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September 18 to November 15, 2009
Andrew Harwood: Sailor

s
Sl Michael Campbell: Field
M Recordings of Icebergs Melting

w Tom Thomson Art Gallery

= 840 First Avenue West, Owen Sound

= ON Canada ndk 4k4 Call 519-376-1932
tomthomson.org

LEFT: ANDREW HARWOOD, SAILOR, 2009.
RIGHT: MICHAEL CAMPBELL, THE REDWOOD JASON BEKK, 2008.
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Oétober 31 to December 12
Opening and Artist Talk Friddy NovemberSat 7:00pm
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Bamberton: Contested Landscape

Cedric and Nathan Bomford

January 8 to February 20
Opening and Artist Talk FridayJanuacy 15 at 7:00pm
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10 FORT STREET, 2ND FLOOR

CTORIA, BC V8
250.383.8833
openspace@openspace.ca
Www.openspace.cd
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September 10 - October 4
Jimin Lee
Ballad of the Mundane

October 8 - 31
Marilee Salvator
Mary Had a Little Lamb

November 5 - 28

Pamela Dodds, Hazel Eckert & Kelsey Schuett
Scholarship Exhibitions

December 3 - 19
Artist Proof Sale Fundraiser
Open House: December 3, 6-9 pm

January 14 - February 20
Lisa Turner
Shelf Life

Image: Jimin Lee, At Dusk, Photo etching, Spit bite, Pigment on Kozo, Chine collé, 15 x 24" 2009.
Courtesy of the artist.

Open Studio
401 Richmond Street W. Suite 104 Toronto M5V 3A8
tel/fax 416-504-8238 office@openstudio.on.ca
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MOVING FORWARD
LOOKING BACK:

Transforming Motion
The New Gallery

15 May — 20 June, 2009

CURATED BY Terrance Houle

REVIEW BY Tammy McGrath

In Transforming Motion, Terrance Houle
considers the present day conditions for a no-
madic way of life through the work of three
emerging First Nations/Native American art-
ists — Duane Linklater, Nadya Kwandibens
and Larry Blackhorse Lowe. All three of the
artists consider the challenges and advantages
of nomadic movement between urban and
rural settings in search of employment and
new opportunities while maintaining ties to
one’s own history and culture. The exhibition
is particularly relevant in Calgary, a city that is
attracting people from across the country for
employment in the oil industry.

Upon entering the gallery, the first work I
encounter is a two-channel video that docu-
ments a performance by Duane Linklater
titled Rezdog. I smile as I watch the first
monitor because I recognize the familiar
actions of putting on road tunes and settling
in of both artist and curator as they prepare
for a road trip; they both get comfortable

in the vehicle and begin to drive. They pass
a sign that says “Blood Indian Reserve No
Trespassing.” A trading post and farm equip-
ment slide in and out of view while prairie
vistas and pickup trucks pass by. Eventually,
they stop to visit a dog in a rural reservation
setting; through the headphones the viewer
hears a male voice talk about how the dog
may be part dingo and part border collie.
The animal looks happy and comfortable in

its environment.

The second monitor shows the same dog
being carried into the car and driven into
the city; the dog does not want to go. The
animal looks progressively less happy as it is

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

leashed and brought into Urban Dog Mar-
ket, a store filled with expensive treats and
dog clothing. A woman’s enthusiastic voice
speaks about people going to Starbucks for
their human treats then coming to her store
to get their dog treats. The transition of the
dog from its rural environment to the city is
uncomfortable to watch, and a clear reflec-
tion of the difficulties of maintaining fluid
nomadic lifestyles. Linklater’s work is further
contextualized by the location of the New
Gallery in Eau Claire Market, a struggling
mall that was once positioned as Calgary’s

Granville Island.

Across from Linklater's work is a projec-
tion of Larry Blackhorse Lowe’s film, June,
which depicts a young girl named June
studying her Navajo language. I watch as this
confident child learns to write and gives the
viewer instruction on the different elements
of a medicine wheel. As she leaves the room,
the footage shifts to a scene from a hallway
in the school and the color turns to black
and white while a soundtrack begins to play.
There is something eerie and disjointed
about this segment. We no longer see June
animated and engaged with the viewer,
instead feeling the ominous undertones of
her situation and conjuring the history of
residential schools. The shot then changes
pace as the viewer gets a glimpse of the child
outside, followed by a domestic setting of
warmth and family life inside the home. The
young girl helps her grandmother by setting
the table and learns how to make a teepee
using her hands and some string. She is
learning her Navajo heritage at school and at

home — an experience that is much differ-

ent than that of her grandmother’s genera-
tion. June will have a strong sense of belong-
ing before she has to make her own way in
the world, allowing her to adapt while still
maintaining pride in who she is and where

she has come from.

This question of belonging is also taken up
by Nadia Kwandibens’ series of photographs
titled, Concrete Indians. The first image
portrays an aboriginal man wearing a head-
dress and jeans, sitting on steps in front of an
urban landscape of architecture and people.
He looks confidently and directly back at the
viewer in much the same way as the female
Pow-wow dancer in the second photo does.
The third photo is different from the previ-
ous two; in this image, a woman dressed in
a traditional beaded aboriginal dress walks
barefoot across the street. She does not look
directly at the viewer, but like the other two
photos, she stands out from the scene she
inhabits. In each photo the confident pose
and/or direct gaze of the subjects appears to
be challenging the viewer to tell them they
don’t belong.

Houle has curated an exhibition of con-
temporary artwork that is at once thought-
provoking and powerful. Each of the artists
uniquely addresses First Nations culture in
urban and rural settings. This is especially
relevant as more people temporarily or
permanently leave their homes in search of

work in growing cities such as Calgary.

TAMMY McGRATH is an interdisciplinary
artist, art facilitator/curator and sessional
instructor. She currently resides in
Calgary, Alberta.
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DisrUPTIVE MoDELS: Making Worlds

53rd Venice Biennale « 7 June — 22 November, 2009

REVIEW BY Earl Miller

The 2009 Venice Biennale, Making Worlds,
included a few solid exceptions to a largely
apolitical exhibition. Take, for instance, the
work of Anawana Haloba, Paolo W. Tam-
burella, Paul Chan and Ahmet (“)giit (from
Zambia, the Union of the Comoros, Hong
Kong and Turkey respectively), four artists
who critically respond to globalization’s cul-
tural appropriation, exploitation and ensuing
violence. Daniel Birnbaum, the exhibition
curator, writes that Making Worlds reflects
an “aspiration to explore worlds around us
as well as worlds ahead.” Haloba, Tambu-
rella, Chan and Ogiit respond by asking
whose worlds are being made in this global

economy and just who is making them.

Anawana Haloba’s The Greater G8 Advertising
Market Stand (2007-09), for instance, exposes
how G8 countries too often euphemize the
cultural leveling of global trade by, for one
thing, marketing products under the auspices
of feel-good, ethical shopping. Haloba’s
interactive sculpture and sound installation
centres on food samples from a range of
“Third World” countries, at least according
to the faux-fair trade packaging of the food
containers they come in. Haloba displays
these containers on what looks like a street
market stand, which is actually built of Euro-
pean standard-size shipping pallets. This con-
struction material is a clue that the products
may be inauthentic while the bitingly satiri-
cal text completes disclosure: for example,

Abdala Motor Oil, “Iraq’s specialty” has the

slogan “free your conscious” written below
it. Haloba alludes to the colonial era too: the
Mullah noted on the Somali banana bread is
Abdullah Hassan, the leader of the country’s
armed resistance against early 20th century
colonization. The clincher, however, is that
the expected exotic giveaways biennale visi-
tors enthusiastically take from the contain-
ers turn out to be the very products found
in Western grocery stores: cornflakes, milk
toffee candies and other bulk food goods.
Haloba, therefore, illustrates how globaliza-
tion’s introduction of new worlds — largely
a marketing response to Westerners' pro-
gressive posturing — in reality leaves these
worlds vulnerable to consumer colonization,
a situation Haloba emphasizes by a sound
component consisting of a narrator recount-

ing a pre-global economic past.

The Union of the Comoros’ contribution,
Paolo W. Tamburella’s Djahazi (2009),
similarly points to how globalization has
impacted developing countries. Tambu-
rella moors five djahazi boats, traditional to
Africa’s Comoros Islands, in the Venetian
Lagoon in front of the biennale grounds in
Giardini Park. He places a disproportionately
massive contemporary shipping container in
each of them to symbolize how international
trade overpowers regional culture. Although
this placement appears absurd, it was indeed
a shipping reality in this small country until
as late as 2006 because Djahazi boats were

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

in the port city of Venice, where traditional
fishing boats occasionally do intermingle
with the ubiquitous gondolas, passersby will
find it difficult to determine if the boats are
works of art. As a subtle intervention, Dja-
hazi implies that the presence of global trade

is especially pernicious when nearly invisible.

In contrast, Paul Chan shows the highly
visible effects of Western intervention. The
pictures leaked from the Abu Ghraib prison
are a touchstone for world violence today
for combining two key characteristics of
globalization: American interference and
the disseminative powers of the media.
Accordingly, Chan’s 2008-9 piece, Sade for
Sade’s Sake (a pun, of course, on art for art’s
sake), draws an analogy between the lurid
appeal of Marquis de Sade’s sexual exploits
and the public appetite for the universally
circulated Abu Ghraib torture porn pho-
tos. (Incidentally, de Sade was convicted
specifically for sex-related crimes, unlike the
military officials in charge of Abu Ghraib).
A shadow play comprising a three-channel
animated wall projection juxtaposes eerie
silhouettes of whipped and beaten figures
with those engaged in sexual acts — macabre
images of sex mixed with sadism projected
on a prison-like faded brick wall. The work
includes a backdrop of black and purple
abstract rectangles and squares resembling
minimalist abstraction or simply works

of art hung on walls, as if to indicate that
this work, despite being so clearly politi-
cally discursive, remains anchored in the art
world. Interconnected 45-second vignettes
form an A-B-C-B rhyme scheme, a ballad of
sexual violence referencing poetry of the 18®
century, Marquis de Sade’s era.

Tallying the results of global terrorism as
opposed to indicating the American foreign

policy that so often perpetuates it, Ahmet

<top> Paolo W. Tamburella. Installation
and performance view of Djahazi, 2009.
Courtesy: the artist. <middle left>
Anawana Haloba. The GG8 Advertising
Marketing Stand, 2007. Photo:
Wolfgang Giinzel. Courtesy: the artist.
<middle right> Ahmet Ogiit.
Installation view of Exploded City, 2009.
Courtesy: The Pavilion of Turkey.
<bottom> Paul Chan. Installation view
of Sade for Sade’s sake, 2009.

Courtesy: Greene Naftali Gallery

Ogiit’s Exploded City (2009), part of the
Turkish Pavilion’s group exhibition Lapses,
is an architectural model for a city compris-
ing only buildings that have been devas-
tated in real life. In this model though, the
buildings are intact and await their fate. An
accompanying text begins with Biennale
site-specificity, mentioning the Exploded
City as a “future city” that Venetian Marco
Polo describes to emperor Kublai Khan — a
reference to Italo Calvino’s Invisible Cities,
an influential book among urbanists (and
also for Ogiit) that reworks Polo’s travel
tales to describe cities of the imagination.

In contrast, Ogiit's model is a dystopia of
International Style and kitschy Post-Modern
architecture: generic hotels, restaurants and
other commercial buildings alongside un-
memorable public edifices — museums, post
offices and the like. The only thing making
them notable is their shared fate of destruc-
tion. Buildings from across the world exist
side by side in this truly multicultural city
where hundreds of languages are spoken.
Too bad the Exploded City remains under

constant threat of terrorism.

The violent consequences of globaliza-

tion’s disruptive world-making is not the
most visible of the many sub-theses of the
2009 Venice Biennale

of all biennials. But it is a theme which,

the most omnibus

once evinced, stands out as a much-needed
collective voice of dissention. This voice
convincingly argues that “making worlds” is
about artists engaging in dialogue concerning
ongoing domination over marginal worlds
rather than artists creating their own imagi-

native realms.

EARL MILLER is an independent curator
and art writer residing in Toronto. He holds

a particular interest in Latin art.

Disruptive Models: Making Worlds 43 FUSE



BACKGROUND CHARACTERS:
MARK LEWwIS’ Backstory

Presented in conjunction with Cold Morning, Canada Pavilion,
53rd International Art Exhibition, Venice Biennale, 2009
3 June — 6 June, 2009

REVIEW BYMichelle Jacques

Mark Lewis. Backstory (film still), 2009. Courtesy: the artist and Monte Clark Gallery,
Vancouver, Clark & Faria, Toronto, galerie serge le borgne, Paris.
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Rear projection. Even if you’re not familiar
with this term, you’d probably recognize
the technique. Actors are transported to any
locale or situation, simply by filming them
in front of a screen onto which pre-existing
background footage is cast from behind.
The process was developed in the 1920s,
fine tuned in the 1930s, and popularized by
early Hollywood directors who wanted the
variety of different settings in their movies
without the expense of filming on location.
Alfred Hitchcock was a proponent of the
technique, and used it extensively in many
of his films, including Notorious (1946), North
by Northwest (1959), The Birds (1963) and
Marnie (1964). Hitchcock may have first
been drawn to the technique for reasons

of economy and convenience; by the early
1960s, however, his budgets should have
allowed him to film on location when he
wanted to. Rear projection was a device for
Hitchcock, employed to draw his viewer’s
attention to the artificiality of what was hap-

pening on the screen.

The exhibition on view at the Canadian
Pavilion at the 53 Venice Bienniale features
four films by Hamilton-born, London,
U.K.-based artist Mark Lewis. Two of them,
Nathan Phillips Square, a Winter’s Night, Skat-
ing (2009) and The Fight (2008), use rear pro-
jection. To create Nathan Phillips Square,
Lewis used footage shot at Toronto City
Hall’s skating rink as his backdrop against
which to film a young couple gliding around
a small artificial rink in a Hollywood sound-
stage. The Fight combines a background
filmed in Vienna with a reenactment of a
clash between a Romany family and a group
of white women and men. Technological
advances in rear projection technology mean
that the distinctive, washed-out look that
defined its early usage has been minimized,
yet there is something about the relationship
between foreground and background that
makes it evident that things are not exactly as

they seem.

While he began his artistic career as a still

photographer, in the late 1990s Lewis began

to work exclusively with moving images. The inimitability of his
work perhaps rests in his ability to engage fully with an explora-
tion of how films are made while creating moving images that

often possess a still, even painterly quality. In Algonquin Park, Early
March (2002), a work which is a contemporary exploration of a
geographical site that has been made mythical by the paintings of
Tom Thompson and the Group of Seven, the slow zoom out of the
camera lens is perfectly timed to the four-minute length of a single
reel of 35mm film. From the initial, unidentifiable field of white
through a series of small visual revelations, we are led from pure

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

Lewis’ reputation has been built around these concise but visually
packed films that are presented as video projections in gallery spaces,
and isolate and subtly reveal the history of art and the techniques of
cinema and invite the watchful viewer to think about how moving
images are constructed. Additionally, the intersection of cultures is

a feature of both The Fight and Nathan Phillips Square, one which
has roused discussions of such topics as diversity, post-colonialism,
and globalism in Lewis’ work. Given the subtlety with which Lewis
blends these concerns, Backstory (2009), the verging-on-campy doc-
umentary about the Hansards, proprietors of the family-run, Culver
City-based production company that has dominated the field of rear
projection work in Hollywood for over 70 years, feels, at first, like a
slightly ill-fitting addendum. Lewis used them for his rear projection

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

style documentary, made remarkable by the almost slapstick antics
of the father-and-son Hansard team — William and William, Sr.
and Jr. — and the liberal use of rear projection backdrops against
which they tell their story. They describe the founding of the family
business by William Sr.’s father, the heyday of the technique in the
1940s, 1950s and 1960s, and its inevitable decline as new technolo-
gies — first the blue screen process and then increasingly complex

computer effects — were introduced.

The senior Hansard tells tales about the actors they worked with;
his son reveals family skeletons. Their delivery is unrehearsed. Their
appearance is slightly disheveled. They are not particularly poised.
The individuals who toiled behind the scenes of the films of Hol-
lywood’s bygone era are not particularly charming. They’re regular
guys who discuss their work from a technical perspective, peppering
their presentations with a few off-colour stories about the people

they met along the way.

Lewis’ gallery works draw his viewers’ attention to the mechanics of
the filmic medium. Segregating camera movements, or filming and
editing techniques, he encourages us to understand how the moving
image is constructed and how we participate in that construction.

In Backstory, he uncovers another layer of the Hollywood apparatus
— our collective tendency to mythicize and romanticize the people

who make movies.

MICHELLE JACQUES is a curator and writer based in Toronto.
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Being critical of the state

of Israel, a political entity,

does not constitute an

act of anti-Semitism.

MORE THAN JUST FREE SPEECH &rbh. vacl

On 8 May 2009, the Koffler Centre for the Arts in Toronto pub-
licly “disassociated themselves” from artist Reena Katz by sending
letters not only to their mailing list, but to artist-run centres across
Canada. Katz’ exhibition, titled each hand as they are called, curated
by Kim Simon and commissioned by the Koffler, was about to
open as part of the Luminato festival. Each hand was to be a queer
weaving of narratives and generative experiences of Kensington
Market (http://eachhand.org/). The Koffler’s act effectively shut

down the show.

In the same week in Toronto, B’nai Brith publicly requested of
Mayor David Miller the censure and cancellation of a reading of
Seven Jewish Children, a ten-minute play by British writer Caryl
Churchill. The play, written in response to Israel’s bombardments
of Gaza in January, 2009, addresses various stages of Jewish history,
representing Jews as both victims of violence and as perpetrators.
It asks how we might talk to our children when we occupy these

different positions.

These cultural events are but two
in a number of significant attempts,
especially since Gaza, to pressure
universities, funding bodies,
legislatures, arts organizations, and
Pride Toronto to disallow, cancel

or censor groups and events that

have been critical of the state of
Israel. B’nai Brith and other Jewish organizations have been at
the forefront of requesting these acts of censorship. Some of the
targeted groups or events use the supposedly inflammatory term of

“apartheid” (the UN definition supports this usage); some include
challenges to Zionism (the recent international conference at York
University, Israel/Palestine: One State or Two? engaged serious aca-
demic evaluation); some, as in the case of Reena Katz, garner atten-
tion purely because of political association. Katz’ show had nothing
to do with Israel/Palestine; it was her association with Israeli Apart-
heid Week that proved to be sufficient cause for the Koffler and its
supporting organization, the United Jewish Appeal, to pull their
support. This act was especially egregious as it implies that publicly
funded institutions, which the KofHer is, can exclude, target, or

censure artists for their political affiliations or public opinions.

The tactic by mainstream Jewish organizations and their allies has
been to frame criticisms of Israel as anti-Semitism. At a recent talk

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

crimination but rather attacks on the “collective of Jews,” and that
Israel is a representative of this collective. According to Cotler, at-
tacks on Israel using the label of apartheid constitute anti-Semitism

in its newest form.

The concerted effort to silence critics may be seen in a number of
ways, but the most significant is that this is pure distraction from the
real issue at hand: Israel's ongoing and violent 42-year occupation
of the West Bank and Gaza. This occupation and the subsequent
settlement building stands against international law. As well, Israel's
treatment of its own minority of Palestinians (one fifth of the popu-
lation) renders it not an exclusively Jewish state, which it claims

to be. Palestinian rights to live in safety, to access their lands and
livelihood, their houses and resources, have been obscured in most
mainstream media coverage. But the tide is changing as criticism of
Israel has entered public discourse. The pressure brought to bear on
arms-length funding bodies or public institutions could well back-

fire with false charges of anti-Semitism.

This deliberate obfuscation also denies that many Jews reject the
idea that Israel speaks for and acts on behalf of world Jewry. Being
critical of the state of Israel, a political entity, does not constitute an

act of anti-Semitism.

Rather than focusing on the issues at hand, increasingly activists,
academics and artists have to expend their energies in defending
free speech and political criticism, something we all assume we have
a right to express. As regards Israel/Palestine, we need room for
two and more narratives; political solutions that address Palestinian
dispossession and land theft; and open debate and address of abuses

of power.

Katz and Simon reached a settlement with the Koffler and will be presenting each
hand as they are called autonomously in Kensington Market, October 1-25, 20089.
The Toronto Arts Council, in reviewing the Koffler's professional and ethical conduct,
determined that the Koffler was in violation of the City of Toronto’s non-discrimination

policy regarding freedom of political association. www.eachhand.org

B.H. YAEL's most recent video, Trading the Future won the Audi-
ence Award at the Ecofilms Festival in Rhodes. Palestine Trilogy
addresses various sites of resistance by Israeli, Palestinian and
International activists. Yael is a Professor of Integrated Media in
the Faculty of Art at The Ontario College of Art and Design.
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Toronto’s free all-night contemporary art thing

October 3, 2009 - sunset to sunrise

For one sleepless night experience Toronto transformed by artists.

Discover interactive art in galleries, museums and unexpected places—
from churches and grocery stores to chimney stacks and bus stations.
Choose from 130 projects created by more than 500 artists

including world renowned names such as Jeff Koons,

Santiago Sierra and Rebecca Belmore.

One night only. All night long.

For more info on the event and special travel deals:
scotiabanknuitblanche.ca
416.338.0338
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AN INVESTIGATION ABOUT A STILL

416-968-FILM
tiff.net/cinematheque

Co-presented with:

cimematheque h-toocs

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

TIFF Cinematheque is located at 317 Dundas Street West, Toronto (AGO’s Jackman Hall, McCaul Street entrance).
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Visa' is the only credit card accepted by TIFF.
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