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A narrative of Sanitation Collection from workshop days for the Garbage Collection public art project developed 

through collaborative process by environmentalists, sanitation workers and community artists. 
Courtesy Deborah Barndt. See column You say you want to fund the revolution? on page 13. Cover: Student in Photography Lab 1960 

Photographer - Unknown 
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Editorial 

You'll cover a lot of territory in this 

issue of FUSE: from the La Jolla 

Indian Reservation in California to 

the Banff Centre for the Arts, from 

Vancouver to Mexico City. These 

diverse places have an impact upon 

the production of art and culture on 

levels ranging from institutional pol

icy to the highly personalized politics 

of memory and community. 
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Photograph: British Photographic Laboratories of Canada 
Photographer • Unknown 

Johanna Householder's insightful review of Live at the End of 

the Century, Aspects of Performance Art in Vancouver conveys 

the timeliness of this essential anthology of texts recounting the 

history of performance art in Vancouver. Moving one province 

over, Oliver Hockenhull's photographic and text rumination enti

tled "Banff, Utopian Memeplex Machine - Making the Invisible 

Visible" puts to paper probing questions about the current rele

vance of the Banff Centre for the Arts. Richard William Hill takes 

us both to Northern Ontario and to the La Jolla Indian 

Reservation in his interview with James Luna and Rebecca 

Belmore, in which they discuss what it means to do their work in 

their home (First Nations) communities. 

Over the past few months there have been a number of changes 

at FUSE, including an infusion of new members of the editorial 

board. We welcome Michelle Jacques, a writer, arts administra

tor and assistant curator at the Art Gallery of Ontario, Shawn 

Syms, a writer and editor who has done editorial work for FUSE 

since 1992; and Janice Andreae, a writer, visual artist and acad

emic who has been volunteering as an image researcher at the 

magazine for the past year. 

As well, after many dedicated years as Managing Editor at 

FUSE, Petra Chevrier has moved on to an exciting position at 

Bruce Mau Design. We'd like to thank Petra for her invaluable 

contribution over the years and the integral role that she played 

in ensuring FUSE's success. We welcome a new member to our 

group of dedicated staff - Managing Editor Christina Starr, a 

creative writer and performer-producer who brings with her a 

strong publishing background. 

The staff and editorial board are very excited to have these new 

voices at FUSE, and we look forward to working together to 

build on past strengths and move the publication forward. 

The Editors 

erratum 
The caption line on page 43 of volume 23, no. 4, should have 
read 'Detail of Tagore and Mrs. E., Rachel Kalpana James, 2000, 
installation of artist books. Courtesy, Art Gallery of Ontario." 
FUSE apologizes for the error. 
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In partnership with the University of Waterloo 

School of Architecture 

Translinear 
July 7 - Sept 1 

Nicole Collins, Michael Davidson, Angela Leach, 
Howard Lonn, Euan MacDonald, Kazuo Nakamura, 

Taras Polataiko, Margaret Priest, Ayad Sinawi, 
Tony Scherman, David Urban, Scott Wallis 

Open Juried Exhibition 
Sept 8 - Oct7, 2001 

Open to artists from Ontario working in all media 
Deadline for entry: July 28, 2001 

Queen's Square 
1 North Square, Cambridge, Ontario NlS 2K6. 519.621.0460 

■s c re ams / w h i s p e r s■ 

,...... -· . .-.. an 1~• 1 I ! , I • 1 residency . ._, - -
at Charles Street Video 
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416-603-6564 or e-mail us at csv@charlesstreetvideo.com 
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Marshall, Gary Miller, Shelley Niro, Foundation for the Arts. 
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Arthur Renwick 
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International Symposium 
Saturday 7 July 200 1, 1 o am-4 pm 
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Home Made Movies is currently assembling a 
catalogue of home movies from 

Canada and beyond. 

If you have home movies made by your family 
or which you've collected, we would like to 

hear from you! 

i 
contact us for more info or to: 
• include your home movies in the catalogue 
• meet others with home movies or interested in 

home movies 
• be included in home movie screenings & events 
• locate home movies 

homemademovies@hotmail.com 
401 richmond st. west, box #45 

toronto M5V 3A8 

Contact us about showing films from your home move 
collection in upcoming screenings. 

a canadian magazine of new writing 
Prairie Fire "blurs the line that distinguishes a 

magazine from an anthology." 
-Prairie Books Now 

"Prairie Fire 
is lively, 

eclectic and 
lntettlgent," 

-Carol Shields 

Subscribe for 

1 
1 year 

(4 issues) 
for$25. 

Coming up in 2001: 
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Subscribe for 
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First Voices, First Words 
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Prairie Fire 423-100 Arthur Street. W1nn1peg MB R3B 1H3 
prfire(a escape.ca www prair1ef1re mb ca 



FUSE Magazine in 
conjunction with 

AdFactor is 
sponsoring an 

ongoing artist's 
postcard project. 

Submissions will be 
juried and the winning 

pair of postcards will be 
published and inserted 
into an upcoming issue 

of the magazine. 

A $300 artist's fee 
will be given to the 

winning entry. 

Priority will be given to 
works that develop 

critical content while 
successfully engaging 

the postcard format. 

criteria: 
mock-ups or executed 

ideas for a pair of 
postcards 

size: 
4 x 6 inches 

Please include your 
name, e-mail and 

mailing address. 

Electronically 
transmitted 

submissions will 
not be accepted. 

deadline for 
submissions is 
July 31, 2001 
Send proposals to : 
The Postcard Project 
FUSE Magazine 
454-401 Richmond St. W. 
Toronto, ON MSV 3A8 

Column 

Oh well ... 
by Robin Pacific 

A narrative of Sanitation Collection from workshop days for the Garbage Coflection 
public art project developed through collaborative process by environmentalists, 
sanitation workers and community artists. Courtesy Deborah Barndt. 

Mother, may I go for a swim? 

Yes, my darling daughter, 

Hang your clothes upon a limb, 

But don't go near the water! 

In a right-wing climate, the labour movement feeding on its own 

entrails, the left having long ago eaten its young, the boards of 

public institutions stacked sky high with Tories - where are we to 

find the call for social justice, the will to foster real social change? 

Why, in the work of private foundations, haven't you heard? 

Based on huge reserves of private capital !from lumber, from 

liquor), family foundations such as the Laidlaw Foundation, the 

Samuel and Saidye Bronfman Family Foundation and the 

Atkinson Charitable Foundation, to name a few, are accountable 

to no one but their hand-picked boards and federal laws govern

ing charitable foundations. While most of them do use advisory 

panels to award grants, they are not bound by the rules of trans

parency, peer review, confidentiality and arm's length that are 

the sacred cows of the public arts funding world. They are free to 

participate in the projects they fund as "partners" and they are 

free to withdraw or withhold funds if the recipient doesn't meet 

certain "benchmarks." 

The upside is that they are also free to fund projects with a "social 

justice agenda." They can initiate innovative programs, and if they 

don't like them after a year or three, they can dismantle them and 

try something else. They can fund research and evaluation to 

determine "successful outcomes" on which to model further fund

ing programs. Through their funding, they can encourage social 
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inclusivity and civic responsibility on the part of youth, immigrant 
groups and other marginalized or "grassroots· populations. 

These and other Canadian foundations are part of a North 
America-wide trend in private philanthropy that intends to influ
ence public policy where public institutions are too weakened, 
scared or hogtied to do so. They have long ago tried to transcend 
their role as charities, giving handouts tci the poor, to become 
players in the public sphere, "fostering change," promoting "civic 
participation· and "cultural democracy." 

Speaking as someone with firsthand (although brief) experience 
designing and implementing just such an innovative program (for 
the Laidlaw Foundation). I can attest to the genuine sincerity and 
progressive social conscience of many in the field. At the same 
time, this experience enables me to unpack some of the ironies 
and contradictions of private capital attempting to underwrite 
social change. 

First, the phrase "social justice· itself. In recent years this phrase 
has become a kind of shorthand code, a euphemism for all those 
words and phrases that have become infra dig to say out loud in 
public words like Marxism, class struggle, radical, revolution, left 
wing, progressive and socialism. When one friend says to 
another "so-and-so has a social justice agenda," she means that, 
like us, this person is a progressive, a leftie. By the same token, 
however, "social justice" can mean a kind of whitebread liberal

ism, a token of mainstream democracy, of social inclusion, of the 
mosaic. It's a phrase used by Jean Chretien, Bob While and the 
anarchists and radicals in Seattle, Washington and Windsor. It's 
one of those portmanteau terms that, in carrying different mean
ings, can both unite people and confuse or even fool them. So 
when a foundation or its spokespeople claim to be interested in 
funding the social justice agenda, they may not mean what you 
think they mean. 

And of course, although they may espouse one or another version of 
social justice, they are structured on a strictly corporate, hierarchical 
model with virtually total power wielded by the executive director. 

Another critical term is "partnership." Funders, both private and 

public, increasingly want evidence of partnerships, of groups 
combining resources. Yet their own individual funding cultures are 
so particular that the idea of their pooling funds, of becoming 
partners themselves, is daunting at best. Furthermore, many 
foundations want to participate in a project and see themselves as 
one of the partner organizations. Yet the partner with the purse 
strings is hardly an equal one, and arts groups accustomed to 
arm's length public funders react in horror at what they perceive 
as possible interference in the artistic process. Beware of founda
tions bearing gills! 

II all comes down to change, and how you believe cha.nge hap

pens. On the one hand, there is the will to influence public policy 
around social issues such as the environment, child poverty, the 
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disaffection of youth or art education. The idea seems to be that 
if you put a study funded by a foundation on the desks of the 
right people in the civil service, people who have the ear of the 
right politician, then progressive legislation will follow. On the 
other hand, by funding projects that encourage or promote civic 
engagement among disenfranchised populations (youth or immi
grants, for example), you will effect change from below. So far, 
we are still in the land of neo-liberalism, where social change 
means increasing social involvement in what currently passes 
for democracy. 

Yet even here, problems and contradictions arise. The Bronfman 
Foundation, for example, is currently funding a major national 
study on art education. They aim to demonstrate that children 
who make art do better in school. (Why they don't study children 

who gel extra math tutoring to see if ii makes them better artists 
is another question). Given the drastic cutting of art education in 
Ontario (the sole access to art that the majority of students in the 
province receive) and thus the exclusion of a whole generation of 
Ontarians, we can only applaud the motives of such an endeav
our. What's not to like? 

The Bronfman Foundation provided start-up funding for the 
School of Social Work at McGill University to design the study. 
Seven community-based art groups across the country were 
selected. The first problem arose, however, when some of these 
groups, subject to the usual vicissitudes of funding for small non
profits, either ceased to exist or couldn't guarantee they'd survive 
the duration of the study. Bronfman will fund the projects that the 

School of Social Work will then study, but the old familiar problem 
of how to get operating funds doesn't go away. 

Bronfman's further funding is contingent on matching funds. Well, 
it seems that the other institution interested in working with chil
dren and youth, and willing to come in on the project, was the 
RCMP. The Mounties made their participation subject to two condi
tions, first, that the study could only be of "youth at risk," and sec

ond, that there had to be a guaranteed number of volunteers for 
the projects (originally the projects were supposed to be open to 
all children). So the participants are now labelled and the artists 
are once again being asked to work for free. The study itself 
involves children taking workshops for three-month periods with 
their parents and teachers being asked such questions as "Now 
that Johnny's taken this art class, is he relating better to his 
peers? Have his marks improved?" 

Now we have an art and education research project, the intent of 
which at least is commendable, looking like something else alto
gether on the ground, surveillance. There's a disjuncture between 
the intent of the foundations (usually looking down from the fif
teenth or twentieth floor) and the resulting project on the ground. 
While there is nothing wrong with the Bronfman foundation lever
aging other funding through its good name and good will. what 
does seem questionable, is the failure to imagine how the study 
will be perceived by those meant to benefit from ii. 

Detail of censored mural from the Garbage Colfection public art project, Groce Channer and Min 
Sook Lee in co-operation with The Totonto Environmental Alliance and sanitation workers tram 
CUPE Local 416, Summer 2000. Courtesy Deborah Barndt. 

It's just such a failure of the imagination that fuelled the contro
versy surrounding the Laidlaw Foundation's funding of a pilot 
community art project known as the Garbage Collection. 

Last summer a team of environmentalists from TEA (Toronto 
Environmental Alliance). sanitation workers from CUPE Local 416 
and three artists painted murals with a recycling message on the 
side of garbage trucks. The project was funded by Laidlaw and 

had the enthusiastic participation of the city's culture office and 
the full approval of the works department. The trucks were 
painted around the same time as the city's controversial decision 
to ship Toronto's garbage to Kirkland Lake. At the media launch, 
the press spun the story as an anti-Kirkland Lake protest. 
Councillor Bill Saundercook, chair of the works committee, 
demanded that the trucks be recalled and the murals painted out. 
In the end, one mural on the side of one truck was indeed painted 
over. The mural depicted a train full of garbage leaving Toronto, 
while three porcine-looking men in suits clutched fistfuls of dol
lars. The group who painted the mural meant to suggest that 
there was money to be made contracting out garbage. 
Saundercook thought ii meant politicians were on the take and 
that the artists had defaced city properly. 

Surprisingly, the Toronto arts community hardly raised a single 
voice in protest over this blatant act of censorship. To its credit, 
the Laidlaw Foundation supported the mural group and felt that 
the controversy had furthered their goal of fostering "cultural 
democracy" and "resistance." They authorized funds for the group 

to repaint the censored mural and plans went ahead to paint it on 
the side of the Bamboo last October. At the same time, municipal 
elections were underway and the major, really the only, election 
issue was Toronto's garbage. Mayor Mel Lastman was endorsing 
Saundercook against David Miller who had opposed the Kirkland 
Lake proposal. The Toronto Environmental Alliance declared 

Column 

Saundercook to be "Public Environmental Enemy No. 1.• A few 

days before the mllral was to be painted, the Laidlaw Foundation 
informed the Garbage Collection project that it would not release 
funds until after the election. 

There were several reasons given for this decision. The funds had 
been authorized contingent upon the development of a communi
cations strategy. There were rather different opinions about just 
what such a strategy would mean, ranging from an agreed upon 
press release to something involving months of work and thus 
justifying the Foundation's decision to postpone the funding. The 
issue of whether a Foundation can be seen to be involved in elec
toral politics in any way was first proffered and then withdrawn as 
a justification. The Foundation didn't want the artwork once again 

to be highjacked by the Kirkland Lake issue when the mural was 
intended to be about recycling in general. 

The consensus in the community, however, was that the situation 
was too controversial, too political, and Laidlaw basically choked. 
They said they wanted to fund resistance and social change, but 
drew the line when those possibilities became realities. Hang your 
clothes upon a limb, but don't go near the water. Not surprisingly, 
the mural group felt that this was a second act of censorship, a 
view that the Foundation heatedly denied. In spite of a meeting 
called by Laidlaw some weeks later to discuss the issues, the two 
sides remained unreconciled. 

The idea that Laidlaw was a partner in this whole affair is prob
lematic. Their decision was sudden, unilateral and non-nego

tiable, hardly the modus operandi one expects of a partner. They 
seemed not to realize the simple fact that their controlling the 
funds gave them power none of the other players had. They also 
seemed unable to imagine how their decision was received on the 
ground. Since community art projects typically involve several dif
ferent groups (schools, community groups, libraries, politicians, 
works departments and others) their success always depends on 

Katrina Miller (middle) of the Toronto Environmental Alliance(TEAJ and Grace Channer (righU point 
the censored mural on the side of a garbage truck, Summer 2000. Courtesy Deborah Barndt. 
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everyone's ability to imagine how things look from where other 

people are silting. Harder than ii sounds, perhaps, but nonethe

less essential. In fact, I would argue that this "act of the imagina

tion" is the essential ingredient in cultural democracy. 

To give Laidlaw its due, there is nothing in the mission statement 

that is inconsistent with a liberal idea of social justice - it's 

Trudeau style liberalism four-square. The program that funded 

the Garbage Collection project was its radical baby, and when 

things got loo spicy, the baby had to be silenced. 

The mandate of the Atkinson Charitable Foundation, established 

by Joseph E. Atkinson, former publisher of the Toronto Siar, is 

more explicit. According to the guidelines posted on their website, 

they "look for projects lhal...are radical and innovalive ... ideas and 

projects that challenge current altitudes, policies and 

approaches, and that not only identify but attempt to address the 

systemic reasons for economic and social injustice." 

When I asked the Executive Director, Charles Pascal, what he 

meant by "social justice," he replied, "Fairness. Canada used to 

be about fairness, now it's something that floats in the wind -

nice if we can afford ii. We wouldn't call ourselves left-wing 

because that's ideological and we are a charity. But if someone 

from the National Post calls us left-wing (and they mean ii as an 

insult), we don't care." 

Atkinson definitely views itself as a partner with its grant recipi

ents in two distinct ways. First, they "link up resources in a timely 

and transparent manner, to play the role of honest broker." For 

example, they might provide a communications expert to a group 

lo help them write their proposal. In one instance, the Board 

offered to increase the salary of a group's employee. They fell 

they couldn't justify someone gelling an unfairly low salary when 

their project was about promoting fairness. Second, they feel they 

have a responsibility lo make groups accountable and definitely 

want to influence outcomes. "We're not just, 'Here's the cheque, 

see you later."' 

They have recently funded a chair al the University of Toronto in 

early childhood development and education. According to Pascal, 

"We wanted a lot of say. We are the strategic investor." They 

wanted lo ensure that this would not be simply a research posi

tion, but would bring "doers and thinkers" more closely together. 

"We say that's what this chair's about and we set ii up that way. If 

they don't like ii - say they just want the research side - we 

wouldn't fund ii. If you want $1 million from us, we have to co

determine ii." Pascal feels that in influencing events on the 

ground, they are practicing due diligence as a funder. "There's 

lots of organizations out there who don't know themselves as well 

as they might, and if they don't want our due diligence in pointing 

it out, they won't gel our funding." 

At the same lime, Pascal is sensitive to the issue of a power imbal

ance between the partner dispensing the funds and the partner 
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Censored murol in progress with Fiona Skurjat of CUPE Local 416, sanitation workers, Summer 
2000. Courtesy Deboroh Berndt. 

receiving them. "With money comes huge responsibility. Number 

one, recognize ii. To be effective you have to acknowledge power 

imbalance. II lakes unusual respect." Atkinson plans a third-party 

evaluation of their own role as a funding partner where grant 

recipients will be able to respond anonymously. Pascal looks for

ward to this critical response, which will help them improve their 

role in the future. 

I tried to ascertain where the limits were, when something had 

become too controversial or too political, and where the point was 

for Atkinson that Laidlaw had obviously reached. Each year 

Atkinson funds a major journalistic study. I asked how they would 

respond if, for example, someone doing a study of "the systemic 

reasons for economic and social injustice" (to quote again from 

their mission statement) came to the conclusion that capitalism is 

the systemic cause of poverty and that the way to address it is lo 

advocate the violent overthrow of the slate. "We wouldn't fund 

that person" was the response. Bui say you already funded them 

and they reached that conclusion in the middle of their research. 

"You're painting a picture I can't imagine." 

As Pascal says, "There is very little progressive money in 

Canada." In spite of problems at Laidlaw, the program continues 

and is funding some exciting initiatives in cultural democracy with 

Mayworks, with Myths and Mirrors in Sudbury, and with the Hotel 

and Restaurant Employees Local 75. The Atkinson Foundation 

has funded some excellent exposes generally published as a 

series of articles in the Toronto Siar, and the Bronfman 

Foundation's Urban Issues program, under the guidance of Gisele 

Rucker, continues to fund outstanding Canadian community art 

projects over a three-year period. These foundations often attract 

individuals as directors or program officers who have a somewhat 

maverick approach, who are on the left side of the "social justice 

agenda" and are sincerely motivated. They generally have trans

parent procedures of one kind or another. It's just important to be 

aware that there are definite limits lo the kind of political change 

they will fund, and in the end, because their money is private 

money, they can do whatever they want. 

Robin C. Pacific is an artist, activist and writer who believes in mak

ing art part of everyday life. She is the co-founder of Art Starts 

Neighbourhood Storefront Cultural Centre and has installations in 

the local fire halt, health and community centres. She recently put 

2,000 books in a Toronto ravine, following the course of a buried river, 

and produced Babes in the Woods, the art computer game for women. 

■ 

■ 

Feature 

Utopian Memeplex Machine 
Making the Invisible Visible 

We can and should build an 

institution here dedicated to 

the cultivation of the mind ... in 

all varied aspects ... which as far 

as man's humble efforts may go, 

will be worthy of the setting. 
- Douglas Cameron, first director 

The BanffCentre for the Arts. 

This rhetoric of location and the calling to a higher art. 

The founding ideals of the Ban ff Centre for the Arts - a 
panorama of utopianistic vistas, of determination, a 
legacy dependent on experimentation, inclusivity and 
the placing of the individual and the cultural in the 
embrace of a site so sharply configured, in an air precise, 
and then humbled by the extravagance of geological time 
and upheaval and the alert of nature. Yes, easily defined 
as Romantic, but that would be too easy, as is the simple 
of the dismiss as tourist trap. To be in awe - the intoxi-

cant of making you small and seeing the largesse of the 
world - who knows the complexity of a mountain lion 
feeding her young? 

Photograph from the inside cover of the 19'.9 Banff School of Fine 
Arts Calendar. Photographer - Unknown 
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As the human species fouls itself in its own greedy fossil 
fuelled inertia - the means of its own survival, though at 
hand, is as if invisible. 

The integrity of creative thought and rationality, radiant 
in imagination and intellectual, aesthetic and design con
nectivity, is disregarded. Lethargy, purchase and/or a 
dependence on the misuse of historical consciousness 
rules the prevalent night. 

Radical problems requiring innate solutions 

The task may take a hundred years or more, but 
that is the perspective we must have if we are to 
do justice to the opportunity which is ours. 

- Douglas Cameron 

It is sometimes suggested that we do not live in a class
based society. Ha! Yes, we are all consumers under the 

great glaring eye of the dollar (not the Canadian Peso, 
thank you). Each and every problem is subsumed under 
the aspect of our global consumer identity - which 
name brand is my lifestyle? To then speak outside the 
confines of ike/Sony worlds, to posit that the intellect 
of our society necessitates a platform from which not only 
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to speak, but to be heard (as pervasively, say, as a new 
underwear label or the latest pop group) places us in the 
class called "the invisible." 

The invisible, the taken-for-granted environment, is the 
support from which dangles the fabric of culture. 

It was in the years of the Great Depression that 
a small grant by the Carnegie Corporation of 
New York that allowed the extension program of 
the University of Alberta to initiate in August of 
1933 "an experimental school in the Arts related 
to the Theatre" in Banff. 

Generally the arts are allowed this pristine space of pub
lic indifference. The arts - possibly pretty to look at, 
comforting to hear - but not the markers from which 
social structure is to be rethought. 

Yet to discount the creative is to slight creation itself The 
lack of regard is prevalent - in education, in business, 
in government. 

A community's hierarchy of responsibility must, if it is to 
be rational, be founded on ecosystemic principles. The 
liberalism of the economy is really only the tyranny of 
the market. Ideological constructs, or the rules of market 
and desire, or the neurosis of alienated consumerism 
matter little during a drought, a flood, or to the intestines 
of a child who has drunk water from a polluted source. 

Cultural production presupposes a culture to produce for, 
and as we slip further into a McCulture we are seeing 
more and more McArt - an art empty of time, empty of 
meaning (other than self-promotion), i.e., art that is a 
reproduction of the logic of consumer capitalism. 

The end of World War II came a few days before 
the close of the 1945 summer session. The 

young struggling institution known as The Banff 
Centre for the Fine Arts had survived 5 years of 
depression and 6 years of war all through this 
time it had grown in strength and vigor and it 
had sent its message to the far corners of the 
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Canada and the world. It had sur
vived and taken root and become 
self-supporting because in a modest 
way it had filled a need in the minds 
and hearts of the Canadian people. 

- Donald Cameron, Campus in The Clouds, 

Toronco: McClelland and Stewart, 1956. 

Culture is a tool - and the need for the 
Means of Access. 

Banff contains within its originating scope 
the promise of a meta-institution, an institu
tion that promotes the intercourse of the cre
ative, the ecosystemic and the question of 
the organizational. 

The service of art to the human spirit is not lim
ited to the few but is universal for all...art is not 
for adornment's sake, or preaching sake, or plea
sure's sake, not for the sake of gratifying the 
senses, or exhibiting technical skill, not for art's 
sake, but for life's sake. 

- E.H. Griggs, The Ban ff School of Fine Arts Calendar, 1949. 

The paradigmatic function of the Banff Centre as a vehicle 
or tool for culture 
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Tools are artifacts, but they are not in essence 
objects. Since they qualitatively increase a 
species possibility of organizing and controlling 
the matter-energy in their ecosystem, their pri
mary characteristic is that of information. They 
are forms which inform; they are informed 
because they remember the past and make pos
sible new types of projection into the future. 

- Anthony Wilden, System 011d Stn1ct11re (Second Edition), 

London: 'Iaviscock Publications, 1980. 

It is the status of their products, not the con
sciousness artists have of their activity, that 
defines the social effect of works. 

- Peter Burger, Theory of the Avant-Garde 
(translation from the German by Michael Shaw), 

Minneapolis: University of Minnesota Press, 1984. 

Feature 

The institutiort as tool. The evolvement of a mnemonic 
trace - to be improved upon. The Banff Centre is artic
ulated as a place from which the cultural can reassert 
itself over its fate through the act of the imagined. It is to 
do this person by person, by creative expressivity and by 
an internationalism respectful of difference. 

Canadian Glasnost contra the production of Canadiana 

What is wrong with Canadian cultural production/iden
tity in general? Limping, lumbering movements - body 
parts not coordinated - the whole bumbling contraption 
is thoughtlessly headless! (Our clutch of various institu
tions, the NFB, the CBC, the CRTC, the artist run centres, 
the museum art circles, the university art programs, the 
various federal institutions, not knowing, not caring, not 
supporting, and often even antagonistic to one another!) 

The Canadian heritage department de-evolved years ago 
now from the Department of communication has neither 
the fortitude nor the expertise to coordinate the various 
agencies that it funds. It is as if this hydra head had little 
time to imagine itself functioning within the needs of a 
national culture, a culture not simply one of the past, not 
one so much of heritage, but of modification and move
ment, of future prospect. 

It would be unfair to blame the Banff Centre for failures 
that are distressingly so national in scope. Most promi
nently, the CBC and the NFB have apparently little use 
for the Banff Centre for the Arts, a centre devoted to cre
ativity and innovation in the arts and especially in the 
media arts. Is it the fact that the centre is located in 
Alberta (albeit in a national park)? Or more plausible, 
that these crown corporations are so institutionally frigid 
- their position so taken for granted and unamenable to 
scrutiny - that they are blind to the seductions of spec
ulative thought, fearful of collaborations, and the inter-

course of joint institutional projects and research? (Note: 
media/visual arts should be more responsive to it's own 
national responsibilities. The often-heard comment 
from artists and artist-run organizations across the coun
try is that they feel very distant from the centre - they 
feel it to be cliquish. Conclusion: media/visual arts needs 

FUSE Volume 24 Number 1 21 



to outreach in more effective, responsive and inclu
sive/democratic ways. 

Adjusting the noise to signal ratio 

The centre must take on a much more active role in the 
creation, articulation and promotion of cultural theory 
and activism. In the past three to four years, and 
acknowledged by the principles involved, very little has 
been published and disseminated in terms of the work or 
debates of artists who have been resident in visual/media 
arts. Research is poorly funded and many projects never 
receive the technological expertise necessary to bring 
them to successful conclusion. As well, the overall fram
ing of the aesthetics and/or direction of the centre itself is 
left to promotional phrases and the thematic residences. 

Fixing limits and the allowed playing field 

The concentration of the media and visual arc departments 
on thematic residencies presents a significant dissipation 
of institutional intent. Instead of persistent enquiry into 
constitutive aesthetic, creative, communicational and/or 
design principles of various media or social paradigms, the 
thematic residencies predicate artists' involvement via the 
interpretive fancies of the centre's directors. (Maybe it is 
all we can expect in this age of apathetic disenfranchise
ment ... maybe chis spoon feeding is the necessary correlate 
of artists not knowing what purpose they are to assume?) 

(The programs are outlined until the year 2003! In 2001: 
"Spores" and "Slo-Mo: On Time," in 2002: "WildLife" 
and "Public/Private," and in 2003: "Twins: Doubling, 
echoes and repetition.") 

Abdicating the wide-angle strategies and comprehensive 
objectives of the founding principles and interdiscipli-

nary vision, media/visual arts could be depreciating itself 
out of a job and depriving artists of a key institutional 
forum - a forum chat could be continually weighted in 
historical perspective and future expectance, a place of 
ongoing debate, discussion and production. 
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To be fair, the jury chat decides on acceptable projects for 
the thematic residencies throws a large net - practically 
any reading of the theme is gist for the mill. In parallel, 
the visual/media arts does offer "self-directed resi
dences," however these residences are not as subsidized 
as the thematic residences. (Co-productions for particular 
individual projects and workstudies are also juried on a 
continual basis.) 

Yet the clear emphasis - and the largest allocation of 
support - is for the thematic residencies, ultimately a 
historical erosion of the role of the centre media/visual 
arts for Canadian and International artists, as it is a dissi
pation of actionable intents. 

At many stages we possess new constructible 
tools or new intellectual tools which obviously 
are bound to increase our powers considerably in 
some direction or other. The question is in what 
direction? It is just as truly a work of invention or 
discovery to find out what we are able to accom
plish by the use of these new tools as it is co 
search for the tools which will make possible a 
new device or method. 

- Norbert Wiener, The Core tmd Feeding of Ir/ens. 

Cambridge, Mass.: MIT Press, 1994. 

This premise of the centre as a liminal space for cultural 
articulation would demand that it profoundly embrace the 
tenets of its own raison d'etre. That it theorize, rationalize 
and actualize its existence in terms of a vital synthesis of 
creativity, environmental awareness, and leadership edu
cation. To do so, the centre is obliged to develop a level of 
integration, understanding and appreciation between 
departments and disciplines not currently expressed. It is 
also required to produce, in a consistent and continuing 
way projects and publications heralding its own role as a 
key, attentive author in these fields. 

Cultural renaissance, innovations in the arts, a democratic 
and active citizenry, the application of technology toward 
the liberation of individual creativity instead of further 
indenture to the system grid ... How? Certainly by intro
ducing a greater professionalism in the visual/media arts. 
That is to say a furthering of discourse, analysis and crici-
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cism of artistic practice and a substantial registration with 
the design arts (and industries), and with communica
tions, civil planning and architecture. The introduction of 
these arts at the centre should not however impinge on 
the ocher established areas, such as what was called once 
upon a time the fine arts; their addition must be accom
modated without taking away from other areas. 

Yearly seminars dealing expressly with the question of 
creativity and the care and nourishment of invention and 
innovation in all their forms (social, artistic, civil, struc
tural) would be called for. Actual material, social goals 
and projects established at such meetings would make 
the seminars more than gabfests. Representatives from 
concerned player institutions - national and interna
tional - would be involved and an equal or larger num
ber of independent artists/scholars contracted. 

Currently the Ban ff New Media Institute, a division of the 
media/visual arcs department, holds seminars and work
shops of crucial interests to digital artists. Directed by Sara 
Diamond and Susan Kennard, the seminars are generally 
brightly conceived propositions and queries of new media. 
They are smart and practical workshops that are orches
trated and composed by the directors to engineer ideas 
and projects. With its blend of raw cross-disciplinary 
curiosity and practical applications, the Banff New Media 
Institute is, in miniature and in limited fashion, an exam
ple of the construct of the preceding arguments. 

Here we are expressing purpose founded on utopian 
impulses, a cognition of the not yet achieved potentials 
of a Blochian analysis. Obviously this embracing is out
side the perpetual refusals, postponements and inepti
tudes of the academic postmodernist conformist. It is 
crucially important that the Banff Centre for the Arts 
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remain a centre for the independent artist/intellcctual -
not a conference retreat and recreational centre for those 
individuals who have already (too often) acquiesced and 
accommodated themselves to the status quo in their 
fields, at their institution, or in the world. 

Aesthetics is a subgenre of communication. Perhaps it is 
the valuation of communication - of the possibility of 
the creation and anamnesis of a self, of a soul. Therefore, 
it is a relative of ethics. A relative of ethics, or justice - a 
placing into just relationship, negotiation, and then the 
ecstasy of union, of pleasuring sense. A politics of aes
thetics, a social of aesthetics would take seriously its 
responsibility to the environment, to definition, and to 
the body of humankind, as the ecology is the frame. 

The commodity under consumer capitalism is 
infinitely substitutable and indefinite. In this 
way substitutability becomes the principle of the 
production of meaninglessness. The response of 
the much serious art of the late twentieth and 
early twenty-first centuries is to confront substi
tution with definition. 

- Sean Cu bi tt, from 
http://www.imaging.dundee.ac.uk/people/sean/as.html 

To be more than a data cloud amongst the data clouds 
the value of the individual transforms from sign to signi
fication, becoming articulate through social, political and 
poetic connection and empathy. Grounded in aspiration, 
i.e., the ground of the mortal alive, the traverses and 
articulations, shades and raptures of the movement of our 
days become the marks and masks of our art and our soci
ety. The work is rebellion against the occultation of self 
and politics by the facileness of consumerism, the igno
rance of careerism and the imbecility of institutionalisms. 
By way of the vision from the top of the mountain, the 
work of engagement turns to demands, necessities. 

LINKS: 
http://www.banffcentre.ab.ca 
http://www.banffcentre.ab.ca/nmi 
http://vrww.banffcentre.ab.ca/mva 
http://www.crosswinds.net/-ideoplastic 
http://www. imaging.du ndee.ac. u k/people/sean/as. html 
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Soft Rock. 2001 
Def Leppard 7 day weekend concert lour I-shirt 
AOOC shirt 
boys XL underwear 
cowboy black fringe 
black fishnets 
sewing thread and needle 
Model, Eowyn 
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William Hi( a 
the possibility of 
bringing it all 
back home 

James Luna: When you say community, are you talking 
"Indian community" or are you talking where we live, or 
where we're from? 

Richard William Hill: I'm thinking about your home com
munities, but the complexity of relationships to other 
communities is something I hoped we could flesh out. 

JL: Because I feel kind of at a loss there. I live in an 
Indian community. It does have a lot to do with my work 
because of the subject matter, but it doesn't in a way 
because I just live there. Maybe I contribute that way. I 
guess I do. I get a big kick because people have no con
cept of what I am doing here this weekend or in general. 

Rebecca Belmore: You mean people from your commu
nity, your home? 

JL: From my home. I'll tell my Mom. She'll go, "Oh, 
that's nice. Behave yourself." Which means I'll be get
ting all frothy and fucked up here. And then the boys -
I have a circle of friends and relations that I hang with 
and they are an integral part of my work. I get tickled 
because I got an article in the local newspaper, so "if it is 
in the newspaper, it must be true and ... you must be 
famous." It was great because I went to the store (a travel 
store and gas station) and people said, "Hey, got that arti
cle!" It tickles me, but it is kind of embarrassing because 
in one way I want them to know about this and in 
another way, when I get recognized for it, I want to run 
and hide because I don't want to be different in my com
munity. But I certainly want the respect. 

RB: You just did that performance one time in your com
munity though. 

JL: Yeah. 

RWH: That's what I was thinking of, the film that Chris 
Ayre made of the performance you did in your home 
community. 

JL: I have done limited things. 

RB: And in your video stuff - like putting "the boys" in 
the video so that they participate. Maybe they don't 
know what they are participating in but they are willing 
to be in it. 

JL: And those are really the highlights. I would not be 
dancing around with a goddamn potato in my underwear 
and walking around in snake-skin pants on the rez. I would 
but... people have mixed-up ideas about me anyway. So I 
get to live my fantasies out more so than at home. 

RB: Those are your fantasies? I didn't know that ... 

JL: I don't cell you everything, Rebecca. 

RWH: Well, he was up there peeling his clothes off. 

RB: That's right. 

JL: That little script piece came from when I went down 
to Tijuana, to a Mexican bar. There are bars for the 
tourists and then there are the strip places for the 
Mexicans and chose places are a lot more fun. They have 
these ladies up there chat just. .. well, they had seen bet
ter days and they had rolls and scuff and they did some 
sort of dance. All of them had this fuck-you look on their 
face: like, "fuck you, guys." Everybody's whistling and 
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things like chat, but they don 'c care. So I can do chat coo. 

RWH: It's an interesting idea that you get a certain amount 
of freedom when you go away, but at the same time, you 
obviously are getting something when you return. 

JL: I can hardly wait co gee back. I like the peace and 
quietness, my own bed, co cook something up as opposed 
co going out co eat. I enjoy it when I am here, but it is 
great co gee home, because it is so different and I am 
comfortable there. I am also comfortable ocher places, 
but there is a certain point when I really need co gee 
back, reconnect, and then I gee antsy and look forward co 
the trip. 

RB: I was just remembering when I first came co visit you 
back in 1988. I was just starting co make work, and I was 
really impressed with how you lived, how you worked, 
how you were ... 

JL: A simple man. [laughter] 

RB: I was interested in how you were dividing your time, 
that you had your counseling job at the college 

JL: I'm still there. 

RB: I really was interested in talking with you because I 
chink it's a really cough thing - chat's what I found, 
myself - co be able co stay in a small place, on a reserva
tion, and co still make work from there. 

For example, I live here in the city and I (kind of) 
try co go back and forth, but I don't know when I will 
actually get co go home again. Life is very complicated 
and time passes. For myself, I don't really feel chat I 
work for my community, my home and my own family 
or relations or people that I know. On the ocher hand, 
when I saw you [James] in Saskatoon I did a perfor
mance there. The performance was site specific 
because I was dealing with a local issue and I wanted co 
communicate, through the work, with the people who 
lived there, the Indian people who lived there. I chink it 
was fairly successful. In chat way, I do gee co connect 
here and there with Indian people, but not always. I was 
in Quebec City, and there were no ocher First Nations 
people there, so it really fluctuates. 

RWH: I guess with performance you know whether you 
succeeded or not right on the spot? 

JL: It's immediate, yeah, but I remember when I first 
started really touring and I thought, chis is great. I've got 
calls coming in and I'll just book 'em. After the first cou
ple, it became apparent to me chat chis is cough. I can go 
out and do an installation and it almost becomes chera-

30 

peucic, because I am sitting there lace at night, having a 
Diet Coke, smoking cigarettes, putting things up and sit
ting back and looking at it, and I have the music on. I 
mean, it's just a wonderful moment, but with the perfor
mance it's [snaps his fingers] and then it's over. There's 
no legacy. It's in people's minds, which is powerful, but 
it's so different. So, I learned there are pros and cons, and 
you really wonder whether you did succeed or not. And 
people come up and say ... 

RB: That's the awkward part, don't you chink? When 
you're standing around, or you're just packing up your 
scuff, and people approach you, not sure whether they 
should, or they are not sure what they want, but they 
want co say something. I always feel somehow like I am 
waiting for someone to come over to at lease say some
thing. After it's over I would like to know, "How was it?" 

RWH: So it's not something you immediately gee from it? 

RB, No, and if no one will come over, then you probably 
sucked. 

RWH: Or scared chem. 

JL: Yeah, because they don't really know how co cake 
you. Who is the real Mr. Luna? Mr. Potato or ... ? 

Do you ever get asked chis, "Would you do a ques
tion-and-answer thing after the performance?" 

RB: Yeah. 

JL: And I say "No." I either want co hug somebody or kill 
somebody. It's not the time. You pour your guts out and 
then somebody comes over and asks, "What do you chink 

. about the medicine wheel?" Actually, last night I got an 
interesting question and I guess chat I am still processing 
it because I wonder, "Does chis guy chink I really know 
something or did he just take the opportunity to come up 
and ask an Indian?" He has an instructor who is half
chief, right? And she is very hostile co him. I said "Well 
it's probably from her own cultural baggage." I said, 
"Who is the male in her life?" Then I thought, what am I 
answering here? It's like ... 

RB: How did you gee yourself into chat shit. 

JL: You know, it's like I was the instant therapist there. 
Bue I came up with a good answer, I said, "Take her 
some tobacco ... and then walk away." [laughter] 

RWH: Going back co Ayre's film of you performing in your 
home community, how was chat experience different 
from ocher audiences or ocher communities chat you per
form for? 

JL: That was one of the scariest moments of my life. 
People on the reservation, they know I am an artist, and I 
just play along because I don't wane co insult people's 
intelligence. They ask, "How is the painting going?" I 
say, "Great!" You don't want to sic down and cry co explain 
the history of arc co chem, but here I was going co expose 
myself, what I do, and I knew they would be the toughest 
critics. That people would actually come co chat co see 
what I was made of. That people would come there co 
reaffirm their ideas, not co change their mind but to reaf
firm "he's a loser, just doing it for the money." Or ocher 
people that were my relatives were really proud of me and 
were curious. These performances here, I go home. But 
there, I was home, and I'd see these people the next day, 
the day after. It was not like the one-night stand. 

The date approached, and I was just like pins and 
needles. My brother Willie was my tech, and I did the 
bicycle piece first. I chink probably out of chose pieces I 
did it's more arty and its complex. And so they 
applauded, it was a nice applause but I could see they 
were chinking "What is chis?" - bewildered, you know. 
Then I went off and then I came back on for chat story
telling piece. What's really great when I have an Indian 
audience is they laugh at the right place, but there it was 
a more hearty laugh, because I used first names and they 
knew the places and they were right there. In face Willie 
ran in after I walked off stage after chat piece and he 
goes, "You've got 'em now." I had really brought it back 
home with chat piece. 

That was pretty cough and what was really cough was 
that, in that video, it was Chris' idea co go out and inter
view people in the street because he said, "You know 
there is a bigger story here than just you performing." 
After a couple of weeks, he said "You know, there are 
some pretty funny ideas out there about you. Kind of 
negative. You want co see this stuff?" I said, "No, not 
right now. I know that." Then after I saw it and heard 
some of what they were saying, it confirmed things. To 
hear it was cough. Bue I accept that and I would not 
change it. Puc it in there because chat's important. I don't 
want this, "Oh, we love James and everything is perfect," 
because I'm not. 

RWH: Rebecca, I know we've talked before about some 
of the stuff you've done in Thunder Bay, about band 
night or open stage ... 

RB: Talent ighc. That was quite a while ago. That was 
probably in the mid-'80s. Basically there is chis neighbor
hood in Thunder Bay which is the Indian neighbour
hood, and it's kind of in the poorer section of the city. 
They had a community hall, and so once a week they 
would have Talent Night. It was basically musicians, 
mostly country music. There was a house band, and peo
ple could go up and join the band. So, a couple of times I 
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inserted myself into that situation. What was interesting 
is that I found I could make a work where I could, in a 
sneaky way, say something co the audience or to the com
m unity, co point out different situations in the commu
nity. For example, the actual talent night was very male 
dominated, and women were complaining chat they 
weren't allowed co get up on stage and they weren't 
being encouraged co be part of chis whole community 
activity. So I did a piece chat poked fun at that. It was 
pretty low tech, fairly humorous. I did a skit like on the 
Gong Show or something. They would ask, "Are you 
going co do a skit tonight?" Bue it was fun, I didn't mind, 
because what I was crying co do was co point things out 
because I had the opportunity. There was the venue, it 
was all set up, and all I had co do was co jump in and do 
something. Take my five or ten minutes and have my say. 
So a lot of people enjoyed it and actually a lot of women 
would come up co me afterwards and they'd say, "Yeah, 
that was great. I like what you did and I like what you 
had to say." I think chat maybe the men did not get it but 
the women did. 

Another time, when I was living in Sioux Lookout, I 
was asked co be the entertainer at this dinner. It was a 
graduation for acive students who were graduating from 
a teacher's program, but it was distance education so they 
had come to Sioux Lookout from their reserves to get 
their diplomas. I was the entertainer. And I ran into Bev's 
aunt [Bev Koski's aunt, Lorraine Kenny] at the grocery 
store, and she said, "Oh, could you come tonight and do 
something?" I said, "Well, okay." She said, "All you can 
get is fifty dollars. Is chat okay?" I said, "Yeah, that's 
fine," and she said, "Well, you can come for dinner." 

So we went for dinner and I was sitting there in a 
tiny little banquet room in the restaurant. It has a beauti
ful picture window overlooking the lake. The ice was 
breaking up and it was really beautiful. Everyone was 
crowded in there while we were having our dinner. I 
decided, I'll just cell some stories, chat's what I'll do. I 
was thinking, well chis is my hometown, chis is my 
mother's hometown. I was chinking about all the stories 
of my parent's and our family's past. I had to think fast; I 
was eating and thinking what am I going co do? I kind of 
planned part of it but I wasn 'c sure how the situation was 
going co be and it was really crowded and there was no 
room to do anything. So what I did is, I just painted on 
the window. I painted 'Fucking squaw" really big. The 
waitress is going, "What the hell is going on here?" I said, 
"It's okay, its okay. I'll clean it up." 

JL: It's art. [laughter] 

RB: Nobody did anything, but they were all looking like, 
"What the heck is she doing?" And I got up and ran out
side and went down co the lake. They could see me 
going out to the lake, and I went co the edge of the water 
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with the ice and I broke off a chunk of ice. I brought it 
back into the restaurant and I sac down back at my seat. 
Then I just started to cell stories about racism based on 
my memory of my mother's stories and I changed chem 
and altered them co make them more dramatic and what 
not. I just hung on co chis ice until I was shivering and 
talking and when I finished, I put the ice on the table 
and I had some Windex and paper towel and I went and 
I cleaned the window. And that was it. 

At first people were nervous, they were giggling, they 
went, "What the hell is going on here?" but then they got 
really quiet and got really serious. le was great because I 
could tell that a lot of chem were shy kind of people, and 
they didn't know me, but they came up afterwards and 
said, "That was really great." I really like those moments 
when I can actually come up with something good and 
make it in a fairly spontaneous way. For me, it's really 
challenging, but at the same time it's very rewarding if it 
works. This is what I love about performance. 

RB: You get really energized because of the risk factor, 
don't you? 

JL: I hate it. I don't chink of myself as a spontaneous kind 
of artist. le may look chat way but it's not, it's all very 
planned. The more I plan it, I find that I can be some
what spontaneous. Lase night I was chinking a Canadian 

audience, they are a little hold-backish, but my audi
ences are like chat in general coo. I love having a Native 
audience because they are right there, they laugh at the 
right place. 

Another time chat I had an audience chat was like 
really with it, was an anthropological audience. They 
were great. They loved certain pieces, like my high-tech 
war-dance tennis shoe because they got it, they got all 
the nuances of it. That was kind of funny. Bue, I was 
thinking lase night - in face I asked someone about chat 
- why didn't they respond more? It was respect, but it 
was also chat they were hesitant. It's like they have co gee 
permission co laugh at the right places or they laugh and 
they find chat, "Oh, chis is uncomfortable, why am I 
laughing?" That is the whole point of it. A lot of my audi
ences are like chat. Usually when I have a few acives 
there, they are cracking up and chat gives people permis
sion co laugh. "Well, the Indians are laughing, we can 
laugh coo. Wow, what a relief." 

When I script, it's all idealistic. I think foremost 
about Native people - will they gee it? Is this a little coo 
much, a little coo arty? I do cross chat line because it's 
idealistic, and there are arc things in there chat are for 
artists, but chat's another drive, see. I never cry co write 
something for the general audience because then I could 
not do it. Where do you stare? So I write for a Native 
audience with the idea chat they are going co get it. It 

Scene from Who is Rebecca Belmore and How Old is She? at the Smith Hill branch of the Providence Public Library, March 2000 Courtesy The Museum of Art, Rhode Island School of Design. 
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isn't about chem liking it, it's about chem getting it 
because there are some things that I know make Native 
people cringe a little bit like, "What's he doing with chat 
pipe. Is he making fun of the pipe?" I know chat, but 
they have co see it in context. There are some risky 
things there, but chat's part of it. 

RWH: Have you had conversations with people about 
scuff like that? 

JL: Yeah. In certain situations, but they have been far and 
few between. I hear about it later. People don't come up 
and confront me. This one guy did, a full blood. 

RB: Oh boy. .. chey are the only ones chat ... 

JL: Yeah. I had opened a beer can on stage. He said, "You 
should not be doing that because that's a stereotype!" Well, 
goddamn it, chat's what the whole piece was about. I mean 
there was no calming him down. Then he followed it up 
with a fax co the president of the college where I work. 

RB: Oh, God. 

JL: Then he threatened co close down my next exhibit if 
there was liquor on stage because it's against the ordi
nances, blah, blah, blah, and I am going, "Lighten up, 
guy." Then I thought, well, I guess it was successful. I 
got a rise out of him. 

RWH: I know you did a piece, Rebecca, for Land, Spirit, 
Power [Mawu-che-hicoowin: A Gathering of People for 
Any Purpose] chat was about bringing Native women's 
voices into the gallery, and sometime later I was around 
when you brought that work back co Thunder Bay and 
exhibited it. 

RB: Well, it's actually interesting how the piece felt totally 
different in Thunder Bay. I put it in a storefront space and 
I was the gallerist. I babysat the work every day for two 
weeks, and it was interesting and disappointing because a 
lot of the people chat I invited from the Native community 
didn't come co the exhibition. I had a few stragglers come 
in, but not many. Ac least I made an attempt co cake the 
work out of the ivory cower and bring it down co street 
level and invite people co come. There were a lot of peo
ple from the non-Native community who came in. The 
struggle with my own thinking is, who do I mean by com
munity? And so I become very confused myself, or maybe 
disappointed, chat the way I see things is not the way other 
people see things. That is something I have learned co try 
co accept. I will do my best, and that is all I can offer. If 
they don't show up then I don't have co feel bad either. If 
they don't want co deal with it, then there is nothing you 
can do about it. Bue I still think it's a worthwhile thing co 
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do because it's good for me co try co keep myself honest in 
some way, on some level, communicating through arc. 
RWH: I think a lot of people in acive communities 
already have an idea about what Native art is, and it's not 
necessarily what either of you do. 

JL: When you mentioned community early on, I said, 
"Which community?" There is the community where I 
live and there is the Indian Art community. I feel I have, 
not co answer to chat, but chat people look co me - not 
look up co me, but look co me because I am out there. 
These guys in Santa Fe were celling me, "You know you 
got chat review in Arcforum? Hey, chat was really great." 
They made me feel really good because I know what 
they were talking about. It's like, "You are out there and 
you're successful and your success means success for us." 
I kind of laughed. I said, "Yeah, but you guys are making 
all the money," because they do. They will whip off a 
painting or two and sell chem for these huge amounts, 
and I'll be knocking my ass off in Toronto, bouncing 
around a potato in my shores for Canadian dollars. Bue 
you know it's great, because ... 

RB: The potato feels good ... [laughter] 

JL: Real good, real good. Makes me feel like a real guy. 
Bue, you know, I feel like I have a responsibility there 
and that feels good. One thing I feel like I am doing in 
my work, as far as dealing with the community, is teach
ing chat there is another way. Teaching younger artists 
about things co see, things co talk about, not the standard 
pink buffalo with plumes and a galloping pony, chat there 
is subject matter there chat is very important, buc also co 
chink about the presentation of it. I would like co think 
chat Rebecca's and my work and a few other people, it's 
right there, arc-wise as well. It is very important for it co 
be finished. It is very important how it looks, that it's 
clean. I was looking at Rebecca's piece from Rhode 
Island. That was right there artistically. I mean, it's a 
wonderful piece, and talking about the people in it and 
the people chat were there, that just knocks me out. 

Getting critical reviews is important co me because I 
could pull out all these human-interest stories chat have 
been done about me. In fact, the lase two, the one was 
called "Luna shoots arrows through stereotypes of 
Indians." That was the name of the article. Isn't chat 
kind of stereotypical? The other one was - I had men
tioned co the writer chat a big compliment co me was 
from chis Hopi guy who said, "You're a clown." Wow. So 
I cold her chat story, and the name of her article was 
"Send in the Clowns." 

Richard William Hill is a writer and curatorial resident, Canadian 
art, at the Art Gallery of Ontario. 
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Sympathetic Magic 
SHEILA BUTLER 
Art Gallery of Mississauga, March 2000 and 
McLaren Art Centre, Banie, Ontario, September 2000 

Review by Patrick Mahon 

I did not expect to be altogether surprised 
when I visited Sheila Butler's recent exhibi
tion Sympathetic Magic. No doubt my sense 
of expectation was informed by my long
standing familiarity with Butler's project. I, 
like many people, know that she has been 
tenaciously engaged with figurative 
drawing and painting for more than thirty 
years. Butler's is a kind of signature work 
that owes something lo historical figuration 
and something else lo strategies informed 
by montage and cubism. So my thoughts 
on the prospect of seeing a new exhibition 
by Butler suggested that I should expect to 
see something familiar rather than some
thing strange. 

I must admit before going any further that 
my sense of anticipation with respect to 
Butler's new work was also inhibited by my 
awareness of the suspect status that 
drawing and painting has within the 
current art climate. Clearly many viewers 
display an obvious lack of enthusiasm 
about seeing illustrative paintings and 
drawings, for such works have seemingly 
set the standard against which many 
contemporary conceptually oriented works 
are judged. Thus it was with my suspicions 
in tow that I ventured into Sheila Butler's 
new exhibition of recent drawings and a 
selection of paintings that span more than 
a quarter of a century. 

Detail of Scars Faded, Sheila Buller, 1999, oil on paper. 76.2cm x 55.88cm. Courtesy Patrick Mahon. 

And I was indeed surprised. 

Butler has chosen lo work with a 30 x 22 
inch rectangular page as a format for her 
new series of twenty-two oil drawings, but 
there is no real surprise in this. Many of 
her new drawings bear some of the recog-
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nizable cartoon-classicist sensibilities that 
we have seen from Butler before. This 
quality sometimes promotes the uneasy 
feeling that we are confronting a world 
caught somewhere between a film noir 
excerpt and the pages of a hand
illustrated Sears catalogue - though this 
yields to no "eureka moment" either. What 
is remarkable about these new drawings is 
their considerable reach, they have the 
unmistakable character of a thing that is 
about lo claw itself inside of the person 
looking al ii. So there is something 
unavoidably stirring here, and more so if 

we remind ourselves that these are just 
made-up pictures after all. 

One example of the effect of these draw
ings occurs with the work Scars faded on 
his face, his skin had lost its pigment 
(1999). In the drawing, a man lays back on 
his sick bed, turning slightly away from 
another man who attends him. The second 
figure is lost in shadow. As in other works 
by Sheila Butler, the sick man has been 
rendered twice, once in a sketchy fashion 
that simultaneously speaks of a specula
tive drawing process and produces a 

Diptych detail of You Can Die Today. Sheila Butler. 1999. oil on canvas, 1l.2.24cm x 172.72cm. Courtesy Patrick Mahon. 

ubiquitous doppelganger-and a second 
lime rendered more clearly and forcefully. 
Taken together with the title, which is a 
viewing requirement in the case of these 
works, we see that ii is the drawing that 
has its scars fading and its pigment dissi
pating. (One of the figures is disappearing, 
and the paper has lost its pigment.) This 
melonymic quality comes through in other 
drawings as well, offering a sense of 
discomfort that surrounds the images that 
is palpable yet somehow sweet. Is this the 
kind of ache one feels after a deep loss? 
Perhaps ii is. Clearly the artist understands 
something very deeply, and eventually the 
viewer comes to know it too. 

Sheila Butler's titles for her new drawings 
betray a canniness about the uncon
scious, and about dreams, that reminds us 
that while these may be merely hand
made pictures they situate themselves 

firmly within the arena of psychoanalytic 
thought. Thus, the occasion lo look at a 
triple-headed one-armed figure as ii 
moves into a muddy grey fog, and lo read 
the title If felt silently weightless (1999), 
successfully invokes the experience of 
trying to recall a dream in order to inter
pret it-while trying not to let ii disappear 
into pure language directly. This effect 
suggests that Butler is presenting us with 
drawings that can act as lie detectors for 
the viewer. The artist has produced them 
with few attempts at editing for "content"; 
this functions to give the drawings authen
ticity as signs. Thus, they become like 
tests, questioning our readiness and even 
our integrity as we undertake our task of 
looking. "Are you willing to accompany me 
in this?" they inquire. 

It is safe at this point, I think, (without being 
subject to accusations of "ageism," for 
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instance), to call Sheila Butler a senior 
artist. The term, ironically, has lately within 
the art world come lo refer to the particular 
career strata of a producer rather than to 
the possibility one has attained a level of 
seniority in the world, even as they go 
along being an artist. In the case of Butler, 
I'm more interested in the latter construc
tion, (though by most measures she has 
also reached the stage of having a "mature 
career"). Butler's seniority in the art world 
is interesting to me because it helps me to 
understand the frames she peers through 
while inventing her pictorial worlds. So, in 
the stunningly complex and richly textured 
Bearing in mind you could die today (1999), 
we are witness to a space where before 
and after unite as if the past were a 
extended tail that keeps curling in upon 
the present. Here, ghostly figures that 
appear to have been lifted from old news
paper clippings and then processed by 
something "garish-making" meld with 
other bodies that whisper. And paint exists 
in a balanced way as muck, as scary 
unidentified matter, and as a lyrical means 
of illustration. How does one develop the 
means to produce both the sense of dread 
and the sense of spiritedness that 
pervades this painting? I may only wonder. 

("Are you willing lo accompany me in this?") 

With Butler's work in Sympathetic Magic, 
we as viewers are asked to do the work, 
too. This is a difficult task to demand of art
going audiences who are more often 
expecting to be introduced to the new, the 
fresh and the surprising. What's more, 
contemporary art is not supposed to be 
preoccupied with aging and death, or 
made by old people, for that matter. Yet 
with Butler's work, there is the necessarily 
tangled impression that what is old has 
become "new again" -even as it remains 
old, perplexing and deep. 

Pa.trick Mahon is an artist, writer and 
educator who lives in London,Ontario. His 
most recent exhibition, "Good Boy", is on 
display at the Leo Ka.men Gallery from June 
30 to Sept. 1, 2001. Upcoming projects include 
a solo exhibition at the London Museum 
(April 2002), and a. Research Residency a.t the 
Textile Museum of Canada, (Winter, 2002). 
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c/o La Ciudad: working in Mexico City 
Blackwood Gallery 
University of Toronto, Erindale Campus, 14 September-8 Octobe1; 2000 
Guest curated by Germaine Koh 

Review by Luis Jacob 

Sedentario(a)tSedentary, Golia Eibenschutz, 1996'1999. stool, photograph, manuals. Courtesy of the Blackwood Gallery at University of Toronto at Mississauga. 

I have long marveled at how the physical 
proximity between Mexico and Canada con
trasts with the cultural differences between 
the two countries. The recent exhibition of 
clo Ciudad, which featured the work of 
seven Mexico City artists, allowed an oppor
tunity to explore the communicative possi
bilities of art when it is transplanted from 
the country of its production to a neigh
bouring country that culturally may appear 
to be a world away. 

Entering the exhibition space, I was met by 
Gabriel Kuri's Untitled (a la brevedad posible 
/ as soon as possible) (1999), a large rock 
cast in fiberglass and placed on the floor 
facing the gallery entrance. On the surface 
of the rock were carved the words "a la 
brevedad posible." This colloquialism was 
transferred from the casualness and tran
sience of everyday conversation to the mon
umentalism and permanence associated 
with stone sculpture. Similarly, Kuri's Untitled 
(doy fe/by my faith) (1998) was a colloquial 
expression written upon the surface of a 
chicharr6n cast in fiberglass and placed in 
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a large vitrine. The everyday origins of the 
utterance and the fried pork-skin snack 
were preserved as in a church reliquary, 
scientific display, or museum exhibition. At 
issue in both works was the effort to pre
serve or transfer experience from one realm 
to another. 

Daniel Guzman's iOue extraordinario que el 
mundo exista1 / How extraordinary that the 
world exists1 (1996) consisted of a group of 
plastic buckets stacked one upon another 
on the floor to reach the ceiling of 
Blackwood Gallery's cubic space, forming a 
very tall column in the room. The artist 
himself had produced only a single plastic 
bucket bearing a logo and the work's title 
in Spanish and English. This was accompa
nied with photographs of the bucket "in 
use" (one suspects fictionally) in the streets 
of Mexico City, and instructions for the 
exhibiting institution to present the single 
bucket along with similar but locally found 
buckets. The work thus entailed an invita
tion for the exhibition's hosts to visit their 
own environment in search of the remain-

ing buckets in the installation, and experi
ence anew their own surroundings. The 
photographs depicted the quotidian intelli
gence of working-class people utilizing 
buckets as stools, as parking markers, as 
storage for things they were not originally 
intended to hold. The instructional installa
tion induced the work's recipients toward a 
similar search for new possibilities in their 
own society's cast-off objects. 

The image of search was continued in 
Jonathan Hernandez's SE BUSCA RECOM
PENSA / Seeking Reward (ongoing since 
1998). A series of found photocopied 
posters announcing the search for lost pets 
was hung on the wall, randomly in the style 
of a bulletin board. Since there was almost 
no possibility that animals lost in Mexico 
could be discovered in Canada, the work 
read as a kind of inventory of emotional 
investment and its expression in contempo
rary graphic forms of popular communica
tion. SE BUSCA RECOMPENSA, like 
Guzman's work, was a kind of celebration 
of everyday creativity. In Hernandez's case, 

this was a celebration marred by distance, 
our situati\m as viewers in another country 
looking at the posters limits us in our 
capacity for concern and our ability to help; 
we become studious instead. 

Luis Felipe Ortega's works attempted to 
bridge the distance between the produc
tion site of the work of art and its exhibition 
destination by an appeal to a shared liter
acy in contemporary North American and 
European performance art. His three pho
tographs from the series Los Cuerpos 
06ciles / The Docile Bodies- depicted the 
artist marking, with contortions of his body, 
the arrangement of two planters on a city 
street. The photographs recalled artworks 
by Denis Oppenheim, Valie Export and 
Erwin Wurm; the title of the series recalled 
the work of philosopher Michel Foucault. 
What these photographs gained by 
appealing to the (possibly!) shared knowl
edge between artist and audience of these 
artistic and philosophical references, was 
offset by what they lost, a reference to a 
purpose or motivation significant outside of 
the art world. 

Golia Eibenschutz's Sedentario(a) / Seden
tary (199&'1999) suggested to me a similar 
paradox. A wood and leather stool was 
placed in the gallery next to a set of pho
tographs. The stool had been fitted by the 
artist with a strap and plastic buckle set-up 
to resemble an automobile seat bell. In an 
instructional manner, the photographs 
showed how one could strap the stool to 

one's waist, comically walk around with the 
stool attached, and use it to sit while wait
ing for the bus, or when present at an 
overcrowded patio. The stool was bound 
with a rope to the gallery wall, suggesting 
at once that the stool was intended to be 
worn, walked with and sat upon- and that 
the stool was not intended to be taken to 
the bus slop, or to a patio, but had to 
remain in the gallery. 

There is a long history of the use of the 
image of "the street" in art as an emblem 
for ideas about everyday life, and of indi
vidual and collective participation in the 
public realm. While Ortega's and 
Eibenschutz's works were manifestly inter
ested in behaviour "in the street," this 
interest was belied by the manner in which 
the works were presented in the art world 
(in Ortega's case) and in the gallery (in 
Eibenschutz's case). 

Bar-code Stickers Service was a locally 
realized version of a project by Mejor Vida 
Corp./ Better Life Corp. (Minerva Cuevas). 
The work consisted of a series of bar-code 
stickers copied from those found in a local 
supermarket, and available to be taken 
away by gallery visitors. Mejor Vida Corp. 
thus provided an opportunity by which the 
gallery audience could visit the supermar
ket and, by substituting with "wrong" bar 
codes taken from the artwork, purchase 
food items at a reduced cost. In the gallery, 
booklets printed in English described other 
Mejor Vida Corp. projects available without 

Detail of iOue exfraordinario que ef munda exista! (How extraordinary that the world exists!), Daniel Guzman, 1996. Courtesy of the Blackwood Gallery at University of Toronto at Mississauga. 
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charge worldwide, and merchandise priced 
in British pounds and US dollars. The cor
porate and multinational stylization of 
Mejor Vida Corp. was ridiculed when con
trasted with the scale of the Corporation's 
operations, the do-it-yourself quality of its 
products, and the mildly subversive char
acter of its projects. 

Yoshua Ok6n's video Poli I (1999) was shot 
during a confrontation between the artist 
and a policeman, depicting the policeman's 
face, gestures and words from the cam
era's point of view, while he shouted and 
finally assaulted Okon for videotaping him 
against his will. The work manifested in a 
visceral and emotional way a dialectical 
tension between the abusive authority of 
the police officer, and the intrusive and 
privileged activity of the artist. The impact 
of this work stays with me still. 

Art that attempts to function internationally 
is in a strange position. On the one hand, 
we tend to believe that art is a discursive 
practice like any other, where its meaning
fulness is subject to the literacy of its prac
titioners. As a result, meaning is 
understood to depend upon the specificities 
of historical and cultural context, the audi
ence's education and level of familiarity 
with art's discursive field. On the other 
hand, we tend to believe that art is a prac
tice, interesting precisely in its ability to cul 
across differences, being of relevance to 
audiences of diverse backgrounds in a 
variety of shifting contexts. 

The idea of art operating across interna
tional borders plays between these two 
polar positions, engaging the mutual con
nectedness and otherness between the 
production site of art and its exhibition des
tinations. clo La Ciudad, working in Mexico 
City succeeded in showing various possibili
ties of such engagement between persons 
in different countries - persons who are 
members of an art world, both local and 
international, as well as a broader world, 
both local and international. 

Luis Jacob is a Toronto-based artist and cura
tor. He is the publisher ofGalerie Largeness 
World of Art, a publication series of artists' 
multiples begun in 1996. 
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Live at the End of the Century 
Aspects of Performance Art in Vancouver 
edited by Brice Canyon, Visible Arts Society, Vancouvn; 2000. 

Review by Johanna Householder 

"Times'er tough in those days, little 
Lulu, you kin hardly imagine .... " 

"Tell me about ii, Gram, tell me 
about the olden days." 

"Wal, when I furs began leachin' 
performance art there was only 
one book." 

·one bookl for all of those artists!" 

"That's right missy, and now there's 
hunnerds. Course mos' of em still 
don't mention Canadians .... " 

Thal one book was Performance by Artists 
edited by AA Bronson and Peggy Gale, 
published in 1979. II was followed shortly 
after by the proceedings of the 
Multidisciplinary Aspects of Performance, 
Post modernism conference- Performances 
Text(e)s & Documents, published in 1981 
and edited by Chantal Pontbriand. Then a 
long intake of breath. and in 1991 the ency
clopedic Performance aulfn Canada 
1970-1990 edited by Alain Marlin-Richard 
and Clive Robertson. That's three books 
attempting a comprehensive account of four 
decades of performance art in Canada.' Of 
course there are countless articles, cata
logues, monographs and the like, but so 
very few collections that this one, Live at the 
End of the Century: Aspects of Performance 
Art in Vancouver, slakes a big thirst. 

In her contribution lo Live at the End of the 
Century, Judy Radul cites Marvin Carlson, 
to wit, "Performance by its nature resists 
conclusion, just as it resists the sort of defi
nitions, boundaries and limits so useful to 
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traditional academic writing and academic 
structures."' Just so. Perhaps that explains 
the absence of literature. In fact, this state
ment could well be the jacket blurb of the 
book in which we find ii quoted. So perfor
mance has only itself to blame for its 
absence, and I for one am relieved lo have 
ii so. For instead of thick theory, we gel the 
artists· eye view and the very readable 
handbook of a community. 

Unlike another recent compendium, the 
mas~ive Ou( of Actioos,' Live at the End is 
modest in its aspirations, preferring the 

personal over the authoritative account, the 
local over the global. However, this book 
transcends itself through a rich array of 
approaches-thirteen articles, each one 
offering important insights into a complex 
field. II turns away from "traditional acad
emic writing· and indulges to the hill in 
writing by performance artists, about the 
art they think about all the lime -dare I 
say ii -passionately. 

Live at the End is significant not because ii 
is encyclopedic but because ,it is focused. 
Certainly the Vancouver scene has many 

aspects distinguishing ii from other centres 
-the continuity of the Western Front as a 
performance presenter, the unflagging 
involvement of specific artists, and the 
plethora of persons willing to underscore 
the performalive nature of everyday life by 
naming themselves as characters in a 
berserk roman a clef-to name a few. Bui 
the specificity of certain trajectories played 
out in Vancouver ripple outward. 

Editor Brice Canyon has gathered topo
graphical and chronological approaches to 
the subject, "aspects of," as the subtitle 
says; so we really have two books in this 
one. The first is an excellent collection of 
essays, scripts, ruminations, scholarly 
accounts and personal reflections on 
performance art. The second is a compre
hensive chronology that runs as a sidebar 
on every page giving an astonishing thirty
five-year record of events interspersed with 
thumbnail-sized images of performances 
from 1965 to 1999. 

Amongst its treasures are essays on 
aboriginal performance by Warren Arcan. 
Aiyyana Maracle, and Archer Pechawis. 
Soaring descriptions of significant perfor
mances accompany deeply-fell analysis. 

In a poetic text about the dangers of writing 
true stories, Ivan Coyote centres the collec
tion, reminding us of the repercussions of 
telling. Coyote begins in the tactile world of 
handwriting, "My grandmother's letters look 
like someone has run an iron over them," 
and leads us to the writers dilemma-history 
or fiction, "Something is always changed, or 
lost altogether, in the translation." 

Bui something is to be found here, loo. In 
this case it is the insistence that perfor
mance art is a fabulous hybrid, suffocated 
by the "Euro-American Neo-Fluxus· (so 
dubbed by Margaret Dragu) canonical 
garb. In "Beyond Haute Camp, the inter
play of drag and performance in 
Vancouver," Glenn Alleen makes a vivid 
chronicle of the hybridization of the art, 
gay art, gay and performance "communi
ties." In "Performance Ari & The Native 
Artist, an Evolutionary Mix?" Aiyyana 
Maracle describes in loving detail the 
pivotal moments of silence broken by 
aboriginal performers. Karen Henry recalls 
that golden lime when artists were playing 
in the airwaves with expanded performa
live investigations into slow scan video, live 
closed circuit performances, radio and 
cable TV. 

The crux of the matter is the assertion 
made by Alleen and others throughout the 
book that performance art has many 
mothers (some of them men in drag) and 
that the insistence that ii is a child only (or 
even primarily) of visual art limits our 
understanding. An attenuated European 
lineage that includes poetry sonore but 
excludes lap dancing is not the experience 
described here. The Vancouver scene 
was/is remarkable in its cross-dressing, 
cross-pollinating plelhoralily. 

And Warran Arcan speaks to the hybridity 
of embodiment, "Given, the impression 
Duchamp left on me .. an impression where 
he and I ("he and I" being provisional 
concepts. for the sake of this article) are 
never the same afterwards, a hybrid, a 

Billy Gene Wallace frolicking in Kempton Dexter's Digby County Pastures, June 1986. Billy was o Vancouver drag artist who was a founding member of the grunt gallery. Billy also did drag performance arl works, mostly at the Lux at Western Front during the 1986 Strategies for Survival Conference Cabaret, and later for the Broken Moose exhibition opening at Unit Pitt Gallery. Billy Gene died in 1989. one of the Vancouver art community's first casualties to the AIDS crisis. 
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singularity encompassing heterogeneity .. 
as I try to account for Marcel's muddy foot
print on the floor of my grandmother's 
house within a cultural silence found only 
on a certain Indian Reservation - where 
the silence is a living space, the direct 
descendent of life before the Reservation." 

In between, Judy Radul takes on perfor
mance art's arch-nemesis- theatre. Step
ping off from Fried's 1967 essay "Ari and 
Objecthood" (ii was after all his invocation 
of the demon theatricality that cast its pall 
over literal art damning the fluids and 
juices of live art with guilt by association) 
Radul mulls over the ascendance of 
theatricality. Meanwhile Paul Wong cuts to 
the chase with "Various Definitions of 
Performance Ari, Oct. 13, 1999." 

Bracketing these candy box contents are 
highly performalive texts by les emmi
nences grises, Glenn Lewis and Tanya 
Mars. In "Mondo Artie," Lewis lakes off on 
a mad detective skulk through lived 
Vancouver art history. This hip shooting 
script starring Sleuth Lips and a cast of 
VIPs and VIPlaces works a "You are There" 
magic on all of us who weren't. Gathie 
Falk, Mr. Peanut, Lady and Dr. Brule, 
Marcel Idea, Anna Banana and many more 
of the late and great make sharply 
observed Ed Sullivan-esque appearances. 
Ms Mars closes out the collection with an 
ironic send-up of her own life's work. 

I don't think that stuff of this quality comes 
easily, and ii is some of the best writing 
about performance art I've read. Lei's pray 
we don't wail another decade for the next 
installment. And for a trip to Vancouver, ii 
beats the red-eye. 

Johanna Householder is on the steering com
mittee for the 7 a* lld International Festival of 
Performance Art held biannually in Toronto. 

Notes 
1 I am talking obout English publications - there are numer

ous publications coming out of Quebec especially from 
lnlerA..e Lieu. In his introduction lo Live at the End, Brice 
Canyon makes a similar point. 

2 Carlson. Marvin A., Performance, a critical introduction, 
London: Routledge. 1996. 

3 Schimmel, Poul, editor, Out of Actions: between performance 
and the object, 194(}-1979, New York and London: Thames 
and Hudson, 1998. 
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Practice Practise Praxis: 
Serial Repetition. Organizational Behaviour. and Strategic Action in 
Architecture 
Edited by Scott Sorli 
Published by YYZ Books, Toronto, 2000 

Review by Emily Andreae and Janice Andreae 
When you study architecture the first thing 
you do is learn how to draw; the second is 
how to draft. An individual accomplishes the 
first task by tracing the expression of an 
object; the second, by organizing space. 

If, as the title of this anthology suggests, 
Practice Practise Praxis is about the prac
tices of architecture, its processes of 
making, viewing and thinking, it is also 
about the possibilities generated through 
critical interplay between these processes. 

This text crosses boundaries, considers differ
ences and diversity, and discovers detritus as 
resource instead of waste product. In the 
process, these writers and architectural prac
titioners fundamentally interrogate the mean
ings of architecture itself. 

A diversity of interests and territories of 
knowledge inform our readings of this text. 
Fq.r us, the unfixing of line, surface and 
space through practise is as provocative 
an issue for architectural practice as it is 
for the process of reading this text. 

Which side of the line are you looking at 
the void or the space? 

This is the third of an ongoing architectural 
publication project entitled Span, initiated 
in 1992 by students al the University of 
Toronto's former School of Architecture and 
Landscape Architecture (renamed the 
Faculty of Architecture, Landscape and 
Design in 1998) where Scott Sorli and a 
number of these writers studied. 

The editorial of the first Span issue called 
for "a trans-architectural practice where 
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Taken from Peter MocCallum's photo exhibition the Milnes Fuel Oil Demolition, Toronto, Bollenford Books, September 21- October 15, 2000. Courtesy YY2 Books. Pholo:Peler MocCallum 

there just isn't enough lime to create an 
epoch anymore.''' Heavily influenced by 
new media technologies, the heightened 
social and political consciousness in 
universities of the early '90s and l~e desta
bilizing effects of post-modernist inquiry, 
Span's writers have consistently advised 
that the staid traditions underpinning 

conventional academic architectural 
studies are responsible for its current 
anxious, dangling' state. 

In this text's opening essay, "1968 and its 
Aftermath, The Loss of Moral Confidence in 
Architectural Practice and Education," 
George Baird argues that the current 

Token from Peter MacCollum's photo exhibition the Milnes Fuel Oil Demolition, Toronto, Ballenford Books. September 21 • October 15, 2000. Courlesy YY2 Books. Photo: Peter MacCallum 

"!'esprit nerveux" is due lo a "clear loss of 
moral confidence ... inside schools of archi
tecture." He cites key events responsible 
for this current state of anxiety, including 
riots at Berkeley and Columbia, as well as 
the 1968 political arson of the architectural 
school al Yale. According to Baird, these 
events were decisive in the demise of 
modernist architectural practice and archi
tectural education in North America. 

He asks, "What possible new theories might 
be formulated within education so as 
to animate practice usefully?" (emphasis 
added). The problem, of course, lies in 
where Baird directs his question. It's an 
interesting problem because he both prac
tices architecture and educates, al 
Harvard's Graduate School of Design. 
Ironically, his statement echoes that from 

one of the posters that editor Sorli rescued 
for his exhibition project "Mouldy Modern
ism," which sets out the modernist concept 
that the building is the outward expression 
of an idea or "new principle." To extend the 
analogy, ideas of architecture and its praxis 
first occur within the academy; practice 
/practise occur outside. 

Sorli, on the other hand, employs the halls 
of learning as a venue for tearing down the 
boundaries that separate the academy from 
the everyday practice of working architects. 
He exhibited "Mouldy Modernism" sponta
neously al the SALA gallery at University of 
Toronto's School of Architecture and 
Landscape Architecture in 1995. 

In the brief text accompanying his photo 
essay, he describes how he retrieved 
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fifteen deteriorating panels from a disposal 
waste area. They had been previously 
used to convey what he describes as "the 
optimism and self-assurance" of modern 
Toronto buildings from the late 1950s, early 
1960s. He notes how the "moral confi
dence" of the vision signified by these 
images "can still be read through the water 
stains and the bright red and orange 
mould that cover a substantial portion of 
the panels." 

As the wasting/growing stale of the exhibi
tion panels suggests, such visions are 
momentary. Their power is limited and, like 
these physical images, fall prey to the fluc
tuation of decay and regeneration. He 
observes that "several of the buildings 
pictured have been or will soon be demol
ished, while others have been renovated or 
altered.'' This contextualizes Toronto's local 
expressions of postwar dreams of urban_ 
space and form within an inner-city 
economy of spatial organization and usage 
concerned with access, exchange and 
reclamation potential. He claims that 
viewers/readers of these "mouldy" 
modernist-proclaiming works respond to 
their changing signification with a dis/ease 
suggested by the physical damage that 
has occurred with the images themselves. 

A line can be a surface, a site of exchange. 

Other urban sites of dis/ease contain such 
possibilities of disclosure; for example, the 
once-active Cherry Street fuel depot of 
Toronto's port. Peter MacCallum's "Milnes 
Fuel Oil Demolition" project systematically 
documents the highly scripted and formu
laic process of demolishing fuel storage 
tanks situated on one of many contami
nated "brownfield" properties along 
Toronto's waterfront. He carefully records 
the salvaging process undertaken by Mike 
Zuppan and Wesley Fernandes of these 
worn markers, oil drums historically 
preceded by coal piles, of an harbour 
economy based on the thriving shipping 
and storage industries of the 1920s, which 
by the 1970s had finally declined. 

Even in the refuse, the remains of the 
fundamental characteristics of modern 
architecture are visible, order, geometry, 
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structure and balance. and it is at the site 
of such detritus that. as MacCallum's visual 
study suggests. reclamation and regenera
tion are possible. His photographic process 
of description harbours clarity of analysis 
and respect for traces of human remains. 
In this way, he invites the reader to recon
sider the signification and significance of 
industrial waste. 

"To live means to leave traces.· 3 

There is much to discover in another's cast
offs, as any visitor to a lawn sale will tell 
you, but the process of sorting through 
layered, decaying fragments of refuse is 
provocative and sometimes dirty. In "Paris, 
Capital of the Nineteenth Century," Walter 
Benjamin discusses how living is a process 
of making traces and leaving them. a point 
that Melony Ward appropriates for her 
essay "Cleaning House, Purity. Presence 
and the New Spirit in Le Corbusier" 
to investigate how the interconnecting 
agendas of political. psychoanalytical and 
aesthetic interests of the post-World War I 
era effected an urgent need to eliminate 
such traces and "clean house." 

She also notes the significance of tracing 
as a fundamental procedure of modern 
architectural practice and how. as early as 
1911, Le Corbusier prescribed "a process of 
tracing and retracing" by drawing directly 
on photographs of buildings and "out
lin[ing] regulating lines, organizing geom
etry, and distill[ing] purified form." 

Referring to Le Corbusier's axiom, "purifi
cation is a vital necessity"' she examines 
the implications of purism as a practice 
that dictated that drawing was a refining 
process for discovering pure form and, for 
example. colour was considered secondary 
to line. useful for adding to the form. 
According to Le Corbusier. Ward states that 
"the essential elements of an object were 
selected and represented in a rational 
manner" and "inessential elements" were 
pruned and discarded. 

Le Corbusier advocated cleaning up living 
environments and excavating these spaces 
from the detritus of human existence. for. as 
Ward shows. he was preoccupied with 
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"traces that sully the clear expression of who 
we are in the present. a burden that makes 
our lives [from his perspective] 'too difficult a 
business."' She observes that. for Le 
Corbusier, this process of elimination held 
the possibility of a "sane[r] morality,'' 6 but it 
also "leaves a trail of so-called inessential 
objects and memories in its wake .. a residue 
that cannot be cleaned away." 

She uses Freud's account of his exploration 
of the process of writing. erasing. and 
rewriting in his 1925 essay "A Note Upon 
the 'Mystic Writing-Pad"' to address Le 
Corbusier's ideas of reduction and refine
ment. "The surface compounds layer after 
layer of meaning. leaving an inscrutable 
mass of traces in its wake. The many
layered representation of the process 
shows that the inessentials of experience or 
memories of past events continue to 
persist," she observes. suggesting the pos
sibilities for reading/ viewing that such 
accumulations of tracings offer. 

A surface can be a site of reciprocity. 

In the text accompanying her visual essay 
"The Occupation of the Surface, Time-Sec
tions," Judith Geher describes how she 

'WI SHAPE OllR IIJUJIHGS, 
AND AmRWA.ROS M llllDOO.'iS SHAN m· 

used the process of tracing in virtual space 
to examine the surface as a "place of inclu
sion. She employs the concept of 
"extended notions of threshold," instead of 
the traditional view that a surface delin
eates interior from exterior excluding one 
from the other, to facilitate her geometrical 
analysis of a baroque facade as "a deep 
surface that incorporates exterior and inte
rior simultaneously." 

She traces and retraces the lateral flow of 
the virtual surface (as it unfolds at the site 
of threshold) separating the exterior and 
interior facade of Pietro do Cortona's 
chapel Sonia Maria della Pace, Rome 
circa 1656-58. She collapses multiple 
sections of her tracings onto the surface 
of a piece of photographic paper. By 
making numerous exposures (using thirty
second time sections). she examines the 
interaction of interior and exterior forces 
that inform that space. 

What results are photographic surfaces 
occupied by the visible remains of her cumu
lative tracing process. These fluid codes 
signify fields of surface tension. and recall 
the rich accumulation of lines and marks left 
in the waxy surface of Freud's "mystic 

Mouldy Modernism, curated by Scott Sorli and exhibited at the SALA Gallery, Univeristy of Toronto, School of Architecture and Landscape Architecture, in 1995. Courtesy: Scott Sorli 

UNPRECEDENTED OPPORTUNITIES 

FOR THE CREATIVE ARCHITECT. IN HIS 

BUILDINGS HE HAS BEGUN TO EXPRESS 

NEW PRINCIPLES, WHICH ARE GEARED 

TO THE GROWING DEMANDS OF A 

CONTEMPORARY INDUSTRIAL SOCIETY. 

Mouldy Modernism, curated by Scott Sorli and exhibited at the SALA Gallery, Univeristy of Toronto, School of Architecture and Landscape Architecture, in 1995. Courtesy: Scott Sorli 

writing-pad." As Geher points out. these 
surfaces are informative for the architectural 
practice of making space, for they suggest 
that a surface can be examined as fluid and 
relational instead of as a fixed boundary. 

In "Conditioning Infrastructure," Keller Eas
terling examines the intervention work of 
postwar regional planner Brenton 
MacKaye. MacKaye read the landscape as 
relational, as "the measure and outcome of 
activity - as the circuitry of the environ
ment," rejecting the modernist tenets of his 
day. As early as 1921. his conception of the 
Appalachian Trail challenged contempo
rary legislated templates of community 
development in the eastern seaboard. 

Conceived as an invisible footpath infra
structure organized by the geological 
formations of the Appalachian Ridge, not 
around metropolitan formations. the trail 
could redistribute people into an infrastruc
ture of communities connected, as 
Easterling states, not by an organizational 
model of "vehicular filtering out to pedes
trian. but rather a footpath filtering out to 
streets and rails." 

Here Easterling's insight of "a curious 
parallel between electronic networks and 
automobile infrastructure" is instrumental 
for her analysis of MacKaye's view of the 
"landscape of development,'' which he the
orized as an "industrial wilderness" that 
could be read for "its recording of change" 
for its "cross-references" of activities and 
movements. a landscape of "cultural and 
personal mnemonic(s]." 

Surfaces are sights/sites for discovery. 

Benjamin noted how evidence of an occu
pant's existence remains in private spaces, 
traces or clues that act to establish a 
narrative of the relations that link a person 
to a site. MacKaye, Easterling tells us. 
shared this view. seeing the process of 
planning a site as exploration. He believed 
the architect discovers signifiers of cultural 
and personal space that suggest possible 
material reorganization and re-structuring, 
and as Esterling observes. "rearrange
ments of function within a place." 

Such an open-ended process of viewing. 
discovering and planning the landscape is 
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difficult. complex and highly subjective -
and it poses difficulties for design practice, 
as Gordon Brent Ingram describes in "(On 
the Beach) Practising Oueerscape 
Architecture." In the corporeal. cognitive 
and virtual processes of tracing and re
tracing the human activities. movements 
and geological formations of the queer
scape of Vancouver's Wreck Beach lie 
multiplex possibilities for designing safe and 
accessible personaVpublic (queer) spaces. 

His work makes evident that that process is 
neither reductive nor conclusive. As 
Easterling says of the Mississippi River; it 
"still overflows its boundaries." Significantly, 
Ingram, along with the other contributors to 
this volume, requires the landscape archi
tect to generate design ideas at the 
sighVsite of practice, "to animate" architec
tural praxis through practise. 

Emily Andreae graduated from the 
University of Toronto Faculty of Architecture, 
Landscape and Design in 1999 and is cur
rently interning at a landscape architecture 
/urban designfirm in Toronto. 

J a.nice Andreae is a Toronto visual artist and 
wi-iter whose interests are contemporary tex
tual and visual art practices. 

Notes 
1 See ~L'Esprit Nerveux· in Span 1. 1992. p.9. 
2 ·In the words of McLuhon, 'we've been left d-a-n-g+i-n-g.'· 

A description of this stole of ·resprit nerveux" from the first 
editorial of Span. 

3 Watter Benjamin, ·Paris, Capital of the Nineteenth Century: 
Relleclions. (New York, Schocken Books, 1986). p.155. 

I. Word refers to Le Corbusier's text Journey to the East, 
edited and translated by Ivan Zoknic. (Cambridge, MA; and 
London, MIT Press, 19871. p.171. 

5 Ward cites Le Corbusier's claim in his text Towards a New 
Architecture, trans. Frederick Etchells (London: The 
Architectural Press, 1946), p.70. 

6 Ibid., p.147. 
7 Word refers to Sigmund Freud's account of his exploration 

of the process ol writing, erasing and rewriting on the cello
phane surface of a mystic writing-pod. When the cellophane 
is lifted from the waxy surface beneath to erase its surface, 
traces of what has been previously written (or drawn) 
remain indefinitely. She makes the f0How1ng parallels: ·uke 
the conscious mind, the cellophane holds informot,on for a 
limited lime. Like the unconscious, the wax tablet below 1s 
inscribed with traces of what was formerly experienced as 
present in consciousness: In order to show a fundamental 
difference in Freud's and Le Corbusier's ways of thinking 
about the process of tracing and its implications, she stoles, 
·For Le Corbusier, tracing helps rid the mind of traces of the 
post. For Freud, the process ol tracing or drawing creoles 
traces of the past which cannot be erased: See Freud's 
account in ·A Note Upon the 'Mystic Writing-Pod,'. in 
Melapsychology: The Theory of Psychoanalysis, trans. 
James Strachey, ed. James Strachey and Angelo Richards 
(London, Penguin Books, 1984), pp.427-34. 
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Magnetic North 
(Experimental Canadian Video) 
Edited by Jenny Lion 
Minneapolis, MN: University of Minnesota Press, 2001 
in association with the Walker Art Cente1; Minneapolis, and Video Pool Inc., Winnipeg 

Review by John McCullough 

In a popular and iconoclastic passage from 
the "Theses on the Philosophy of History" 
Walter Benjamin tells us that every artifact of 
civilization is simultaneously a story of 
barbarism. He also argues that historical 
materialists should be horrified by this. 
Beyond the pitched melodramatic tones of 
this pronouncement, and considering the 
author was influenced by a strain of 
European apocalyptic criticism, there is a 
fundamental truth in Benjamin's claims. He 
clarifies his point considerably when he 
argues that "whoever has emerged victo
rious participates to this day in the triumphal 
procession in which the present rulers step 
over those who are lying prostrate." 

"According to traditional practice," he 
continues, "the spoils are carried along in 
the procession.''' It follows that one should 
be particularly cautious when approaching 
the artifacts of national culture and most 
specifically those European-derived canons 
of high culture that are understood to be 
the efflorescence of progressive civilization. 
In this light, Canadian national culture has 
to be approached with suspicion as it is 
thoroughly wound within the fabric of the 
state's history of genocide and repression. 

But what is one to make of American cele
brations of Canadian cultural achieve
ments? This is what Magnetic North is, an 
American book and video programme that 
champions Canadian video art. Is this just 
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one state capitalism patting another on the 
back; or is this a nod to a resistant culture 
north of the 49th that has fought the good 
fight against the Yankees7 Ultimately, 
folding the American empire and the 
Canadian state into an undifferentiated 
whole seems as simple-minded as 
assuming that Canada is a feisty opponent 
of the American empire (in the way Cuba 
might be perceived, for instance). 

No doubt, there is resistance to Uncle Sam 
in this country, but there are even greater 
numbers of Canadian citizens who find 
comfort in compliance with the US. All of 
this militates against the idea that 
Canadian video art is something unique in 
the world and, to its credit, Magnetic North 
never forces that perspective on its audi
ences. Nonetheless, one assumes that the 
project was inspired by some recognition of 
difference or alterity even if that is 
restricted to the attempt to address the 
lack of exposure of Canuck art south of the 
border. In fact, in an effort to correct this 
underexposure, curator and editor Jenny 
Lion wanted to "export experimental 
Canadian art video to the United States 
and beyond, and to facilitate significant 
critical dialogue about the work by artists 
and critics from both sides of the border." 

Lion lives and works in St. Paul, Minnesota, 
so it is curious that she understands 
herself to be exporting Canadian art as she 
is, more precisely, working as an importer. 
But maybe this slippage is simply sympto
matic of the blurriness of boundaries and 
identities in the age of global mobility. 
Maybe we should think of her as an 
importer/exporter of cultural artifacts. That 
she has chosen to curate Canadian video 
art may suggest something about a 
current fetishization of marginal culture, 
difference and cultural exchange within 
granting agencies, publishing houses and 
the cultural world generally. It may also 
simply reflect the current monetary 
exchange rate that favours US-based 
importers/exporters who can buy cheap 
and sell high. 

As for other differences that are highlighted 
during the course of the book, the most 
significant is the existence in Canada of 

what Lion calls "an extraordinary breed of 
institution, the 'artist-run centre."' Though 
none of the contributors choose to seriously 
pursue critical analysis of these institutions, 
one could argue that the Canadian state's 
support of video art has usefully bolstered 
an innocuous but palatable (to most tastes) 
system of production and consumption, 
which mediates between (and regulates) 
well-intentioned artistic expression and 
nationalist rhetoric. 

Lion's appreciation of these centres is 
typical of Americans who regularly lament 
the lack of state-supported cultural, social, 
political, educational and medical institu
tions in their home nation. A little history 
would help them realize that it was their 
own New Dealism that inspired the welfare 
state in Canada and that the reactionary 
moves to eradicate the vestiges of social 
democracy in America have not only impov
erished American lives but have essentially 
set the table for attacks on state support in 
Canada. Unfortunately, this is not a book 
about history (which Lion readily and often 
acknowledges) so much as it is a survey of 
contemporary critical and aesthetic trends 
and debates in video culture. 

As such, most of the written pieces tend to 
be superficial overviews of the videos in the 
show. There are six essays including Lion's 
introduction and fifteen short "responses" 
to some of the videos. Additionally, there 
are two conversations included, both of 
which are useful expansions of important 
themes in cultural production. In one of 
them, Puhipau (a Hawaii-based video 
producer) and Zack Kunuk have a conver
sation about First Nations' identity and 
video activism. In the other, which has 
moments of real clarity, Carrie Mae Weems 
and Sherry Millner (both American artists) 
re-evaluate the role of the body in feminist 
video, setting in motion subtle challenges 
to the received historiography of the early 
years of the art form. 

As for the six essays, they are uniformly 
unremarkable. Peggy Gale's "other 
videoscape" (other to what?) is a version of 
her well-rehearsed affirmative historical 
overview, which has previously appeared 
in print (most notably in the collection 
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Mirror Machine, Video and Identify edited 
by Janine Marchessault). This essay could 
have served as an introduction, however, 
situated as a concluding statement, there 
is an implication that all that needs to be 
said about video art in Canada is pretty 
much covered in the book. So there is 
really very little opening for critical discus
sion of Canadian video aesthetics or poli
tics let alone recognition of truly alternative 
video work which might include discussion 
of groups like the Toronto Video Activist 
Collective, to name only one example. 
Typically, the major essays are reifications 
of themes developed in Gale's essay and 
any really new or challenging commentary 
is relegated to the brief "responses." Of 
these, both George Lipsitz and Gary 
Kibbens make class-based interventions in 
their comments on Continuons Le Combat 
and Good Afternoon Royal Tower, respec
tively, and trombonisVcomposer George 
Lewis contributes a precise evaluation of 
Stan Douglas' Television Spots, which 
remarkably pulls together the Krokers, 
John Fiske, Sam Greenlee, Joan Logue, 
Nazi radio and Foucault (wow!). 

When Americans start celebrating Canada's 
video art one has to wonder if this isn't just 
another process of cultural imperialism. This 
is especially the case when the package is 
so pretty (and there is no denying that 
design has a featured place in this book). In 
a way, the design is the decoy for the 
cultural theft. It is worth remembering that 
every time American imperialists turn appre
ciatively toward the North, the next thing you 
know is that what was once ours is now 
theirs or simply extinguished. Is Canadian 
video art to follow in the path of clean air 
and water, social democracy, medicare, 
"SCTV," basketball, hockey, salmon, lumber, 
Peter Jennings, Canadarm, Norman 
Jewison, Alanis Morissette, Pam Anderson 
and Lorne Greene? History should teach us 
that this has already likely happened. 

John McCullough lives and works in Toronto. 
He is a contract teacher in the film and video 
department of York University. 

NOTES 
1 Walter Benjamin, ~Theses on the Philosophy of History,~ 

in Illuminations, translated by Horry Zohn and edited by 
Hannah Arendt (New York, Schocken Books, 1968). p.256. 
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A Bum Deal 
The Starving Artist Paradigm 

by Julie Fiala 

I've always been a bum lover. The 
mere sight of Mr or Ms Penniless stabs me right in the gut. 
Sometimes it's those pleading eyes that win over my sympathy. 
Other times, their relentless mutter seduces me - like bait to a fish. 
No matter what draws me to these needy fellas, something -
something always - lures me in. 

Jiggling their right hand, up then down, up and down, they 
mumble, "spare some change," reluctantly, "spare some change," 
under, "spare some change," their breath. Every time, I toss at 
least a quarter into that empty palm in exchange for a smile. 
Then, and only then, can I "guiltlessly" cross the tollgate. 

It has always been too easy for me to sympathize with those 
unfortunate bums. And for the longest time, I just didn't get it. 
Again and again, I continue to give, a quarter here .. another 
quarter there ... a dollar to the left ... twelve-fifty to the right.. 
twelve-fifty?! When I opened my wallet this time, I remember 
shamefully admitting, "When I graduate from art school and 
begin my "happy" career as a starving artist, I pray that you or 
someone else will be there to return the favour." 

Finally, it dawned on me. Sympathy? This is not sympathy at all. 
Empathy had stabbed me right in the gut. The future scares me. I 
am appalled that though many have recognized that Canada's 
visual artists fulfill such a prominent role in engineering Canadian 
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Spare Some Change, Juhe Fiala, 2001, silkscreerv'digital print, 30.25 cm x l.S cm. Courtesy Julie Fiala. 

culture,' the artist continues to receive little in return. What scares 
me even more is that ironically, I still want to be a visual artist.' 

Of course I do realize that the term "bum" is demeaning in every 
which way. However, what is equally humiliating is the Canadian 
artist's financial reality; sme is wrongly perceived as a moocher 
and pigeonholed in much the same manner as the homeless, by 
the too-quick-to-condemn who blurt out over-simplified general
izations. (The solution is just never quite as straightforward as, 
"Get off your ass and find a job, you lazy bum1") 

What do visual artists really mean to Canada? When I stumbled 
on Statistics Canada's startling figures, my apprehensions about 
my future were confirmed. $12,633. Five bold digits stamped on 
my mind. On average, visual artists such as painters and sculp
tors "rake" in a bitter $12,633 annually, which situates them well 
below the total labour force average income of $26,474.3 Now 
who's to blame? I don't intend to point fingers at anyone. What 
shocks me even more is that within the whole of government 
expenditures on culture, only 0.9 percent of funding is budgeted 
toward the visual art and crafts sector.' Crossing my fingers while 
I hope for increased (or redistributed?) government funding might 
be a little too idealistic. I can just imagine Jean Chretien entering 
my living room, convincingly exclaiming, "Here are your tax 
dollars!" while he refers to one of my very own paintings. Let's be 
real. Most taxpayers would never stand for that. It's futile to think 

that everyone - including non-artsies - can understand the 
value of the artist for Canada. This disturbing reality leaves me 
begging for "change." 

The (unfortunate) cultural contributor has legitimately earned this 
right to both reform, and renumeration, through commitment and 
hard work. The Appelbaum-Hebert Report (1982) supports this 
claim in stating that " ... the largest subsidy to the cultural life of 
Canada comes from not the government, corporations or other 
patrons, but from the artists themselves, through their unpaid or 
underpaid labour" 5 (emphasis added). 

And of course, the visual artist's meager salary is then minced up 
by a tax department that demands its share. Last September, the 
Canadian Conference of the Arts (CCA) proposed a tax exemption 
for "creative" income of up to $30,000 - an exemption based on 
artistry as copyright.' I applaud those who understand the need 
to reform and firmly believe that such changes would show 
sincere government support toward the visual artist. 

Even the Canada Council almost seems to have forgotten about 
the individual artist.' When I called Revenue Canada to track 
down the outcome of the CCA's proposal, the information agent 
bluntly explained, "What are you talking about, artists pay taxes 
just like everyone else." Such a simple answer only further 
perpetuates such blase indifference toward artists in Canada. Did 
he even know what the CCA was? 

Regardless, I cannot imagine that the government will implement 
this policy (or any other one that favours individual artists). with 
facileness, when it has not been eager to listen in the past.' 
Within the Canadian creative context, it is paradoxical that the 
starving artist still keeps slapping canvas and chiseling maple. 
But wouldn't it be absolutely moronic if the government changed 
it's scrooge-like ways when artists have worked almost gratis in 
the past? 

Unpaid or underpaid, I will be an artist. I smirk when I'm igno
rantly asked, "So you'll produce crafts alongside which "real" 
profession?" "Government-desk-job-art-as-a-hobby-1-call-myself
an-artist" might seem like an acceptable title for some. But I will 
not yield my passion. When a so-called "artist" accepts such a 
choice they compromise their passion and handcuffs themselves 
to a desk. And then these same Canadians ask, "Where the heck 
can I find Canadian culture?" And eyes adhered to the TV set, 

they indulge in "Hockey Night in Canada with Boston playing 
Philadelphia in the US."9 

I will assuredly have a rich future .. rich in creation ... in contem
plation ... in self-exploration ... in ideation ... Evidently, such intan
gible "tions" are "merely" those riches of the mind, "merely" within 
a social structure where artistry isn't always marketable. Then 
why is it that everyday (and despite what I know and what I fear 
most). I continue to tell myself, again and again, "I should be an 
artist," reluctantly, "I must be an artist," under, "I will be an artist," 
my breath. 

This is my personal anthem. 

This article is part of an ongoing intervention entitled Spare 
Some Change. The text is concealed within a folded paper tea 
cup and revealed only when unfolded. 

Julie Fiala produced a limited edition of tea cup multiples to raise 
funds for the KingstonYouth Shelter Project. She is currently complet
ing a Bachelor of Fine Arts at Queen's University, Canada. Please 
direct all comments or inquiries to juliefiala@hotmail.com. 

Notes 

1 I am referring namely to the Massey Commission Report (1949-51), it's outgrown the Canada 
Council (CC). and the Conad1an Conference of the Arts ICCAI. However. such acknowledge· 
ments do not automoticoUy infer funds, though renumeration is essentially what the artist 
needs most. 

2 What I am geared toward is as much discussing the starving artist paradigm, as my hypocrisy 
in stating that yes, I will be on artist despite financial drawbacks, I am well aware that I mutter 
from opposites sides ol the mouth. At once, I damn the lack ol supporl and yet (with this yes). I 
accept it. However. if I chose lo ignore my aspirations, I suffer an even greater toss. Damned 
in you do, damned if you don't. 

3 Compiled by Statistics Canada, these figures also include port lime, seasonal and self•employed 
workers. See Average Employment Income of Artists by Occupation ITablel. Census, 19(}5. 

t. I hove calculated these figures from those compiled by Statistics Canada. For a complete 
breakdown, see Government Expenditures by Function and Level and Government. (table). 
Census data. 1996-97. The visual arts and crafts sector receives the third•leasl amount of 
funding, situated just above sound recording and multiculturalism. 

5 This report is quoted in Seeking Out the Creators-Equitable Taxation Treatment for Canada"s 
Artists and Creators. Online al http.iWWW.ffo.ucalgary.colccO'budgtOO.htm. 

6 For a discussion of the Canadian Conference of Arts past and present goals see Seeking Out 
The Crealors•Equitable Taxation Treatment for Canadian Artists and Creators. Online at 
hltpl/www.fla.ucalgary.calccOlbudglOO.hlm. 

7 Canada Council's website indicates that only 18.5 percent of total grants is allocated to indi· 
vidual artists. It goes without saying that only a small fraction of this is allocated to visual 
artists. See Canada Council's website at http.iWWW.canadacouncil.colcounciVonnualre• 
par15"1999-200CYcp1-elx.asp. 

8 This is not the CCA's first cry for reform. As explained online, their ·recommendations have 
usually fallen on deal ears: See Seeking Out the Creators-Equitable Taxation Treatment for 
Canada's Artists and Creators. Online at httpllwww.ffa.ucolgary.colccO'budgtOO.htm. 

9 Susan Crean, Who's Afraid of Canadian Culture? Don Mills: Generat Publishing, 1976, p.8. 
I realize the topic of the American monster is a whole other ball game, however I believe such 

an analogy proves that we need someone (artists?) to resuscitate the ·dying: 
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FUNKAGiA 
is moving on out to the 

B-91DE 
129 Peter Street (above Fez Batik) 

JUI. v 7. 2001 

DJZANR.A 
spinning ... 

"South Asian sounds ... a skirl of drumbeats, a 
downpour of sitar, a thrill of hindi." 

- The Toronto Star 

FunkAsia celebrates its 3rd successful year 
of Desi vibes in a dance space ... 

... the first Saturday of . 
every month. ~ 

Upcoming Dates 
July 7, August 4, September 1 

info 416.204.9660 

tune into Masala Mixx on 88.1fm every Saturday from 
4-6pm for details 

~ 
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