Canada it is much 

more tentative, relying as much on references to historical fig

ures as it does on the networking and production of contem

porary cultural workers. Paul Webster ties this back to the 

Quebec Referendum and the perceived need to sponsor cul

tural narratives that supported a unified nationality in the wake 

of a vote that nearly tore the country apart. 15 Exhibitions by 

those best able to supply utopian visions of unified nationality 

received a great deal of support - a strong unified nation is, of 

... 

Top left: Emily Carr, Quiet, 1942. 
Courtesy: Heffel Fin~ Art Auction House. 

Top Rig_ht: Tom Thomson, Northern Lights, 
1916. Courtesy: Heff~l_ _fine Art Auction 
Hou~. 

Bottom: E. J. Hughes,_ Fishbgats, Rivers 
Inhl.,_1946. Courtes_y: Heffel Fine A~t 
Auction House. 
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course, an economically viable one. So perhaps it is not surpris
ing that in the years since the Referendum, it is not the edgy 
contemporary artists who receive the blockbuster exhibitions, 
but painters such as Tom Thomson, Emily Carr and the Group 
of Seven, whose works, when on tour, do as much to prorn.ote 
Canada's natural resources in their depictions of an apparently 
uninhabited land full of minerals, oil and fresh bulk water, as 
they do to advertise a spirit of Canadian nationality. 

To make my point clear, "Cool Britannia" is hardly repre
sented on an international scale by John Constable paintings. 
And although the "serge to merge" might seem to be clearly 
demonstrated by the recent presence ofThomas d'Aquino, 
(CEO and President of the Canadian Council of Chief 
Executives and one of the leading private-sector architects of 
NAFTA), as Chairman of the Board of Directors of the 
National Gallery of Canada Foundation, the final ingredient of 
contemporary art production and the growth of the art market 
has yet to be added. 

What does all of this mean? The concept of" creative indus
tries," has, of late, come under a great deal of criticism for 
exacerbating the precarious labour standards of cultural work
ers. Rather than the promised 111.onies flowing to producers, 
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financial gain has instead flowed upward to rights holders. 16 It 
is, as theorist Brian Holmes puts it "the monetization and con
tractualization of social relations." In this sense, the ability to 
criticize in Canada has been badly undermined by the lack of 
rhetoric surrounding Creative Industries, that is, by the fact that 
it is not labeled as such. 17 

Nevertheless, I would like to end here by arguing that the 
ambiguous position taken towards the creative industries con
tains within it potential resistances to the inaccessibility that 
would go alongside any total commodification of culture. Take, 
for example, the recent backlash against copyright legislation 
proposed by the Conservative government. The legislation, pro
posed in December 2007, would have instituted restrictions of 
the sort found in the US Digital Mille1mium Act - far beyond 
the standards required by Canada's support of the World 
Intellectual Property Organization. The massive outcry against 
proposed copyright was reported as if it had come out of 
nowhere. On the contrary, the protection of users in fact fits 
well with the model described here - one that sees access to 
culture as a fundamental Canadian right. Although the politics 
of fair copyright or proper payment for producers are some
what obscured here by an outcry against the criminalization of 

[Maligne Lake, Ja~per National Park, Alberta. Courtesy: the CTC. 

file sharing, this has nevertheless been an immensely successful 
campaign that (at the time of writing) halted the passage of the 
controversial legislation in its tracks. In this case, it is possible 
that the movement benefited from not being labeled part of 
anything wider than copyright. It was not connected, for exam
ple, to the slashing of budgets to museums in 2003, to the can
cellation of DFAIT arts program or to the first tentative steps 
to abandon a Conservative ideology that tends to ignore the 
arts for one that investigates their economic potential. Although 
the movement to halt the legislation takes up some of the goals 
of both the Council of Canadians and of the alter-globalization 
movement, these connections were never made. 

Returning to Edmonton Mayor Stephen Mandel's comment 
at the opening of this article, it becomes obvious that the 
provinces and cities aren't waiting for the federal government to 
get on board. The recently elected Liberal government in 
Ontario, for example, ran on a culture budget, pledging at least 
$75-million annually in new money to the province's museums, 
media, libraries and school arts programs. Is this something to 
celebrate or are the lessons learned in Britain and Australia to be 
applied here? Will the rhetoric catch on? Certainly Liberal 
pledges to the arts were overshadowed by Tory backpedaling on 
issues of funding for independent and religious schools. Under 
no circumstances was this an election decided over culture. It 
also remains to be seen whether the lessons learned in the divi
sive debates over identity and multiculturalism in the 1990s will 
continue to inflect the incorporation of culture into the econo
my. But also, to go back to the original example, perhaps this is 
all connected to oil. The profits pouring in from the oil sands 
are at least partially connected to unrest in the Middle East and 
to the War in Iraq. Should that end, as promised by the 
Democratic candidates for President, what then? With the dollar 
up and oil production and manufacturing down, the economy 
will inevitably change, perhaps setting in place a domino effect 
that, as in Britain and Australia, may lead to the search for new 
areas of investment, new areas that will inevitably include the 
further exploitation of culture. What remains to be seen is 
whether the almost reactionary response to a creative industries 
model can be mobilized as an oppositional discourse to some of 
the abuses that have taken place under the umbrella of an econ
omy based on intellectual property. 

Maligne Lake, Jasper National Park, Alberta. 
Courtesy: the CTC. 
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DIALOGUE 

Top:Terrance Houle 
and Trevor Freeman, 
Portage, grunt 
gallery, 2007. 
Photo: Glenn 
Alteen. Courtesy: 
grunt gallery. 

Bottom: Terrance 
Houle and Jarusha 
Brown, Untitled, 
from the Urban 
Indian Series, 
2006. Courtesy: the 
artist and Walter 
Phillips Gallery. 
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IN PURSUIT 
OFTHE 
TEXTBOOK 
AUTHENTIC: 
- Erin Morton in Conversation 
with Terrance Houle 

Erin Morton: 

Terrance Houle: 

On 20 October 2007, Terrance Houle staged the second round of his performance 
Casting Call at the Agnes Etherington Art Centre in Kingston, ON. As part of this per
formance, which was held in conjunction with curator Richard Hill's touring exhibition 
World Upside Down, Houle circulated a casting call that read, "Auditions will be for 
roles of Natives playing Non-Natives acting in Native roles."The open call sought "tradi
tional, contemporary, bannock experience, Native war veterans, horse riding experience, 
an interest in bingo, war paint, Indian car, regalia, black wigs" and insisted that "any size 
and shape will be acceptable. We are looking for fit, big, small, tall, hunky, beautiful, ugly, 
etc ... Owners of buckskin loin cloth, breach cloth and general hides a bonus."The 
cheeky humour of the Casting Call text is a political strategy that permeates Houle's larg
er practice, which references not only the trauma inherent to colonial histories through 
pointed irony but also speaks to the resilience of Aboriginal cultures to these legacies. 
Performances such as Portage, in which Houle - dressed in a buckskin loincloth and 
moccasins - and his collaborator Trevor Freeman portage a canoe through downtown 
Calgary (2005) and Vancouver (2007) and Buckskin Mo11nting (2006), a spoof of the film 
Brokeback Mountain, in which a cowboy garb-dad Houle and Adrian Stimson (as 
Buffalo Boy) rub each others' bodies with Lakota joint cream before retiring under a 
Navajo blanket, push the limits of what is an acceptable representation of an Aboriginal 
person in contemporary society. This latter performance was part of a larger installation 
by Stimson and Houle, Sick and Tired I Paper Bag llldia11 Princess respectively, held at 
Vancouver's Grunt Gallery in 2006. For his portion of the piece, Houle constructed the 
figure of a child out of hand-made paper from children's clothing and a paper bag 
"Indian suit" sitting at a school desk and dressed himself in paper Powwow regalia to 
write out the dictionary definition of an "Indian Giver" on the blackboard behind her. 

It is som.ewhere between irony and humour that Houle - who often performs 
under the pseudonym Runs Downtown, a character he first envisioned wearing 
Powwow regalia made out of business suits - negotiates the boundaries of the tradition
al and the modern, the authentic and the imitated, the rural and the urban. Drawing on 
these historically constituted binaries, Houle created the Urban Indian photo series in 
collaboration with photographer Jarusha Brown in which, dressed in his Powwow 
regalia, Brown records him shopping for organic groceries, riding the subway and taking 
phone calls in his office cubicle. These images have been turned into roadside billboards 
in Kingston and Banff, as part ofWorld Upside Down. The performativity of even these 
photo works drive home the point that Houle sees himself wholeheartedly as a per
form.er, growing up on the Powwow trail. He draws influence from his home city of 
Calgary, childhood experiences with Canadian govenrn1ent education policy and trajec
tories of Aboriginal cultural production such as beadwork and textile making dating back 
to the 1920s. And despite the success of numerous performances and gallery installations 
- over 40 during the past two years alone - Houle often struggles to position himself 
as an Aboriginal person performing "Indian" within a longstanding tradition of 
Aboriginal artists using performance as a politicized tactic. He also wonders where his 
work fits in relation to contemporary artistic practice by Aboriginal people in Canada 
today. A few weeks after the Casting Call pe1formance, Erin Morton spoke to Houle 
about these issues in relation to his own artistic production: 

Richard Hill was recently quoted as saying "Terrance has a genius for humour and over
turning expectations of what the proper terrain of indigenous identity might be. We have 
a real problem that people, sometimes even our own people, tend to see our "authentic" 
identity as tied to the past and this, in turn, is bound to a bunch of very limiting stereo
types. All this has little to do with our actual experience of contemporary life."' Could 
you speak a bit about this? 

The idea of humour and the overturning of indigenous identity ... Well all of my work is 
culled from my own experiences growing up as an Aboriginal army brat. I pretty much 
grew up like any other kid and as an Aboriginal person I also grew up with a lot of tradi
tion. This put me in a position where I would be in school learning Canadian history and 
it was just this completely skewed view of who we are as people. I'd be dating women -

FUSE MAGAZINE - Thxtbook Authentic 

27 



Erin Morton: 

Terrance Houle: 

Erin Morton: 
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or girls, when I was in high school - and their dads would say to me, "So I hear you're 
tax free, you don't have to pay taxes" and I'm thinking, since when? These are the percep
tions that people had about me and I always thought that was messed up. It was funny to 
me that these people didn't know anything - or that they didn't want to know anything 
- and how easily they fell into these stereotypes of Aboriginal people. I had long braided 
hair growing up and I'd go to reserves and dance Powwow and then I'd come home and 
back to public school and we'd have to learn about my culture. The idea for Paper Bag 
Indian Princess came from rn.e questioning the teacher in class one time when we had 
made these paper bag Indian suits. I told my teacher, "You know, this isn't what we wear," 
and I got punished for saying that. Looking back now, the idea was that identity stops and 
whatever is written in books is the here-all end-all. I'm an Indian with tonnes of knowl
edge, even at that age, but I'm negated because I'm not textbook authentic. 

Because all those textbook ideas place Aboriginal people in a time capsule anyway. 

Exactly, so with my artistic process I'm just riffing on what people already learn. Because 
I learned exactly what those people learned in public school, so I understand where it 
comes from. I got beat up a lot as a kid because I was Native, so I had to learn to defend 
myself. Being an army brat and growing up on the Powwow trail, you're constantly 
meeting new people. So I just developed this sort of humour and my parents were always 
telling me to use that. It's just part of Native culture, laughing and making fun of your
self, that's just how it is, and that's what I really riff on too. 

The strategy of using these binaries of humour and tragedy seems very apparent in the 
installation Sick and Tired/Paper Bag Indian Princess with Adrian Stimson, in the way that it 
addresses the histories of residential schools. I read this strategy as providing a way to 
move away from the constitution of Aboriginal people as victims of colonial violence and 
to begin talking about survival and resistance. Is this important for you? 

Terrance Houle. Paper Bag 
Indian Princess, 2006. 
Photo: Merle Addison. 
Courtesy: grunt gallery. 

When we did Portage. it was so funny because it was literally ;ust two dudes 
taking a canoe through Vancouver! We went into Native arts stores to buy 
moccasins as part of the perjonnance and people were freaked out by it. 

Terrance Houle: 

Erin Morton: 

Terrance Houle: 

It's really important to me because both my parents are residential school survivors and 
they are going through residential school payouts right now. My 1110111 said that they 
didn't realize a lot of things that happened to them were abuse. I'm first generation away 
from the residential system, but the residential school affected my life hugely. My relatives 
killed themselves and there are lots of fucked up problems that happened because of 
those things. So for me it's huge because residential school has been part of my life 
because of my folks, both good and bad. My parents are second or third generation sur
vivors and Adrian caught the tail end of residential schools. His piece is directly referenc
ing the residential schools and my piece, Paper Bag Indian Princess, was referencing my 
experience outside of residential school and sort of dealing with this other school sys
tem. That's what was really haunting about that exhibit that we did. And that was a seri
ous piece although mine sort of had some humour in it, but you know it's tragic. That's 
just the way that I view it, our culture is a hardened culture, compassionate and passion
ate, and at the same time we've survived so much and we're going to keep on surviving 
and living. That was a very dear piece to me. 

I found a post on Kimowan McLain's blog in which he describes you as "not quite an 
Indian jackass, but somewhat smarter, [because] his puns linger." 2 I'm going to reference 
Dave Chappelle, although I'm not comparing you to him; when he was recently inter
viewed about ending his sketch comedy show he said that he did so because although he 
was glad it made his black audience laugh, he often thought white people were laughing 
a little too hard at his reversion of stereotypes. Although I'n1 sure that you anticipate 
both Aboriginal and non-Aborginals will laugh at your work, is this kind of thing a con
cern for you? 

I love Kimowan's work. I remember that interview with Chappelle and I think that, in a 
weird sense, I want to offend both groups of people because I know that Natives need to 
be criticized as much as non-Natives. I don't want to make anybody a hero and I do that 
purely by pointing the finger back at myself. When we did Portage, it was so funny 
because it was literally just two dudes taking a canoe through Vancouver! We went into 
Native arts stores to buy moccasins as part of the performance and people were freaked 
out by it. We ended up going down Robson Street and people were pissed,just so mad 
because this Native and this Metis guy with a canoe were walking through their hip, 
young, trendy area. With my work, I just want it to be no holds barred. I think my work 

Ter_rance Houle. 
Portage, M:ST 
Festival, 
Calgary, 2005. 
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Erin Morton: 

Terrance Houle: 

Erin Morton: 

Terrance Houle: 

is getting more mature in that it plays with making humour out of tragic moments, 
which again comes from my experience as an Aboriginal person living in mainstream 
culture. Nobody's really innocent in who they are or where they stand and [ just feel like 

it's no holds barred in that sort of punk rock sensibility, you just do it and shit's got to be 
said and nobody else is saying it. A lot of it is making fun of those things that people 
learn and that they still believe in, like this idea of portaging and traversing through a 
landscape with people and buildings. [t's absurd and it's putting that absurdity to a reality. 
[ guess [ just want to beat people to the punch, that's where my weird humour comes 
from. What's weirder than an Indian telling an Indian joke? And you're telling it to a 
bunch of racist people and they're laughing. Fucking idiots. Also, the thing is that I don't 
know if I've gotten a lot of critical writing about my work. I feel like no one can really 
approach it or that nobody wants to approach it, and I've had these senior Aboriginal 
artists and curators wagging their finger at me and telling me, "We did it in the 60s, 
Terrance." I was kind of put off by that, you feel like you can't get any support. I like the 
quote from Richard Hill, he's really bang-on about where I come from in my work. I 
want my work to be very literal but at the same time people can read so much into it. I 
think about that constantly. For Portage, we talked about that piece forever but it was just 
a joke! We were doing the what-ifs, "you know what would be funny?" That's usually 
how I start off my work and then it turns into a piece. 

In many of your performances, you make use of Cowboy versus Indian scenarios. Can 
you discuss this process? 

It's mainly just that good and evil thing, the government versus the Indian, we're always 
up against something. Those binaries, those opposites, those things that are paralleled, 
cowboy versus Indian, that's the kind of a legacy that's going to be around forever. As an 
Indian, you're tied to the cowboy, so you m.ight as well use it. And it's a game that I grew 
up with and that's the one thing I think people read into it, Cowboys and Indians, but 
again the idea of tragedy. My work deals with that tragic innocence, the innocence of 
playing a kid's game and how easily something like that can get really tainted. I think 
that's where the funny aspect comes into my work, it's quite disturbing really. 

Could you discuss how you can1e up with the concept for the Casting Call pe1formance? 

I was thinking about Casting Call for a while because I have a lot of Aboriginal actor 
friends here in Calgary, where a lot of films have been shot recently. I always got these 
casting calls in the mail and friends of m.ine would want to go to them. I thought that 
was really funny becau e I was looking at all these casting calls around the same time that 
I became a father and started sinking into my body and getting chubby and pear-shaped! 
So I was looking at these things thinking, a) I don't have long hair b) my body's not fit 
for that c) I do know how to ride a horse but how often do I do that? All these calls 
were ridiculous, the way that they looked for types of Aboriginal people and I started 
meeting these people who were playing every single Aboriginal stereotype in movies: 

Whats weirder than an Indian telling an Indian joke? And 
you 're telling it to a bunch of racist people and they 're laughing. 
Fucking idiots. 
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Images on this page: Terrance 
Houle. Castin C<l.ll.,__ld.deo still?_,_ 
2006. Courtes : the artist. 

Erin Morton: 

Terrance Houle: 

they had long hair, they grew it all out and dyed it black, so there are literally people out 
there who want to fit this stereotype and perpetuate it. When I was doing Casti11g Call, I 
just thought of all the different people that I know who couldn't be in these films and l 
wanted to give them a chance and a voice and a way to speak out about that. I realized 
that I wanted to use actual films that had Natives that were played by non-Natives and 
explore these sorts of ideas through the Hollywood characters. Those characters still per
meate the screen, even though people th.ink that they don't. My actor friends still only 
get jobs as Indian actors. I wanted to make the piece to see if people would actually 
come to my casting call, because it's so completely absurd. Sometimes I feel like I have to 
play this persona of an Indian and that's what I question a lot - especially with a lot of 
m.y photo works such as the ones in World Upside Dow11. How do I fit in the role of what 
people perceive me to be? Is it traditional? Powwow dancing is really not traditional. The 
dance is traditional but the regalia and the things that people wear are not, they are very 
contemporary. With Casting Call I want to eventually make the auditions into a film, 
people who came out to be an Indian or what is perceived to be an Indian in the 
Hollywood or public sense. I've been playing Indian all my life. 

We've had previous conversations about the fact that most curators want to get more 
Aboriginal people to come to their galleries. How do you see this in relation to per
formances such as Casting Call, since a large part of the piece involves sending out the 
call to Aboriginal communities? 

I think for me, it's not that I want to get Indians into the gallery because I think Natives 
are pretty sick of institutions. I want to question whether that's a viable thing for 
Aboriginal people and culture - do Indians go to the gallery and do they give a shit 
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Terrance Houle and Jarusha Brown. End Trail/Not End TrailJ 
installation on Banff Public Transit, 2006. Photo: Tara 
Nicholson. Court~: Walter Phillips Gallery. 

Erin Morton: 

Terrance Houle: 

about the gallery? If I want my audience - my Aboriginal audience - to see my work 

in a gallery, that benefits the gallery. But does it benefit Aboriginal people? I want my 

work to be accessible to non-Natives and I think that part of my political strategy is 

messing with the concept of Indians coming to the gallery. Maybe curators shouldn't be 

thinking about it that way. What about bringing the work to the Indians? That's why I 

like doing public intervention, like in Casting Call, the main thing about it is that the 

actual call gets out into the community. That's why I made it so fucking ridiculous, 

because people get it in their en1ail and then they pass it on because they can't believe it. 

My reading of World Upside Do11m is that it is about unlearning colonialist narratives by 

subverting them, a process that n1.ight be described as "11egotiation rather than negation."' It 

seems to me that your art practice plays within this dynam.ic, employing reversion and 

subverting dominant histories yet simultaneously constructing a new political object in 

your work that is, in Bhabha's words, "neither the one nor the other" - that is, neither 

the language of the dominant nor that of the oppressed, but a language that moves 

beyond such limiting binaries in order to foster a new space for conversation. 

I look at myself as being colonized but my worlds are paralleled. Neither one's the domi

na11.t over the other, I don't allow them to be. And for me that's what it's about, ques

tioning those things, questioning is that a good thing or a bad thing? That's what I look 

at when I think about both of my sides, that I can look at not knowing my language 

but knowing my traditions and being able to pass that onto my daughter, while still lov

ing punk rock and trying to make all these things fit together rather than oppose each 

other or at least run alongside one another. I live in a world where I have to use both 

of them to survive. And that's what my parents taught me, they specifically said we 

didn't teach you your language because we knew you didn't need it but we can teach 

you other things. And it's that ideology around it, do I look at the reserve as being the 

only place I can experience my culture and myself, or do I know that my backyard is 

where my people have always walked and is that home? And to me, it is. Did I live a life 

as an army brat or did I live a life of an actual Native person moving from place to 

place to place, wherever his people moved, not being confined to one area? So it's 

breaking out of that mentality. 

I look at myself as being 
colonized but my worlds 
are paralleled. Neither 
ones the dominant over 
the other. I don 't allow 
them to be. 
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Terrance Houle and Jarusha Brown. 
Untitled (billboard), from the Urban 
Indian Series, 2006. Photo: Don Lee. 
Courtesy: Walter Phillips Gallery. 

What are your plans for upcoming projects? 

I'm going to be involved in a show at the Glenbow called Ii'acing Histories: Presenting the 

Unpresentable where I'm working on something with my grandmother, which is a really 
dear piece to me, called Aakaisttsiiksiinaakii: Many Snake Woman: The Daughters Afler Me. It's 
a video portrait of rn.y grandn1other based on a photo portrait of her in the Glenbow col
lection by a German born artist called Winold Reiss. He did all these portraits of 
Aboriginal people and she's the last surviving member of all of his subjects. So I'm going 
to do a video portrait of her, my mother, 111.y sister and my daughter and I'm going to get 
them to sit in the sam.e stance that she's in. But the thing about it is that I want to kind of 
give life to this original portrait that didn't really speak about the person sitting there, since 
it was about capturing the last Aboriginal. My piece will be about giving life to my grand
mother and her legacy. I want her to laugh in it and I want to make sure that my presence 
as an artist is in it, by giving her directions in the video by speaking to her during it: 
"Grandma look, look this way." So it will be a nice portrait with her grandson the artist. 

Notes: 
1. Mary-Beth Laviolette. "Wanted: [Final Edition]." Calgary Herald, (January 5, 
2007), www.proquest.com. 
2. Kimowan McLain. "Laughing with Terrance Houle." Studioblog. (November 25, 2007), 
web.mac.com/kimowan/iWeb/portfolio/Studioblog/SACFE6ED-2351-4471-9E64-
S2822C7ASSCF.html. 
3. Homi Bhabha. The Location of Culture. ( London and New York: Routledge: 1994), 
p.25. 

Erin Morton. is a PhD candidate and Teaching Fellow in the Department ef Art at Queen's 
University. She specializes in Canadian visual culture and museum representation and is currently 
completing research on the installment and expansion. of liberalism in. Canada, those who re-shaped 
an.d resisted this project and the intersections ef these political developments with visual culture in. 
Atlantic Canada. 

Terrance Houle is an internationally recognized interdisciplinary media artist and a member of the 
Blood Ti'ibe. Involved with Aboriginal communities all his life, he has traveled to reservations 
throughout North America participating in Powwow dancing and other native ceremonies. It is 
Hou/e's life experiences that drive his work. 

REVIEWS 

MIMESIS AND 
MEMORY IN DOT 
TUER'S MINING THE 
MEDIA ARCHIVE 
YYZB00KS, 2005 
review by Tabitha Minns 

Mining the Media Archive is a col
lection of essays that represent Dot 
Tuer's career as a writer, cultural theo
rist and critical historian from 1989 to 
2005. A valuable contributor to 
Canadian cultural history, Tuer is an 
intellectual whose accessible and read
able social critique strives to promote 
social change by stimulating discussion 
at the level of community. The essays in 
this book are organized thematically: 
Canadian new media art; the history of 
Canadian community and cultural poli
cy; and testimonies of cultural resistance 
in Canada and Latin America. The book 
also includes a short introduction out
lining the theoretical and personal 
impetus of the compilation, which 
focuses on the recent history ofWestern 
artistic practice for social change and 
the role of narrative and textuality in 
retelling this history. 

The conceptual basis for the book is 
rooted in a rejection of the legacy of 
Western philosophical tradition that 
places art outside of daily experience 
(and inside the hallowed halls of the 
museum, for example) in favour of 
relocating art within the heterogeneity 
of local memory as a site of political 
resistance and oppression. Tuer blends a 
range of methodologies to mine visual 
history in Canada and South America. 
That Toronto seems to stand in for 
Canada in her writing is probably less a 
failing on Tuer's part than a symptom of 
a conceptual and historical legacy in 
Canada of centre vs. periphery. 

Although nowhere in the book does 
Tuer explicitly acknowledge this bias 
(though she is no doubt aware of it) she 
does provide a vivid articulation of her 
own position as, "Suspended above the 
clouds somewhere in between the grey 
sheen of Lake Ontario and the muddy 

waters of the Rio Parana ... in the 
process of moving back and forth 
between Canada and Argentina." (181) 
Tuer asserts that, "Central to this collec
tion of essays is the reconceptualization 
of history as circular and fluid, rather 
than chronological and fixed." (xi) 
Indeed, in order to reconceptualize his
tory it is necessary to be somewhat 
outside of it; in order to excavate 
111.eaning from local memory it is neces
sary to be somewhat without locality. 

This places Tuer in a slightly uneasy 
position between her use of Michel 
Serres' utopian historical analysis and 
her interpretation of m.imesis as anti
utopian. She reconciles these tensions in 
her role as storyteller: retelling conver-

sations, reliving personal experiences 
and re-experiencing representations as 
repositories of memory. Images in par
ticular explicitly embody her reconcep
tion of history as multifaceted and 
complex, as residing not in dominant 
linear narratives but in the unreliability 
of memory and experiences. 

In her essay, "Parables of Community 
and Culture for a New World (Order)," 
Tuer states that the cultural catchphrase 
of the 1990s was "conmmnity," the 
enactment of conmmnity providing the 
grounds for resistance and a collective 
future. Network is likely the cultural 
catchphrase of the current decade. Tuer's 
reconception of history in this book -
as the sum of many individual voices -
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anticipates the interconnectivity of the 
network; the World Wide Web. "The 
Second Nature of Simulation," "Threads 

of Memory and facile" and the title 
essay are characterized by a distinct 
apprehensiveness toward the social roles 

of new technologies such as the Web. 

Then1aticalJy, these essays are linked by a 

caution against conceptualizing new 
media as utopian spaces disconnected 
from influences of politics and social 
identity. It is important to keep in mind 

that perhaps the nuances of onJine 
interactivity were not quite as developed 
in the late l 990s when the essays were 

written as they are today (or even in 
2005). Although Tuer's reflections on the 

impact of political and historical legacies 

on these technologies are still very rele

vant, I am less apprehensive than opti

mistic (perhaps a bias of rn.y generation) 

that these technologies can be a site of 

community, of shared localities and of 

interconnectivity for the pron10tion of 

social change. (I am thinking in particu
lar of the role biogs such as "Art Fag" 

have played recently in political activism 

and social criticism). 
The specificity ofTuer's perspective 

comes through most clearly in the sec
ond section, "History."This section 

begins with a lengthy text describing 
the activities of the Centre for 
Experimental Art and Corrununication 

(CEAC), which operated in Toronto in 

the late 1970s. Tuer opens the piece 
with an invitation to the reader to 
bring his or her own knowledge of 
Toronto's art com.111unity to bear on 
this history of CEAC. As I read this and 

the following two essays, written several 

years before I started my undergraduate 
studies, I am acutely aware of the con

trast between my experience of this his

tory and Tuer's conception of history as 

personal narrative. 
My concern is that the e stories, 

while important to Canadian cultural 

history, cannot stand alone in addressing 

ongoing concerns over new technolo

gies, cultural policy, cultural imperialism 

and the political in art; in their speci

ficity they perhaps lack longevity. I am 

not unaware ofTuer's intention to pro-
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vide alternative histories, nor of the fact 

that, as she states in her introduction, 
she is influenced by Corne! West's 
imperative, "To reject the absent, gener

al, and universal in light of the con

crete, specific and particular; to histori
cize, contextualize and pluralize." (x) In 

this purpose Tuer succeeds, and the 
result is refreshing and thought-provok
ing. I am interested, however, to know 

what her thoughts were in 2005 when 

the book was published. For example, 
in the essay "Is it Still Privileged Art?" 

first published in 1994, Tuer examines 

how artists Carole Conde and Karl 
Beveridge worked to critique issues of 

accessibility, particularly those embodied 

in the simultaneous negation and rein

forcern.ent of class divisions prevalent in 

institutionalized media and exhibition 

practice. In 2005, the Art GaUery of 
Ontario had announced plans for what 

is now known as "Transformation 
AGO" - what was declared to be an 

institutional move towards transparency 

and accessibility. What were (are) her 
thoughts on this institutional push for 

change? How have her perceptions and 

anticipations of the effects of global 
capitalism on the Toronto art scene 
changed, if at aU? Certainly Canada's 
technological, cultural, and economic 

environments have changed since the 

1990's; I was disappointed to find no 

afterword relating her reflections on 
some of these changes. 

Most useful are the essays in the 
third section, "Testimony."These writ

ings truly encourage and demonstrate 

change in the way that political and 
conceptual media are theorized and dis

seminated. In this section, personal 
experience is carefully nuanced in the 

telling of histories of colonialism and 

oppression. Tuer juxtaposes the violent 

political history of South American 
countries such as Nicaragua and 
Argentina with the silent violence of 

colonialism that characterizes the recent 

history of Canada. Through personal 
narratives - her own and others -
Tuer reinfuses histories of conquest 
with human emotion and memory, 
rightly describing popular television 

media as possessing, "A hundred ways 

to describe poverty without a hint of 

human misery, one thousand ways to 

image war without a hint of human 
suffering." (133) Post-colonial critique 

can also become empty ideological the

orizing of difference; a symptom of 
anxieties caused by recent globalization 

and multiculturalism. Too often, taking a 

cue from the "cynicism and passivity of 
Baudrillard's simulacrum," (179) con

ceptual art is emptied of true political 

engagement. Tuer's writing, on the 
other hand, serves as the repoliticized 

and re(con)textualized (hi)story beneath 

the simulacrum of ephemeral, deterri

torialized imagery. 
Ultimately, Mining the Media 

Archive is a thought-provoking and 
much-needed contribution to re-his
toricizing and re-politicizing virtual 
space - the world of representations 
- after the legacy of Donna Haraway's 

cyborg and BaudriUard's simulacrum 

left us cold over 15 years ago. As a ret
rospective ofTuer's writing it is a valu

able resource for anyone interested in 

art and politics in Canada and Latin 
America. The book is dedicated to los 

desaparecidos (the disappeared) of the 

late 1970s Argentinean civil conflict in 

Buenos Aires, but in a more general 
sense it can be seen as relocating many 

who are affected by colonial deterrito

rialization (be it geographic, technolog
ical or cultural). At its best, Tuer's mix 

of complex metaphor, critical theory 
and personal narrative demonstrates that 

media and their interpretations can 
move beneath the simulacrum and be 

truly politicaUy and socially engaged. 

Tabitha Min11s is pursuing an .MA in Art 
History with a Diploma in Curatorial 
Studies at York Un.iversity,Jocusing on the 
work of artist David Rokeby. She completed 
her BAH at Queen's University and was 
Curatorial Assistant in Contemporary Art at 
the Agnes Etherington Art Centre. She is 
rnrrently worki11g on con.tent de11elopment for 
new media al!d art /technology for the 
Canadian Art Database, Taranto. 

EMBRACING 
COMPLEXITY: 
small Leaves Room for 
Thoughts to Grow 
Curated b Marcus Miller 
18 Januar - 2 March 2008 
Art Gallery of Alberta 
J2.y Amy Fung 

A single carbon nano tube, embed

ded in a sheath of the thinnest silicon 

wafer, rests on a solitary plinth inside of 

the gaUery entrance. Confronting each 

viewer in al] its breadth - a nanometer 

is one-billionth of a meter or 1/80000 

of the diameter of a strand of human 

hair - gaUery viewers circle about the 

glass encasement to stare and speculate 

into the darkness of the silicon, where 

anything nano-sized remains unde
tectable to the human eye. A leap of 
faith is required to believe that anything 

at all exists on this scale, let alone revo

lutionary breakthroughs in technology; 

but standing alone as an introduction to 

the small exhibition, the presence and 

reality of something so minute and 
complex immediately challenges our 

notions of size and scale beyond a rela
tive experience. 

Curated by AG A's Assistant Curator 

Marcus Miller, small as a whole presents 
a multimedia inquiry into the obtuse 

notion of scale. In a contemporary era 

where many artists are seemingly work

ing in limitless scale, the challenge to go 

small has produced a number of 
approaches to the idea of art in scale. 

Recent University of Alberta gradu

ate Bonnie Fan's miniature copper 
prints and Craig Le Blanc's scaled-down 

monuments present the most accessible 

and literal measurements of what it 
means to be small. Fan's penchant for 

creating small works continues in 
"smallish prints for bookish lovers," a 

series of doll-like birdhouses. Each 
ornamented birdhouse encases a set of 

Redbird matchbooks that contain 
Thumbelina-sized etchings. Twenty
three unique prints are on fu]] display 

and available to be perused by passing 

viewers. Unfortunately, each print does 

To : Crai Le Blanc. Form Stud 1 _ 
2007. Courtesy: the artist. 

Bottom: Craig Le Blanc ----Em:ITL_Study 1 
_(Q_etafil 2007. Court~e artist. 

not go beyond the novelty of its size. 

Craig Le Blanc's floor models of a 
reduced amphitheater and factory 
building offer a similar interpretation. 

Brightly white and highly saturated 
with urethane, the buildings are more a 

testament to Le Blanc's craftsmanship 

than to his response to the theme. 
There are other slightly more 

thoughtful approaches to the task of 
investigating small. Relative to the out

put of work produced inside each of its 
pages, Harold Pearse's tower of his per

sonal hardcover sketchbooks barely 
reaches a meter high. Accumulated, the 

stack of notebooks conrnmnicate noth

ing; but showing the progress from 1 

January 1988 - 1 January 2008, Pearse's 

daily dutiful sketches reveal a steady 
stretch of both eye and hand. A smaU 

gesture in scope relative to the space 

and time each page consumes, its com

pendium exceeds quantification. 
Recording the oddest of quantities 

in "Settings," Shane Krepakevich (who 

grew up in Erunonton, but recently 
relocated to Montreal) documents his 

most personal details as logical scales 
and measurements. In one of five dia

grams, he provides a precise rendering 

of his body mass converted into cubic 

meter volume in direct comparison to 

his apartment's cubic meter volume. In 

another, Krepakevich approximates the 

location of his first kiss relative to the 
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Bottom: Allen Ball and Kimberly Mair. Malrker, 2007. Courtesy_:_ the artists. 

geographic distribution of the North 
Saskatchewan River. The seemingly 
arbitrary connections between his 
meticulous calculations subtly suggest 

an inverted and solipsistic notion of 

small. His cartographic understanding 

of the world exists only in relation to 

his own self. The intrinsic dualism in 

his comparative measurements is root
ed in the significant and sentimental 
n1ilestones of his life. At first estranging 

in proxirn.ity, the world is made smalJ 

as its reality is humbled into the scope 

of memory. 
Going even further into exploring 

the visible and invisible traces of mem

ory and monument in public space is 

AIJen Bill and Kimberly Mair's project 
The German A11t11mn i11 Minor Spaces. As 

a looping photo slideshow based on 
images taken from a regular digital 
camera shared between BalJ and Mair, 

the project's investment does not fill on 

the craft of photography. Ball, an 
acclaimed painter and Mair, a sociology 
researcher, plainly documented a series 

of public spaces in Berlin, Kassel and 

Stuggart in June of 2007. Last year 
marked the 30th anniversary of state 

crisis known as the Autumn ofTerror in 

the former Federal Republic of 
Germany, a period fraught with protests 
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and violence following the rise and fall 

of the Red Army Faction (RAF). Ball 

and Mair's choice to use a household 

dimension of 5 X 7 for photographs 
maintains the banality of their carto
graphic rendering of RAF's subversive 

activities. There is a vagueness in the 
experience of looking at these photo

graphs; the history of their locations are 
lost without the knowledge and pres

ence that imbues them with signifi
cance. These minor urban locations 
have been photographed numerous 
times before as the sites of crime 
scenes, protests and glory. Those sa1ne 
sites, as captured in Ball and Mair's 

vacant snapshots, do not re-create the 
moment between then and now, but 

trigger the unfolding of time as history 

lived and relived. 
One photograph, Acoustic Isolation, 

depicts a beautiful pastoral garden. 
Capturing lush fauna in an undisturbed 

setting, the title could easily refer to the 

tranquility of the scene. Only slightly 
off-centre in the image, however, rests 

the grave marker of one ofRAF's cen

tral figures, Ulrike Meinhof. Her 
remains lay beneath the umbrella of an 

idyllic ficus tree. As a prominent young 

journalist she helped break rebel 
Andreas Baader out of prison, then was 

forced to go underground herself before 

serving jail time for attempted murder 

and eventuilly committing suicide 
under highly suspicious circumstances. It 

was during her prison time in 
Ossend01f that prisoners were held 
under 24-hour fluorescent lighting and 

isolated from any sound from the out

side world - known as acoustic isola

tion. Later reports described the experi

ence as being buried alive, separated 
from the living and prevented from 
speaking and forming thoughts. The 
11011-monumentalness of the photograph 

shrinks the magnitude of Meinhof's his

tory into its present state as a minor 
space.Vastly different from the glorified 

era and radical implication of most R.AF 

artwork, Ball and Mair take off from 
Deleuze and Guattari's frame of minor 

language as an entry point into investi

gating the political and historical rever

berations of these condensed public 
spaces. The work deals directly with the 

present, examining how we confront 
meanings and matter that have seeming

ly exceeded their root significance. 
Although the series of 18 photo

graphs run on a continuous loop, the 
unofficial last image is a present day 
photograph of Stammheim prison -
the maximum security prison where 
the three core members of RAF ill 
mysteriously and independently com

nutted suicide on the night of 18 
October 1977. In the image, the build

ing and sky are saturated with an insti

tutional grey. Taken from the prison's 

surrounding open fields, the photo
graph captures in the foreground three 

tiny red poppies emerging against the 
overcast concrete. As a haunting testa

ment to presence, those three serendipi

tous wildflowers signify the history and 

reverberation of Andreas Baader, 
Gudrun Ensslin and Jan-Carl Raspe, 
living specters that permeated The 
GermanAutumn of 1977. 

Embracing the complexity of the 
n1ost ordinary places, the documents of 

The German Autumn in Minor Spaces 
consciously fail to articulate memory 

and experience. Only there is a beauti

ful failure in its attempt to perform 

those attachments within their photo

graphic cartography; and it is the diffi

culty and desire to articulate lived 
experience that perpetuates the motiva

tion to create and to do something too 

big for ourselves. 
Curated through an open call to 

Alberta-based artists, small remains a 
lightweight exhibition in terms of rele

vance and transparency outside of its 

theme. As stand-alone works of art, only 

Bill and Mair and LeBlanc's projects are 

ready to exhibit elsewhere. Linuting 
works to fit a theme rather than finding 

the thread that ties a body of work 
together, the end result produced 
inklings for a larger idea.Yet to reach 

their full potential, the works in small 
remain undersized in artistic scope. 

Amy F11ng currently writes from Ed111011to11, 
Canada. She recently beca111e the new 
President of Mile Zero Dance, a contempo
rary dance company established in 1985. 
Her writings on 11is11al art and media can be 
tracked i11 a host ef Canadian and interna
tional print publications and always on 
PrairieArtsters.com. 

THE HOLOCAUST 
VISITED: 
Paul Antick s itourist? 
b Rachel Ma Shamhrain 

At first glance, Paul Antick's web

and billboard-based project itourist? 
looks like an attempt to devise a new 

way of looking at the Holocaust, while 

remaining conscious of the fact that this 

is inevitably a Sisyphean undertaking. In 

its creation and deflation of the expec

tations that attend modern viewing 
practices, the project is fairly typical of 

visual culture. It self-reflexively probes 

the use, abuse and consumption of 
images. And not atypically for such 
projects, it turns to the Holocaust, an 

issue that poses particular viewing chal

lenges by both insisting on and resisting 
the gaze. 1 But while it is easy to situate· 

itourist? in the discursive field of visual 

culture, speaking about its content is far 

more problematic. As a result of its 

reliance on the postmodern trick of the 

strategically placed blank, it is impossi

ble to pinpoint what the project i 
actualJy about. 

Since the Holocaust features in the 

project as a nontheme, it seems reason

able to look elsewhere for itourist?'s 
content. It is possible, for instance, as 

the title suggests, that this project is 
about the idea of tourism as an activity 
that never actually achieves arrival, or 

the links between acts of viewing 
(including tourism), advertising and 
consumerism. This would mean that the 

Holocaust dimension (in the form of 

deliberately "disappointing pictures" of 

concentration camps, to use Antick's 
description of another set of his photo

graphs in the same context) is a 
McGuffin, providing the occasion for 

various undoubtedly compelling ideas 

that are not Holocaust-specific com
mentaries on our so-called global age. 

And because An tick chooses to deal in 

blanks, in shots that deliberately miss 

their target, any subject could have 
served as the photographic pretext for 

the project. After all, what is not seen 

by an averted or interrupted gaze ulti

n1ately becomes an irrelevancy. But this 

sense of irrelevancy or interchangability 

does not sit at all easily with the ghostly 

presence of the Holocaust. 
Of course, Anti ck nught easily argue 

that encouraging concerns of this kind, 

including issues of Holocaust signifi
cance and specificity, is precisely the 
intention here. Indeed, multimedia 
projects like this one, which consist of a 

decentred interplay of different dis
courses and discourse levels, have the 

advantage of a certain positionlessness. 

They act as a sounding board for an 
infinite number of even antonynuc 
ideas, echoing in its emptiness at a safe 

remove from the authorial presence. 
The website's invitation to all comers to 

react by "blog[ging] back any thoughts 

Paul Antick. two lovers - mauve co=l~o~ur._,brl~o=c~k_-~b~e~l~z~e~c_-_d~e~c~e~m~b~e~r_2~0~0~6,_._. 
0urte'e)': ___fpul Antick. I 

FUSE MAGAZINE - The Holocaust Visited 

39 



or ideas you might have about the bilJ
boards or any of the other material 
posted on this site" would seem to sup
port this interpretation. Curiously, the 
itourist? website contains a description 
of the tourist chat might readily be 
applied to the project at hand, if not co 
all such projects: "a mere tabular [sic] 
rasa upon which the dominant ideology 
... is effectively writ large." 

As a cyber project, itourist? speaks to 
an increasingly participatory tendency 
in art consumption in the internet age, 
whereby "consumers seem increasingly 
to favour art forms and modes of par
ticipation that allow them to detern1ine 
what they consume, when, where and 
how - sometimes referred to as "con
sumption by appointment." 2 Ancick's 
project encourages precisely this kind of 
consumerist approach, inasmuch as the 
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billboards around which it revolves real
ly have more of an online existence, 
despite their temporary outdoor display 
at three locations in Novem.ber -
December 2006. In their current incar
nation, they form part of the itourist? 
website, alongside the abovementioned 
blog, an image gallery, a bibliography 
with quotes that inspired the project 
and links to excerpts from relevant arti
cles by Antick. Given the fact that 
itourist? both verbally and visually criti
cizes the consumerism of the gaze 
encouraged by "the neatly packaged 
world of mass culture, with its easily 
digested narratives," it is perplexing that 
Ancick's online project should by its 
very design facilitate the "consumption 
by appointment" it seems co reject. 
After all, visitors to the itourist? site dif
fer from the visitors Antick pho-

tographed in all their gaping inanity at 
various concentration camp sites only 
insofar as the form.er are much more 
literally out of place. 

For a moment, set aside McLuhan's 
claim that the medium is the message 
and turn to itourist?'s other content. The 
billboard part of the project, the website 
claims, takes direct issue with conven
tional Holocaust iconography by 
employing a hybrid idiom. that plays 
with the conventions of holiday snap
shots and billboard advertising gim
micks. The ito1uist? billboards feature 
photographs of key Holocaust sites such 
as Majdanek and Auschwitz, which 
have been shot so as to be unrecogniz
able as themselves. The intent, presum
ably, is to resist our reifying and com
modifying gaze. However, the disguise 
is rather pointless since each site is 

immediately recognizable by the equally 
iconic placename emblazoned across 
the right-hand colour panel of each 
poster. And since the location rem.aim 
clear, the disguise, we may presume, 
must be hiding something else. Be this 
as it may, Antick's failed photographs 
deliberately focus on relatively benign 
objects such as a wooden cart, children 
with ice-cream, a hotel room or garden. 
The images (if not the words beside 
them) speak only of the Holocaust 
through glaring absence. 

There is, of course, a tradition of 
eloquent absence in Holocaust repre
sentation. The practice is rooted in sev
eral concerns, including the problems 
inherent in attempting to give voice to 
the unspeakable, the inevitable gap 
between lived experience and its narra
tion. But there is a worrying dimension 
to the system of taboos to which the 
Holocaust is subject: good intentions 
aside, they are at least as destructive as 
they are protective - acts of censorship 
and memory are notoriously difficult to 
reconcile with one another. Given all of 
this, how are we to interpret Antick's 
barred Holocaust images? Are they to 
be understood as traumatic scotoma, as 
sacred taboo, as censorship, as denial, or 
perhaps as an aporetic monument to 
Theodore Adorno's clain1 that "suffer
ing ... also demands the continued 
existence of the very art it forbids."' 
Whatever the case, the project privi
leges absence over presence to the 
extent that it could be said to deny 
itself a content altogether. 

The absences temporarily bracketed 
out, it is difficult to overlook clear and 
present references in ito1.1rist? to Oliviero 
Toscani's controversial United Colours 
of Benetton advertising campaign, 
where the company slogan appeared 
(albeit dinunutively) in white on a vivid 
green background and was aligned with 
some arresting and, the company 
stressed, "real" image. The campaign 
included photographs of a dying AIDS 
patient on his hospital bed, the blood
stained clothes of a dead Bosnian and a 
duck caught in an oil slick. The 
dinunutive logo and traumatic im.ages 

Top: Paul Antick. hotel bedroom - black colour block - auschwitz-birkenau -
december 2006. Courtesy: Paul Antick. I 

Center: Paul Antick. white ice cream ma
1
uve colour block - au~hwitz-birkenau -

december 2006. Courtes : Paul Antick. 

Bottom: Paul Antick. wooden cart - brow colour block - auschwitz-birkenau -
december 2006. Courtes : Paul Antick. 
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Top: Paul Antick. thre~oung_peopl~pink colour block - majdanak - december 2006. 
Courtesy: Paul Antick. 

Center: Paul Antick. two lovers - mauve colour block - belzec - december 2006. 
Courtesy: Paul Antick. 

Bottom: Paul Antick. girl with blonde highlights - blue colour block - sobibor -
december 2006. Courtesy: Paul Antick. 

MA0JANAK 0ECEMBER 2006 

www. visual-cuUurt . com/ pf'()j e ct I\. tovrir.t 
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became the only constants in the poster 
series, with the clothing eventually dis
appearing entirely. 

Toscani's groundbreaking substitu
tion of the product and its identifiers 
with pictures usually seen in the news 
recalls the defensive substitutions that 
Freud saw as being characteristic not 
only of dreams but of any undertaking 
that aims to conceal an "objectionable 
statement in an apparently innocent 
disguise."' In the case of itourist? the 
defensive substitutions seem to be con
cealing not so much an objectionable 
statement as no discernable statement. 
In Antick's billboards, the product (in 
this case, the Holocaust as we have tradi
tionally come to view it) has also been 
replaced with a banality that may be 
valid inasmuch as it speaks of the banali
ty of evil, but is arguably just banality. 

This reversal of the Benetton substi
tution recalls another advertising project: 
the 2001 campaign conceived by the 
German agency Kakoii to promote 
Holocaust awareness and fundraise for 
the planned Memorial for the Murdered 

Jews of Europe, where the slogan "Den 
Holocaust hat es nie gegeben" (the 

Holocaust never happened) was superim
posed on a perfect Alpine landscape, 
which bore no trace of the event being 
denied. In Antick's version, when ele
ments of the Holocaust's traditional 
iconography are raised, as in railway track 

- green. colour block - auschwitz-birken.au -

december 2006 - where a length of rail
way track disappears into the photo
graph's distance - the iconography is 
swan1ped precisely at its vanishing point 
by a girl in the foreground in a self-con
scious snapshot pose, wearing a blank 
expression and clutching, almost as 
though to hide it, that universal tourist 
identifier, a camera. But in hiding the 
railway track behind the girl, what pre
cisely is Antick achieving? Is he drawing 
attention to it ex n.egativo or is he posi
tively drawing attention away from it. 
And if, as Susan Sontag amongst others 
has argued, stock Holocaust images have 
lost their representative function through 
overe~'Posure, a point with which Antick 
may agree, what possible function is 

served by either drawing attention to 
them or obliterating them? To this ques
tion itourist? can offer no answer, lost as 
it is in its own aporiae. 

Antick's use of colour (whether 
consciously or unconsciously) also ref
erences the Benetton campaign. The 
diminutive block of bright green sur
rounding the United Colours of 
Benetton narn.e becomes much larger in 
itourist? taking up half the page. This 
arguably redresses a cynical and disin
genuous imbalance between logo and 
image in Toscani's ads, but can also be 
seen as simply repeating Toscani's 
scheme. A crucial difference is that 
Antick's colours claim. a significance 
that is, as far as one can tell, wholly 
absent in Toscani's concept. 

In each billboard Antick uses one in 
a series of eight colours, the series, 
according to the website, coincides with 
the eight-colour system used both to 
identify and reify prisoners in the con
centration camps. In the rather vague 
and partially inaccurate words of itourist?: 

"Each billboard includes a block of one 
of the seven [sic] colours used by the 
Nazis to designate different categories of 
camp prisoner: yellow = jew; pink= 
homosexual etc."Yet the colours as used 
in Antick's project bear no clear relation
ship to the individual images with which 
they are paired. For example, the purple 
of the Jehovah's Witnesses is teamed with 
a shot of a con1111.ercial building in the 
modern town of Oswiecim, a building 
that has, again somewhat randomly, a 
"Ksero Kolor" colour copying shop on 
its corner. Potentially a reference to 
Benjamin's thoughts on art and technical 
reproducibility or to dourist?'s own bor
rowings. But potentially also a non-ref
erence. 

Artistically speaking, the project 
does reference the Holocaust art of 
Arnold Trachtman, David Levinthal and 
Maciej Toporowicz in the US and 
Jochen Gerz in Germany, all of whom 
have used photography in their 
Holocaust projects in similar ways. 
Toporowicz, for instance, fused Third 
Reich images of ideal Aryans and pic
tures from the standard repertoire of 

Holocaust images with lettering and 
names redolent of the Calvin Klein 
perfume ads in a project appropriately 
entitled "Obsession." And, significantly, 
Toporowicz's fake ads in the Obsession 
series were also not only shown as a 
gallery installation but displayed as 
posters on the streets of Manhattan. 
However, itourist? mirrors Toporowicz's 
not unproblematic art without taking 
issue with it and thus just becomes even 
more "Adorno for the MTV genera
tion," as John Haber called it. 4 

Antick's uncritical use of advertising 
idiom leaves the impression that he is 
himself advertising something. But one 
is left to wonder what this might be in 
a way that was, ironically, never unclear 
with either the Benetton ads or the 
Kakoii campaign. And while the logical 
corollary to Lacan's assertion that a let
ter (if not a tourist) always arrives at its 
destination might seem to be that a let
ter always has content, itourist? remains 
obdurately unclear on what (alternative) 
view it is promoting and to whom. 
Reproducing and perpetuating the 
devices of the advertising industry, 
itourist? fails to critique them precisely 
because it has subjected its own mes
sage to erasure. 

And while the intention of itourist? is 
perhaps less to reflect on the Holocaust 
than to explore Lacan's claim that 
"[N]othing exists except insofar as it 

Paul Antick. town 
center - mauve 
colour block -
auschwitz-birkenau 
- december 2006. 
Courtesy: Paul 
Antick. 

does not exist,"5 any invocation of the 
Holocaust even as a non-theme carries 
with it certain obligations that should be 
met. A moral imperative demands parti
sanship in this context, which is perhaps 
the one thing that cannot be accon1111.o
dated by a hold-all project that, ironically 
or not, in the end just averts its gaze. 

Notes: 
1. Barbie Zelizer's. Visual Culture 
and the Holocaust. (New Jersey: 
Rutgers University Press: 2001), is a 
good example of how the Holocaust 
provides visual culture with endless 
material. 
2. Kevin F. McCarthy. From Celluliod 
to Cyberspace: The Media Arts and the 
Changing Arts World. (Santa Monica: 
RAND: 2002), p.13. 
3. Theodor W. Adorno. Can One Live 
After Auschwitz? trans. Rodney 
Livingstone. (Palo Alto : Stanford 
University Press: 2003), p.252. 
s. Sigmund Freud. The Interpretation 
of Dreams. (London: Pelican: 1976), 
p.224. 
6. John Haber. Tri via Quiz. 
www.haberarts.com/naziart.htm. 
7. Jacques Lacan. tcrits: A 
Selection. trans. Alan Sheridan. 
(London: Tavistock, 1977), p.392. 

Rachel MagShamhrain. received her doctorate 

from Ti-in.ity College Dublin on. the works of 

Hein.rich von. Kleist and lectures in German 

Studies in. Mary Immaculate College, 

University of Limerick. She is currently pro

ducing a first English translation of Kleist's 

Die Hern1annsschlacht. 
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DANCE ON FILM o JUNE 16 - 28 2008 

A SPACE GALLERY 

March 28 - May 2, 2008 

Documentary Uncertainty 
Hito Steyerl, Stephen Andrews, John Greyson 
Curated by Deina Popescu 

Opening Reception Friday March 28 from 7-9pm 
Co-presented by A Space Gallery, Goethe-lnstitut Toronto, and the 
Images Festival 

May 9 - June 15, 2008 

Disputed Territories 
Co-curated by Michelle LaVallee and Vicky Moufawad-Paul 

Opening Reception Friday May 9 from 7-9pm 

40 l RIC HM ONO STREET WEST • SUITE 1 1 0 

TORONTO. ONTARIO. MSV 3A8 . 41 6·979·9633 

INFO@ASPACEGALLERY.ORG WWW,ASPACEGALLERY,ORG 

A Space Gallery gratefully acknowledges the support of our rnembers 
and project partners as well as the Canada Council for the Arts, 
the Ontario Arts Council and the Toronto Arts Counctl. 
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March 6 - 29 
Janice Wu 
Explanere 

April 3 - 26 
James McDougall 
The Basis of Optimism 

May 1-24 
Michel Daigneault and David Meritt 
Visiting Artists' Exhibitions 

May 29 - June 21 
Jaclyn Shoub and Robert Truszkowski 
Visiting Artists' Exhibitions 

June 26 - July 19 
Briana Palmer 

I~. James McDougal~ unt11led (u1ple1), woodcut, 29" • 29", 2006, from 
The Basis of Op1lmlsm. Courtesy the artls1. 

Open Studio 
401 Richmond Street W. Suite 104 Toronto MSV 3A8 
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..... 
::z: 

TOM 
en 
Cl :z: 

• 

March 21 to May 4, 2008 

Nell Tenhaaf: 
homeostatic 

Tom Thomson Art Gallery 

840 First Avenue West, Owen Sound 

ON Canada n4k 4k4 Call 519-376-1932 

tomthomson.org 

www.kag.bc.ca 
465 Victoria Street 

Kamloops, BC 
(250) 377.2400 
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Dunlop Art Gallery 
CENTRAL GALLERY 

Comic Craze 
Curator Sylvie Gilbert 
Organized by Walter Pltillips Gallery 

MARCH 1 4 TO MAY B, 200B 

Pandora's Box 
Curator Amanda Caehia 
Organized by Dunlop Art Gallery 

MAY 1 6 TO JULY 20, 200B 

SHERWOOD VILLAGE GALLERY 

Chris Reid: 
Pride of the Prairies 
Bairn Yaga. Hunnies and Other Subrersions 
Curator Amanda Caehia 
Organized by Dunlop Art Gallery 

MARCH B TO MAY 4, 2 □ 0B 

Cindy Baker: Gimmick 
Curator Amnnda Caehia 
Organized by Dunlop Art Gallery 

MAY 1 D TO JULY 1 3, 200B 
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-TII•~·,.. ... c ......... 
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Aine1., Etheriniton ART CENTRE 

Carole Conde and Karl Beveridge 

WORKING CULTURE 
8 March to 8 June 

Presented with the support of the Canodo Council for the Arts, 
Ontario Arts Council, on agency of the Government of Ontario, 

Kingston Arts Council and the City of Kingston Arts Fund. 

Queen's University 
Kingston, Ontario 
Canada K7L 3N6 

613.533.2190 
www.aeoc.ca 

GALLERY GALERIE 
CONNE~ION 

Top 100: The Art Metropole Collection 
H January through !l!l March 
Organized by the National Gallery of Canada 
Kitty Scott & Jonathan Shaughnessy, Curators 

160 works by 100 international artists dating from the 
1970s to the present. 

Kelly Mark: Stupid Heaven 
5 April through , June 
Barbara Fischer, Curator 
Organized by the JM Barnicke Gallery, 
University of Toronto 

Key works from Mark's past twelve years of production, 
including drawing, sculpture, video, performance, 
audio, multiples and television-based projects. 

Msvu art gallery 
Mount Saint Vincent University 
Seton Academic Centre 
166 Bedford Highway 
Halifax, Nova Scotia 
902 457 6160 
www.msvuart.ca 
Free admission. 

CO Brendan Fernandes 

0 For My Culture 
February I - March 14 

0 Jackie Sumell 
The House That Herman Built 
April II - May 16 

C\I Dana Claxton 
The Mustang Suite 
Jayce Salloum & Khadim Ali 

June 9 -July 31 

Faith Moosang & Christoph Runne 
The Blair Bush Project 
August 22 -October 3 

Artist Exchange with 

Three Walls Gallery, Chicago 
October 24 - December 5 

ALTERNATOR 
gallery for contemporary art 

I 03 421 Caws ton Ave • RCA • Kelowna BC 
www alternatorgallery com 

Alternator G<1llery for Coutemporary Art gratefully acknowledges the support 
of the Canada Counc I !or the Art~ the BC Arts Counc I the Province of 
British Columbia ti\!' ( 11y ol Kelown.J our members and volunteers 

The Alternator Gallery is proud to present: 

ON COMMON GROUND 

CALL 
FOR 

SUBMISSIONS i 

for 2009/10 Exhibition Year 
send to: 
Alternator c/o Programming Committee 
#103 - 421 Cawston Ave., 
Kelowna, B.C. Vl Y 6Zl 

I 

Artist exchange opportunites with Three Walls Gallery 
in Chicago are also availible to selected gallery 
members in late 2008. Please see website for details 
on becoming a friend of the Alternator Gallery. 

Deadline: April 15, 2008 

ALTERNATOR 
gallery for contemporary art 

I 03 421 Cawston Ave • RCA • Kelowna BC 

www. a lte rn atorga I lery. com 

Celebrating regional, national and international Indigenous media art 
in Kelowna BC, the traditional territory of the Syilx Nation. 
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WAITING 
FOR THE 
DUST TO 
SETTLE 
BY LAURA PAOLINI 

If a student falls inside OCAD's 
Sharp Center for Design, can anybody 
hear them tumble? Known as the Cow 
building for its black and white blotted 
exterior, it has an echo when you stand 
alone inside it. I tried it once, considering 
the effects of the reverberations of a sin
gle student's voice. As a recent graduate 
of OCAD, I've had the opportunity to 
observe a number of changes since the 
art college became a university in 2002. 

There are the obvious physical 
changes with the addition of the Sharp 
Centre, as well as significant curricular 
changes from the Beal Institute for 
Strategic Creativity, which finds bidders 
for design student prototypes and 
"focuses on u1;derstanding underlying 
behavior in people in order to foresee 
future product and service opportuni
ties" to the newly minted "interdiscipli
nary" Master's in Art, Media and 
Design. These days, what qualifies as 
First Year Studies is ever-changing and 
throughout my time at OCAD, there 

were always rumors about the amalga
mation of Sculpture/Installation with 
Integrated Media and the discontinuing 
of Ceramics programs altogether. 

Whether or not these rumors 
become fact, they are reflective of anxiety 
among students about shifting curricular 
agendas, access to faculty and growing 
class sizes. With class sizes becoming 
increasingly larger and faculty and tech
nicians struggling to keep the shops safe 
and give meaningful critiques at 15 min
utes per student, one wonders if OCAD 
will be able to maintain its structural 
integrity, especially when its curricular 
integrity is already in question. 

As a recent graduate, I find some of 
these changes disconcerting. Particularly, 
as the school's role as a hub for artistic 
development feels like it is deteriorating. 
As OCAD develops its stage presence, 
like many ofToronto's art institutions, 
with starchitect designed buildings and 
campaigns about public engagement, it 
is also shifting its orientation to a model 
focused on business and profit. The shift 
from studio-based art to a design and 
research-based university makes more 
dollars than it does sense. It begs the 
question, what are the repercussions of 
one form of creativity being more 
lucrative than another? 

Since 2000, Toronto has been seek
ing to generate more cultural cache and 
OCAD is like several "new structures;" 
allegorical of wisdom in its design with 
pedagogical responsibilities that increas
ingly rest on their laurels. The ROM 
only just re-opened, and like OCAD, 
has been one of the knights ofToronto's 
Renaissance. The Art Gallery of 

Ontario, also knighted, will soon re
open after its own extensive renovation. 
Following in the footsteps of several 
European ventures like Nuit Blanche, 
these events and expansions have sought 
to solidify Toronto as a creative city. 

"Live with Culture" has become a 
popular marketing slogan developed by 
the City ofToronto and seen plastered 
on lampposts around town. This sounds 
more like a cornmand than an integrat
ed state of being and begs the question 
of how one participates in their cultural 
impulses. The institutions that seek to 
instill in the public the virtues pre
scribed in their architectural design can 
only go so far if people can't afford their 
admission. The ROM, for example, only 
has free admission during rush hour (45 
minutes before closing at 5:30pm), next 
to the Friday night specials. 

"Ideas Need Space"(OCAD's Slogan) 
is a worn out cliche. Ideas seem. to have a 
lot of space in a city that aspires to 
recognition on a global scale. Despite 
the new additions and architectural n1as
terpieces, what the entire system lacks is 
substance. These masterpiece buildings 
give the impression that simply being in 
the presence of their fac;:ades is valuable, 
yet the institutions inside seem to lack 
the needed public engagement. 

OCAD'S sentiment that "Art Creates 
Change;' continues to be contentious, 
and ultimately it is yet to be determined 
whether the changes that are implement
ed will meaningfully benefit the city. 

Laura Paolini is an. emerging artist, writer 
an.d critical thinker. 

Lida Abdul, Eleanor Bond, Jimmie Durham, Dan Graham, David Ho 
Luanne Martineau, Gordon Matta-Clark.Rita McKeough, Ryan Nordlund 
Wilham Pope. L, Kiyohei Sakaguchi, Edgar ArceneauxN1ncent Galen Johnson/ 
Olga Koumoundouros/ and Matthew Sloly. Curated by Anthony K1endl 

Informal Architectures Edited by Anthony Kiendl. 
Published by Black Dog Publishing, UK, with Plug In Editions and WPG Editions. 

Available through Amazon.com and Plug In Institute of Contemporary Art 

www.plugin.org 

... STRIDE 
1004 Macleod Trail SE 
Calgary, AB T2G 2M7 
403.262.8507 
stride2@telusplanet.net 
www.stride.ab.ca 

The New Gallery 

Eau Claire Market 
200 Barclay Parade SW 
Calgary, AB T2P 4R5 
403.233.2399 
i nfo@thenewgallery.org 
www.thenewgallery.org 
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ARTIST-RUN CALGARY 

TRUCKW 
815 First Street SW, Lower Level 
The Grain Exchange 
Calgary, AB T2P 1 N3 
403.261.7702 
info@truck.ca 
www.truck.ca 



May 12-24 

Consumable Waste 
In conjunction with the international conference Waste - The Social Context 2008, held in 
Edmonton, May 11-15, 2008. In partnership with IDEA, MADE in Edmonton, the Edmonton Waste 
Management Centre of Excellence and University of Alberta's Department of Art and Design. 

June 6 - Ju~ 5 

MIND OF THE CITY 
Judy Chung 

Ju~ 18-28 

Visualeyez 
9th annual festival of performance art. Founded and curated 
by Todd Janes. This year presents artists exploring the 
curatorial theme of Justice. 

LATITUD£53 
CONTEMPORARY VISUAL CULTURE 

Latitude 53 Contemporary Visual Culture www.latitude53.org info@latitude53.org (780) 423.5353 10248 106 St. Edmonton AB T5J 1H5 

SNAP'S MAIN GALLERY: 
Clos('(] rec'Bl)tm Tnvsday 1v1ay 29. 2008 7-9"" 

Exh1b!lion continues April 1 7 - May 31 

Maps and Remaining Geographies 
Recent works by Shannon Collis, 

Michelle Murillo, and Erik Waterkotte 
CW,,rg ,uceptjon Tn,scJay ,lune 5, 2())3, 7-9 ,., 

Exhibitrn continues. June 5 - Ju~ 19 

Untitled 
Karen Dugas 

Openng receptnc.: fhursday, July 2• 2CXJ8 7 9 PM 

Exhibition continues: Ju~ 24 - September 6 

Untitled 
David Poolman, and Slawomir Grabowy 

SNAP'S STUDIO GALLERY: 

O·Js;rYJ recechm: Thursday, :v'by 29, 20C8, 7 --9 :,,.1 

Exhbrtion continues: April 17 - May 31 

Untitled 
Senior-level printmaking students 
from the University of Alberta 

Opoo,ig receptkYI, Th.;rso;;y, June 5. 2,X!8, 7 -9"" 

Exhibrtion continues: June 5 - Ju~ 19 

Untitled 
Kyla Fischer 

1 
SNAP's opening hours: 

tJSf'Jil GALLERY ~~:~~turdays 

society of northern olberlo prinl·arlisls =~~~:""8lble 

SNAP Gallery www.snapartists.com snap@snapartists.com (780) 423-1492 fax (780) 426-1177 10309-97 Street Edmonton AB T5J 0M1 

April 17 - May 24 

lssue/d Paper 
Judy Anderson 

& 

To Swerve and Reject 
Roger Crait 

May 29 - June 14 

Arch Enterprises Art 
Enrichment Exhibition 

HH-OGALLERYI LAT IT u DE 
wda'y of ncr·r.e·n o beitc pri'll·ortlsts 

ha rcou rthouse 
June 19-Ju~ 19 

Twenty20 
20th Annual Member's Exhibition 

June 19-Ju~2 

16th Annual Naked Exhibition 
A selection of drawings, paintings and sculpture 
from the live model. 

Conseil des Arts 
du Canada 
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