










































the proper-sounding, 
national Israeli subject. 
Others noticed that the 
voice of the tracks for 
Israel and Palestine were 
recorded using the same 
speaker, further blurring 
the lines of national 
belonging and borders, 
as the complex relation­
ship between nation 
and national subject were 
disturbed. 

In Border Sounds, 
questions of national 
borders and belonging are 
highlighted in the national 
divisions between listening 
stations, at the same 
time that these borders 
are blurred in the hybrid 
cultural mixings of dubstep 
with the surprisingly 
homogenous texts from 
the inside of the passports. 
With the exception of the 
Palestinian ID card, the 
passports all speak with 
the same vocabulary, even 
when written in different 
languages. The passport 
represents an extension of 
the nation to the bearer of 
the passport, and as each 
track invites the listener to 
identify with the common 
vocabulary of the English 
versions of the passport 
texts, the markers of 
national belonging are 
made ambivalent as most 
participants lose the ability 
to understand the content 
with the national languages 
of each country. That 
the text of the Palestine ID 
card, and subsequently, 
the track for the Palestine 
station of Border Sounds, 
is notably different than 
those of other nations, 
signals the effects of 
Palestinian life under the 
contested and highly 
militarized border of Israeli 
occupation. 

Border Sounds 
draws participants into the 
silent disco and reminds 
them that not all move­
ments are equal, that how 
we move and why we 
move is as much a factor 
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of the political divisions of 
nationhood, notions of 
national security and 
sovereignty, as it is about 
individual freedom and 
autonomy. The contradic­
tions of national belonging 
are clear: that some people 
belong - as bearers of 
passports or as ideal 
citizens-is always in juxta­
position to those who can 
never fully or properly 
belong, whose movements 
are restricted, who are 
expelled from or barred 
entry into the nation. 

Aganetha Dyck 
and William Eakin's 

Light 

Michael Gibson Gallery, 
Winnipeg 

01 to 29/10/2011 

Review by 
Julian Jason Haladyn 

and Miriam Jordan 

For the exhibition, 
Light, Winnipeg artists 
Aganetha Dyck and William 
Eakin bring together their 
unique approach to art in 
a dynamic collaboration. 
In their individual practices, 
both artists have contin­
uously transformed found 
objects through subtle 
processes of alteration, 
revealing the minute beauty 
and material qualities 
of ordinary objects. Dyck 
is well known for her 
twenty-year partnership 
with honeybees, which 
has grown out of her 
interest in their construc­
tion of space through the 
production of beeswax 
and honey. Dyck is keenly 
interested in the crucial 
role that bees play in the 
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ecosystem; without bees 
the pollination of food 
crops is jeopardized. She 
has collaborated exten­
sively with these communal 
insects by placing a variety 
of reclaimed objects into 
their hives, allowing the 
bees to alter the forms and 
images by covering them 
with delicate networks 
of honeycombs. 

Eakin has a similar 
fascination with found 
objects, which he carefully 
organizes into collections 
and transforms from the 
mundane to the extraor­
dinary through his sensu­
ally lush approach to 
photography. His photo­
graphs are well known for 
their uncanny ability to 
reframe ordinary objects 
as commentaries on the 
human psyche, reflecting, 
for instance, the creative 
impulse to amass collec­
tions of ordinary things, 
and how belongings 
accumulate both meaning 
and value. In Dyck and 
Eakin's new collaboration, 
Light, they present an 
engaging sculptural and 
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photographic project that 
brings their separate 
practices into a collabora­
tive dialogue: a collection 
of table lamps is assem­
bled by Eakin, each of 
which is collaboratively 
transformed into a sculp­
ture by Dyck and the bees 
(with Eakin's assistance) 
before being photographed 
by Eakin. 

Over the last two 
years, since being diag­
nosed with a severe 
allergy to bee stings, Dyck 
has had to reposition her 
work with honeybees, 
a collaboration that has 
come to define her artis­
tic practice. Prior to 
the development of her 
allergy, she engaged 
directly with the bees by 
placing objects in the 
hives and moving them to 
orchestrate the labouring 
bees. For the work 
presented in Light, Dyck 
took on a supervisory role 
and interacted from a 
distance with her minia­
ture partners, directing 
Eakin via cell phone as he 
worked in the apiary. 

Aganetha Dyck is 
best known for her 
collaborative work 
with live honeybees, 
transforming common 
objects into etherea 
and delicate 
sculptures. In 2007, 
Dyck won the 
Governor General's 
Award in Visual Arts 
and the Manitoba Arts 
Council Arts Award of 
Distinction. 

A compulsive 
collector of everyday 
objects, William 
Eakin's photographs 
are an inquiry into the 
value of ordinary 
things. Eakin received 
the Duke and 
Duchess Prize in 
Photography, and has 
work in the 
collections of 
museums such as the 
Canadian Museum of 
Contemporary 
Photography and the 
Winnipeg Art Gallery. 

Julian Jason 
Haladyn is a 
Canadian writer and 
artist. He is the author 
of Marcel Duchamp: 
Etan/ donnes 
(London: Afterall, 
2010), as well as 
numerous journal 
articles and book 
chapters on art, film 
and visual theory. 

Miriam Jordan is a 
First Nations writer 
and artist. Her 
writings on art, film 
and culture have 
appeared in 
numerous publica­
tions and book 
chapters, including a 
collaborative text with 
Jamelie Hassan in 
Cultivating Canada: 
Reconciliation 
through the Lens of 
Cultural Diversity 
(Ottawa: Aboriginal 
Healing Foundation, 
2011). 

f-
Aganetha Dyck, 

Pini< Pillar with Couple, 
2011. Image courtesy 

of the artist and 
Michael Gibson 

Gallery. 

The lamps used in 
this series of works were 
chosen by Eakin from his 
extensive collection of 
collections. In Eakin's solo 
projects, he gathers and 
arranges objects - such as 
tattered, found photo­
graphs in Fading Dream 
(2009), cookie tins in 
Night Garden (2000) and 
trophies in Monument 
(1994) in enlivening 
configurations before 
photographing them. With 
the lamp collection, there 
is a shared functionality 
that connects otherwise 
visibly disparate items. 
The lamps themselves are 
unique in their charming 
quirkiness; among them 
is a wooden Mickey Mouse, 
a baroque couple lavishly 
rendered in ceramic, 
a matador swirling his 
red cape behind him, a 
giant grE:en foot with elves 
sitting on it, a cartoonish 
squirrel, a souvenir Leaning 
Tower of Pisa and 
a green glass arm of the 
Statue of Liberty. The 
lamps are the scale of 
bedside table lamps and 
possess a fantastical 
dream-like quality, which 
Eakin emphasizes with 
his dramatic photographs. 

Once the bees 
completed their work on 
the seven lamps, Eakin 
photographed them in his 
studio with a toy camera. 
As a result of the deliber­
ately distorting lens of the 
camera, the lamps seem 
to glow against dark 
backdrops with a hyper­
real gleam that is almost 
hallucinogenic in its clarity. 
Viewed alongside the 
original lamps, which 
are arrayed in front of or 
near the photographs, 
these photographic worlds 
heighten the already 
intense play of object and 
image. The soft yellow 
beeswax creates meander­
ing hexagonal patterns 
across the surfaces of the 
lamps, and emits a delicate 

scent into the space of the 
gallery, reflecting and ampli­
fying the sensorial quality 
of Eakin's photographs. 

There is an interest­
ing back-and-forth visual 
exchange among the 
various pieces on display, 
with the photographs 
of the beeswax-encrusted 
lamps revealing surface 
features and glowing 
colours that are not imme­
diately obvious in the 
sculptures themselves. 
What is most striking about 
the relationship between 
Dyck and Eakin in Light is 
the material presence the 
project offers as a whole, 
with the lamps giving 
a kind of grounding to 
the photographs, which 
themselves reveal the 
underlying miniature 
worlds of the honeycomb­
covered lamps. Dyck's 
sculpture, Leaning Tower 
of Pisa (2011 ), is covered 
with a lacy web of honey­
combs that seem to be 
growing right out of the 
miniature arches of the 
tower. Eakin's photograph 
of the same sculpture, 
Light 0009 (2011 ), spectac­
ularly enlarges the 
diminutive lamp to larger­
than-life, emphasizing the 
monumental nature of 
the organically-fused tower 
and honeycombs through 
a dramatic play of light and 
shadows. In Light 0007 
(2011 ), he backlights Dyck's 
Pink Pillar with Couple 
(2011 ), creating a surreal 
shadow of the female 
figure's beehive hairdo in 
front of a honey-coloured 
mesh of wax cells, which 
fade into purple and then 
darkness. The altered lamp 
itself reflects the passage 
of time through the wax 
traces left behind by the 
bees, which obscure the 
features of the elaborately 
dressed couple and render 
them ghostly specters. 

Though Dyck and 
Eakin both present us with 
the same objects, they 

are radically different 
in their sculptural and 
photographic formats. This 
juxtaposition emphasizes 
elements that appear 
small and inconsequential 
at first glance, but are 
profoundly affecting at 
second glance. Such is 
the case with Eakin's Light 
0073 (2011 ), which reveals 
a translucent green 
hand emerging from amber 
beeswax; against a fluctua­
ting violet-black backdrop 
the lamp glows with an 
electric luminosity. This 
prompts a closer look at 
Dyck's corresponding 
piece, Green Hand (2011 ), 
which is draped with 
honey-combs, resonating 
an apian energy that eclip­
ses the kitschy qualities 
of the lamp, transforming 
it into an oddly alluring 
sculpture. Their collabora­
tion is evocative and 
thoughtfully examines 
the quiet succession of 
time and change on these 
seemingly randomly-sel­
ected lamps, which were 
likely cherished by some 
of their previous owners 
and disdained by others. 
In fact, a similar aesthetic 
moment occurred between 
the artists, since Dyck, as 
she laughingly told us, 
found several of the lamps 
to be hideous before the 
bees transformed them. 
The collaboration between 
Dyck and Eakin unfolds as 
an intriguing material 
process of change facili­
tated and made wondrous 
through their interaction 
with bees. 

Responding to an 
Overdue Truth, an 

Unashamed Lie and 
Each Other 

Leah Decter's 
(official denial) 

trade value 
in progress 

Traveling exhibition 
curated by Jaimie Isaac, 

201 0- ongoing 

Review by 
Nahed Mansour 

Canada has a brutal 
one hundred and twenty­
six year old genocidal 
policy of developing, 
funding and administering 
residential schools that 
forcefully assimilated 
Indigenous children into 
Canadian society by "killing 
the Indian in the child:' [1] 
Mention of this fact in 
national discourse is 
modest in relationship to 
the impact this history 
has exerted on Indigenous 
communities. Although 
severely overdue, the 
official apology offered 
by Prime Minister Stephen 
Harper in 2008 was 
considered historic since 
it was the first time Canada 
had admitted its role in 
administering the residen­
tial school system. 
Addressing the estimated 
eighty thousand living 
First Nations, Metis and 
Inuit survivors (half of 
the estimated total of 
students who were forced 
into the Indian Residential 
school system), Harper 
proclaimed that "Today, we 
recognize this policy of 
assimilation was wrong, 
has caused great harm 
and has no place in our 
country ... The Government 
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Nahed Mansour is a 
Toronto-based artist 
that works in 
performance, 
installation and video. 
Her works have been 
presented throughout 
Canada, including: 
SINGER (Whipper­
snapper Gallery, 
Toronto); Varied Toil 
(Modern Fuel, 
Kingston), Vertigo 
Vitiligo (La Centrale, 
Montreal), Kh (MAI, 
Montreal); Measuring 
(SAVAC's MONITER 
8, Toronto); 
Disorientalism (AKA 
Gallery, Saskatoon); 
and Darkening Cells 
(7a"11 d Festival, 
Toronto). Since 
completing her MFA 
at Concordia 
University, she has 
worked as a Program 
Coordinator at 
Mayworks Festival 
(Toronto) while 
continuing to pursue 
independent 
curatorial projects. 

Leah Decter's 
(official denial) trade 
value in progress 
(2010-ongoing) is 
actively circulating. 
Responses are being 
collected and sewn 
onto the blanket, and 
the work will be 
presented publicly as 
it travels across the 
country. 

[I] Article 2e of the 
United Nation's 
Convention on r.he 
Prevention and 
Punishment of the 
Crime of Genocide, 
refers to the practice 
of "forcibly 
transferring children 
of the group to 
another group" with 
the intent to "destroy, 
in whole or in pan, a 
national, ethnical, 
racial, or religious 
group" as an act of 
genocide. 
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of Canada sincerely 
apologizes and asks the 
forgiveness of the 
Aboriginal peoples of this 
country for failing them so 
profoundly:• [2] This over­
due pronouncement was 
soon followed by an 
"official denial;' when in 
2009, only a year after the 
official apology was offered, 
Harper stated at the G20 
summit in Pittsburgh "We 
have no history of colonial­
ism~ [3] The contradiction 
between these two state­
ments was the impetus 
of Leah Decter's ongoing 
dialogical work titled 
(official denial) trade value 
in progress. 

The object-based 
component of (official 
denial) trade value in 
progress is a single twelve 
by fifteen foot textile made 
up of five Hudson's Bay 
point blankets. The iconic 
red, green, yellow and 
indigo stripes that decorate 
the white wool background 
are randomly reassembled 
to make up an unsystem­
atic grid of clashing 
verticals and horizontal 
stripes. While the textile 
is easily discernable as 
belonging to Hudson's 
Bay point blankets, their 
new format suggests a 
bulkiness and heaviness 
that is seldom associated 
with the comfort of 
a blanket. In the centre of 
this reconfigured material 
are the six words that make 
up Harper's statement of 
denial, sewn by machine in 
a typed font. Building on 
the participatory nature of 
her previous work, Deeter 
invites the general public 
to provide a written retort 
to Harper's denial of 
Canada's colonial past and 
present The responses are 
collected in a book from 
which participants are 
asked to select 
a previous response that 
speaks to them. Once a 
word, phrase or sentence 
is selected, the participants 
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can then choose to take 
part in a sewing action, 
in which they transcribe 
the chosen text onto the 
oversized blanket and 
effectively make visible 
other participants' words. 

Curated by Jaimie 
Isaac, (official denial) 
trade value in progress 
was first exhibited in 
Winnipeg as part of the 
Truth and Reconciliation 
Commission's (TRC) 
National Event (16-19 
June 201 0). [4] Inaugurat­
ing the work at the TRC 
provided the first round of 
responses to Harper's 
statement from survivors, 
their families, communities 
and others directly 
affected by the residential 
school system. Since 
then, the work has been 
traveling across Canada, 
expanding and diversifying 
the ongoing public engage­
ment with the central text. 
Deeter and Isaac make the 
sewing actions accessible 
to the general public by 
inviting interested indivi­
duals to host, participate 
or contribute to the 
book of responses. Sewing 
actions have since 
been held in a variety of 
venues, including schools, 
universities, community 
organizations, galleries and 
homes. Decter's textile 
also lends itself to being 
exhibited or presented in 
gallery spaces as a 
tapestry on which viewers 
can read an ever-growing 
number of responses sewn 
onto the blankets. The 
many testimonies and 
personal anecdotes attest 
to an impressive array 
of reactions to Harper's 
historic amnesia. Both 
the artist and curator, 
non-Native and Native 
respectively, emphasize 
the importance of a 
participatory response to 
Harper's statements, 
affirming that issues of 
colonialism must be 
prioritized and discussed 
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at a national level in order 
for communities to share, 
converse, exchange, learn 
and heal. 

While the respon­
dents' ages, races, genders, 
languages of choice and 
proximity to the history of 
the residential school 
system are varied, most 
of the responses directly 
address Harper's words of 
denial. One such response 
asserts "We have no 
history that is not about 
colonialism:• Other respon­
ses stress the irreversible 
impact of residential 
schools on generations of 
Indigenous peoples, which 
cannot be effaced with 
a simple speech. As one 
responder confesses 
"Because of my grandma's 
disgust with her own 
culture, I never got to learn 
to speak Cree:' The sense 
of fury towards the loss of 
language, family, land and 
community is evident in 
the majority of responses 
written in the book. This 
feeling is multiplied when 
readers come to recognize 
that the words sewn 
onto the blankets are the 
personal responses of 
participants, chosen and 
quoted in turn by other 
participants. This trade in 
words enables a lateral 
dialogue between partic­
ipants that stands in 
counterpoint to the oppos­
itional forms of address 
critiquing Harper's 
discourse of official denial. 
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These tensions are made 
more vivid by the very 
material that Deeter has 
pointedly chosen to display 
the words on. One partici­
pant's response directly 
underscores the genocidal 
history of the Hudson's 
Bay point blankets by 
questioning "Are these 
blankets infested, too?" [5] 

(official denial) trade 
value in progress empha­
sizes the significance 
of an ongoing exchange of 
words. Decter's collection 
of responses is striking 
in its ability to reveal a 
widespread desire to 
counter Canadian national 
myths. Directly or indirectly, 
all of the participants 
stress that Harper's failure 
to admit to Canada's 
history of colonialism calls 
attention to his unrespon­
sive attitude towards the 
current conditions of 
Indigenous peoples today. 
As such, an engagement 
with Decter's work entails 
both an acknowledgement 
and a contribution to a large 
and ongoing dialogue 
about the possibilities of 
true reconciliation. 

f-
Leah Deeter, 

(official denial) trade 
value in progress, 2011 . 

Image courtesy 
of the artist. 

[2] "Prime Minister 
Harper offers full 
apology on behalf 
of Canadians for 
the Indian Residential 
Schools system," 
Prime Minster of 
Canada Stephen Harper 
(11 June 2008). 

[3] David Ljunggren, 
"Every G20 nation 
wants to be Canada, 
insists PM," Reuters 
(25 September 2009). 

[4] The Truth and 
Reconciliation 
Commission of 
Canada documents 
the truth about 
Canada's residential 
school system through 
testimonial statements 
from individuals and 
communities directly 
affected by the 
impact of the schools. 

[SJ The Hudson's Bay 
Company is notorious 
for its complicity in 
the colonial-settler 
project in Canada. 
HBC blankets are 
believed co have been 
infested with small 
pox, then traded and 
distributed to 
aboriginal communi­
ties co annihilate their 
population in order 
to appropriate Native 
land. 
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Susanna Heller: Drawings of Bill 
Organized by MSVU Art Gallery 
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Organized by MSVU Art Gallery. Financial support from the 
Canada Council for the Arts is gratefully acknowledged. 
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Deconstructed: 
Works from the 
permanentcollectton 
November 2011-May 2012 
The Varley Art Gallery 

216 Main Street Unionville, Markham ON L3R 2H1 

Guided tours at 2pm on Saturdays and Sundays 

www. varleygal lery. ca 

James Wilson Morrice, Morocco-Carniva/Time (detail), n.d., oil on panel, collection of 
the Varley Art Gallery of Markham, gift of the estate of Kathleen Gormley McKay 
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