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REVIEW 

less clear what exactly has happened but 

the through-line of the original trap story 

remains. It becomes a refrain - its construc­

tion is repeated with descriptions of a species 

of tree that is easy to bend, does not leave 

chemical traces when bent to construct the 

trap and therefore doesn't reveal imminent 

danger to the local animals. The story ends 

describing a monkey reaching in to grab the 

bait as the snare tightens to catch it. The 

story gains resonance every time it is told, its 

allegorical properties shifting with the images 

on screen. In Nostalgia II the story is repeated 

by the refugee claimant, but it feels like both 

men are walking into traps set long before 

either of them entered the room. The work­

ings of memory are not rational processes 

and trauma does not lend itself to easy recall, 

so their roles have cast them as adversaries. 

Finally, in Nostalgia III, shown as a large 

projection in the final room, one finds 

elements of the same refugee's story in an 

intertwined multi-narrative 16nun film. 

Here the characters have been transformed, 

their gender, skin colour, authoriry and 

power inverted: the partially fantastical story 

is far removed from our present-day realiry 

and instead is set in a future that contains 

contemporary technological elements within 

the visual sryle 1 960s past. In this future-past, 

the first world has become the third world 

- the black characters are where we are to 

expect the white ones to be. The story of 

the snare is repeated several times with chill­

ing effect: a soldier in a group patrolling for 

white-skinned refugees attempting to cross a 

border illegally tells it as a cautionary tale; a 

father tells the story tearfully at bedtime to a 

child we later find is not th.ere. In one scene, 

a black child tells the story of the snare as a 

presentation in front of her classmates (also 

black). When she is accidentally interrupted 

by a frail looking white janitor, he is berated 

by the teacher and apologizes with servile 

deference. Later (or earlier), he sits in the 

office of a ministerial black woman. She 

interrogates him about the "tunnels," where 

people have been crossing illegally, and 

offers him a deal which will allow him to 

"stay" ifhe infonns - jeopardizing the lives 

of a group of white refugee seekers whose 

progress we follow through the tunnels. 

It is Fast's subtle and intricate touch with 

his scripting that extends the impact of the 

installation. The allusions to tunnels and 

the images of an immense cement wall on a 

well-placed monitor on the minister's desk 

are motifs that extend the reach of this piece, 

with allusions to Gaza and a metaphori-

cal link to immigration policy. Like Blade 
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deft> Omer Fast. Nostalgia I 

(Video Still), 2009. 

<opposite page> Omer Fast. 

Nostalgia Ill (Video Still), 

2009. Courtesy: the artist, gb 
Agency, Paris, Postmasters, 

New York, Galerie Arratia, 

Beer, Berlin. 

Runner, Nostalgia makes use of a fictional 

alternate realiry, all the while addressing the 

complexities of identities, the function of 

colonialism, the inadequacies of refugee 

claimant systems and the arbitrary nature of 

both military and bureaucratic power. 

However, this story is not one you have 

heard before. Fast, like any scriptwriter 

worth his salt is as tuned in to audience as 

he is to genre - the vast majoriry of his 

audience, patrons and supporters in the 

often rarified world of European institu­

tional galleries and museums still come from 

a particular demographic. It is Fast's clever 

scripting devices that turn this installation 

into an experience that leaves the viewer 

winded from a sharp violence on everything 

we hold dear about our privileged, first­

world existence. 

An excerpt of one of Omer Fast's earlier 

works CNN Concentrated is available 

online: http:/ /www.youtube.com/ 

watch?v=wNwj7WLEqkY&eurl 

BRENDA GOLDSTEIN is a Toronto film and 

video installation artist currently living 

in Berlin. Her film installation Hereafter will 

be part of a solo show at Mercer Union 

this spring. 
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PUSHING BOUNDARIES: 
"Non Compliance" Short Experimental Program 
at imagineNATIVE Film+ Media Arts Festival 
14- 19 October, 2009 REVIEW BY Carla Taunton 

Liselotte Wajstedt. Ansikten/Faces (Film Still), 2008. Courtesy: imagineNATIVE Film+ Media Arts Festival. 

The 10th Anniversary imagineNATlVE 

Media and Film Festival once again pro­

grammed ground-breaking Indigenous­

produced films, video art and media works 

and celebrated Indigenous media and film 

produced over the past decade. This year's 

festival highlighted the significant use of film 

and media by Indigenous artists, locally and 

globally, for sharing stories as a means to 

assert resistance and cultural continuity. This 

year's experimental shorts program, "Non 

Compliance," screened on the second day of 

the festival (Thursday, October 15) at the Al 

Green Theatre. Co-presented by LIFT and 

the Images Festival, the program showcased 

thought-provoking and engaging works by 

Christiana Latham (Soldier Toys, 2008; Lady 

Raven, 2008); Steve Loft (down(toum) time, 

2009); Alexus Young (Gimme My Fix, 2009); 

Eerie Manywounds (I Heard a Light, 2009); 

Simeon Ross (Penicillium Roqueforti, 2009); 

Amanda Strong (Honey for Sale, 2009); Jenny 

Fraser (I am what I YAM, 2009); Liselotte 

Wajstedt (Ansikten/Faces, 2008); Bear Wit­

ness (Eyes, 2009); Archer Pechawis (Horse, 

2007); Terry Haines (Warrior, 2008); Cara 

Mumford (Echoes, 2008); Dana Claxton (Her 

Sugar Is?, 2009); Kevin Papatie (Entre l'arbre 

et l'ecorce/Worlds Apart 2008); and Caroline 

Monnet (IKWEIWOMAN, 2009). These 

filnm1akers investigated diverse subject 

matter such as representations of Indig-

enous identities in popular culture; cultural 

continuance and the significance of Indig­

enous language and spirituality; Indigenous 

storytelling; and experiences and histories of 

colonialism. Collectively, they fleshed out 

the idea of "non-compliance," as it refers 

to the artists' shared refusal to accept the 

status quo. 

Highlights from this program include 

down(town) time, by Mohawk artist Steve 

Loft, an experimental two-channel drama 
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with two storylines. Loft includes himself in 

the video as the host of a karaoke night at 

the Woodbine bar in downtown Winnipeg. 

Dressed in a cowgirl outfit, an Aboriginal 

woman steps up to the mic to sing "Your 

Squaw ls On The Warpath." Meanwhile, 

on the adjacent screen, a man from the 

bar goes down to the basement washroom 

where he is attacked by two others. While 

the two storylines are separate, the violence 

of the song is physically manifested in the 

violence of the attack. Highlighting the role 

of stereotypes in the ongoing marginalization 

of Aboriginal people, Loft's inclusion of this 

well-known song by Loretta Lynn reflects 

on the continued violence experienced by 

urban Aboriginal people in Winnipeg. 

Many of the films and videos in "Non Com­

pliance" are intended to displace silences and 

invisibilities. In Ansikten (Faces), Sami film­

maker Liselotte Wajstedt surveys mountain 

landscapes and incorporates Sami faces into 

the image, exploring Indigenous relation­

ships to land and the significant connections 

between Indigenous identities, cultural 

knowledge and place. Ansikten alludes to the 

living histories of the Sami people in Sweden 

by incorporating the multi-generational 

faces of this Indigenous community. IKWE 

(WOMAN), by Caroline Monnet, is a 

video-based exploration of the significant 

role of women in Indigenous conmmnities 

and the role of storytelling in the transmis­

sion of knowledge. The complex meanings 

of the incorporated images of water are 

beautifully elaborated by the oral narrative 

in Cree and French - telling grandmothers' 

stories about women's roles as Water Keep­

ers and Givers of Life. The inclusion 

of sound and voice in these films engages the 

viewer through multildyered narratives. 

Yugameh artist Jenny Fraser's I am Wliat 

I YAM and Gwich'in artist Christiana 

Latham's Soldier Toys both incorporate rep­

etitions of still imagery to create a rhythmic 

story-line. These two works, however, have 

polarized themes: I am what I YAM is an ex­

ploration of sexuality, procreation and trans­

formation using images of differing types of 

yams with sounds of heartbeats, whereas 

Soldier Toys incorporates repetitive images of 

war and death showing the interplay between 

histories of genocide and violence. 

Many of the works in this program presented 

Indigenous recontextualizations and decolo­

nizations of history, identity and representa­

tion, such as the world premiere of Lakota 

artist Dana Claxton's Her Sugar Is? This work 

pointedly and playfully incorporates old film 

footage of burlesque shows that used the 

iconic and highly sexualized imagery of the 

Indian Princess and the Cowgirl alongside 

other images of showgirls and dancers. In 

this short video, a triptych screen becomes 

centre stage for topless women dancers. 

The centre channel shows black and white 

film footage of white women dressed up as 

"Indian Princesses," while the other two 

channels mirror one another as a stage for 

the backup dancers of the central show. Her 

Sugar Is? is quintessential Claxton - a multi­

layered work that reflects on the exhibition 

and sexualization oflndigenous women's 

bodies and the relationships between 

women's bodies, violence, colonialism and 

entertainment. The gaze is a thematic con­

nection between Her Sugar Is? and Cayuga 

artist Bear Witness's Eyes, which recon­

textualizes familiar scenes from Hollywood 

movies, such as Cheeno, The New World, and 

The Last ef the Mahicans, linking repre­

sentations of relationships and encounters 

between Indigenous and non-Indigenous 

men and women. Plains Cree artist Archer 

Pechawis' new film Horse presents a similar 

aesthetic to that of Eyes, both incorporating 

high contrast and Technicolor as effective 

visual strategies for re-contextual storytelling. 

Horse is a re-telling of colonial history that 

reveals violence and experiences of coloniza­

tion while highlighting the survivance and 

continuance of Indigenous knowledge and 

spirituality. These new works by Claxton, 

Witness and Pechawis reveal the complexi­

ties of the many stories that are frequently 

presented as one din1ensional. 

The works making up "Non Compliance" 

exemplify imagineNATIVE's commitment 

to screening films and videos that share and 

assert dynamic local and global self-deter­

mined Indigenous perspectives. The festival's 

selection of films, videos and new media 

works includes many that push boundaries 

of both form and knowledge. This annual 

festival has become a site for multifaceted 

and continued negotiations of the legacies of 

colonialism in settler-nations and for active 

participation and contribution towards the 

Indigenous decolonization of Indigenous 

histories, bodies, knowledge and cultural 

production. □ 

CARLA TAUNTON is a PhD Candidate in the 

Department of Art, Queen's University and 

is an alliance member of the Aboriginal 

Curatorial Collective. Her current research 

focuses are Indigenous performance and 

video art. She is committed to Indigenous 

solidarity work. 
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REVOLUTIONIZING AUTOBIOGRAPHY: 

Roger Hallas' Reframing Bodies: 
Al OS, Bearing Witness, and the Queer 
Mo11ing Image 
Duke University Press, November 2009 REVIEW BY Stephanie Rogerson 

Roger Hallas. Reframing Bodies: AIDS, Bearing Witness, and the Queer Moving Image. Duke University Press: 2009. 

Roger Hallas' new book Reframing Bodies 

reflects on a history of AIDS activism span­

ning 1984 to 2008, the use of new media 

and the importance of bearing witness. 

Focusing on queer media production, Hallas 

reveals a history of AIDS activism through 

video and media interventions that speaks 

with an urgency that clearly reflects collec­

tive trauma and queer visibility. 

Hallas examines works by Gregg Bordowitz, 

John Greyson, DerekJam1an and Ultra 

Red, among many others who use cultural 

production as a tool to articulate the urgency 

ofloss and death. Works such as Bordowitz's 

Habit (2001) are discussed in the context of 

developing methods of bearing witness to 

queer social history through the act of testi­

mony. Hallas skillfully locates the relevance 

of time-based media to queer political action 

by arguing that queer media-makers "re­

frame the body of the AIDS witness not just 

on a representational level on the screen but 

also in its relation to other bodies - in front 

of and behind the camera, in front of the 

screen, off screen, and in the world." 

Hallas discusses Sando to Samantha, aka, 

The Art ef the Dikvel (1998), a video by Jack 

Lewis and Thulanie Phungula, in relation 

to queer visibility, HIV/ AIDS and the fall 

of Apartheid in the wake of South Africa's 

first democratic election. Reflecting on 

the interconnections of homophobia, racism, 

HIV status and lack of medical support, 

Hallas considers how the immediacy of the 

crisis in the late 1980s and early 1990s 

culminated in public and taped interventions. 

Further, Gregg Bordowitz's Fast Trip, 

Long Drop (1993) and Tom Joslin and Peter 

Friedman's Silverlake Life: A View From 

Here (1993), among many others elucidated 

in this book, are discussed as participating 

in the global movement toward an AIDS 

activism that insisted on creating queer and 

infected visibility within a general public 

that seemed intent on erasing this community 

from existence. 

REVIEW 

Hallas discusses the sense of urgency in 

representing people's lives during the height 

of AIDS activism as a vital factor in deci­

sions to seize and appropriate mass media. 

Illustrating this point with an example from 

an immensely popular TV show, MTV's 

The Real World (1997), he considers the 

case of Pedro Zamora. Zamora, a Cuban 

American AIDS educator had been cast as 

a member of The Real World by producers 

in the hopes of explosive reality TV drama. 

Producers expected Zamora's presence as a 

gay man of colour living with AIDS to incite 

conflict. However, as Hallas writes, Zamora 

used his screen time "to expand his HIV/ 

AIDS pedagogy to a national level," assisting 

in "queer counterpublicity in the midst of 

the majoritarian public sphere." In another 

striking example where mass media was 

usurped, writer and AIDS activist John Weir 

invaded a live broadcast of CBS Evening 

News with Dan Rather in 1991 shouting, 

"AIDS is news. Fight AIDS, not Arabs!" 

This example from ACT UP's Days ef 
Desperation not only illuminates the urgency 

of AIDS activism and visibility but also the 

presence of a crucial queer history that was 

invested in radical social politics. 

This excruciating, tender and evocative book 

not only produces a timeline of politicized 

queer corporeal action but peels back the 

intrinsic value between intersubjectivity and 

representation. Reframing Bodies explores the 

boundaries of visuality and visibility through 

an archive of AIDS activism and queer social 

history that leaves no rock unturned. 

For more information on AIDS 

activism and oral histories please go to: 

http://www.actuporalhistory.org 

STEPHANIE ROGERSON is currently pursu­

ing a PhD in Visual Culture at the University 

of Western Ontario, with a focus on early 

photography and queer representation. 
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Wrule the 2010 Winter Olympics are still a short time away, 

many are well aware of the devastating impact they are having on 

our communities. From traditional Indigenous territories to the 

impoverished Downtown Eastside (DTES), from migrant workers 

to low-income families, thousands are being evicted, displaced, and 

exploited. 

It is undeniable that the Olympics are causing the devastation of the 

environment, creating homelessness, perpetuating the theft ofin­

digenous lands, exploiting migrant labour, forcing greater privatiza­

tion, accruing massive public debt and resulting in increased public 

repression and state-sanctioned criminalization. 

According to historian George Monbiot (2009), the Games are less 

about sports than they are "a legacy of a transfer of wealth from 

the poor to the rich ... Everywhere they go, the games become an 

excuse for eviction and displacement; they have become a license 

for land grabs." For anyone who maintains any illusions of Olym­

pic prosperity, recent Olympic budgets make clear that there is no 

projected profit. Instead, while thousands are losing their jobs, and 

access to public services such as education and the arts is being cut, 

Olympic corporate sponsors are getting bailed out. These spon-

sors - such as oil and gas company Petro-Canada, military aircraft 

producer General Electric, chemical manufacturer Dow Chemical, 

and Alberta tar sands financier Royal Bank of Canada - have some 

of the worst environmental and social practices on record. 

According to a report by the Centre on Housing Rights and Evic­

tions, the Games have displaced more than two million people 

around the world over the last 20 years (not including the one 

million displaced by the Beijing Games). Meanwhile, over 13,000 

RCMP, military and security personnel will be in Vancouver dur­

ing February 2010. This $1-billion security operation is the largest 

in Canadian history and has been dubbed "the Surveillance Games" 

by sociologist David Lyon. 

No One Is Illegal has been increasingly active in the anti-Olympic 

movement, offering our support to DTES residents and anti-pov­

erty efforts, as well as to Indigenous land defenders and urban activ­

ists and their allies in the "No Olympics on Stolen Native Land" 
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I US 
movement. While many people are being impacted by the Olympic 

Industry, one of the most significant effects is on Indigenous people. 

Indigenous people are impacted by the long-term plunder of their 

lands, disproportionately experiencing poverty in urban areas. They 

are also the primary targets of repressive policing and surveillance 

resulting in countless arrests. This glaring reality is what the Van­

couver 2010 Organizing Conunittee (VANOC) is trying to hide by 

desperately selling the idea of Native consent to the Games through 

the creation of the corporate-and-state-sponsored Four Host First 

Nations body. 

In light of the extreme levels of state repression, including surveil­

lance, intimidation and attempts to create divisions in the move­

ment, we invite activists to get infonned, get involved and express 

their public solidarity with this growing resistance. Over the 

upcoming months, No One Is Illegal will be focusing our energies 

on building an effective, inclusive, and disruptive anti-Olympics 

movement with our allies. Based on the call by the Indigenous 

Peoples Gathering in Sonora, Mexico to boycott the Games, the 

Olympic Resistance Network has called for a global anti-colonial 

and anti-capitalist convergence between 10 and 15 February, 2010 

in Vancouver, Coast Salish Territories. While working towards 

this convergence, we have been encouraged to think of human 

interconnectedness rather than social and political isolation in build­

ing long-term alliances to strengthen our shared struggles for justice, 

dignity, and liberation. 

No ONE Is ILLEGAL VANCOUVER is a grassroots anti-colonial and 

anti-racist migrant justice group. We struggle for a world in which 

no one is forced to migrate against their will and people can move 

freely. We position ourselves within broader movements against 

capitalism, militarism, oppression, poverty, imperialism and 

other systems of domination and exploitation. As a movement for 

self-determination that challenges the ideology of border controls, 

we actively offer our support to Indigenous peoples across Turtle 

Island. Visit us at www.nooneisillegal.org 
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2010 OLYMPIC INDEX COMPILED av Am Johal 

Average number of days that go by before a homeless 

person dies in BC: 12 
·····································································•··············· 

Cost of Richmond Indoor Speed Skating Oval: $125 million 

Estimated annual budget of the Helen Pitt Artist-Run 

Centre that is closing its doors on November 1st due to 

arts cuts: $80,000 

Budget for 2010 Olympic Security: $900 million 

BC Arts and Culture Budget for 2009-2010: $35.2 million 

BC Arts and Culture Budget for 2011-2012: $3.7 million 

Number of homeless people in BC: 10,500 

Number of homeless people in Metro Vancouver: 2,800 

Percentage of homeless people in Metro Vancouver 

who are Aboriginal: 32% 

Percentage of homeless women in Metro Vancouver 

who are Aboriginal: 50% 

Percentage cut to BC Arts funding by 2011: 90% 

Percentage of provincial budget dedicated to arts: 

1/2o'h of1% 

Percentage of BC arts organizations that received no 

gaming funding this year: 44% 

Return on investment for every dollar spent on arts: $1.36 

Amount the 2010 Athlete's Village is over budget 

so far: $130 million 

Interest costs on city-backed loan to developer of the Athlete's 

Village: $146 million 

Ratio of homeless people in BC to athletes in 2010 

Winter Olympics: 5:1 

Costs of Sea-to-Sky Highway: $600 million 

Annual costs of housing a homeless person: $28,000 

Estimated cost of leaving a homeless person on 

the street: $55,000 

Cost of the Whistler Sliding Center - $43 million 

Cost of the Whistler Nordic Center - $120 million 

Cost of the U BC Winter Sports Center - two rinks, 

$32.9 million 

Cost of the Hillcrest Park Stadium - curling, $23 million 

Cost of the Whistler Olympic Village - $41 million 

Cost of upgrades to BC Place, General Motors Place, 

and Pacific Coliseum stadiums: $27 million for Coliseum, 

$18 million for GM Place, $450 million for BC Place 

Estimated number of visitors to 2010 Olympics: 250,000 

Number of hotel rooms in Metro Vancouver: 27,000 

Number of single resident occupancy hotel rooms in the 

Downtown Eastside neighbourhood which have been 

converted to other uses since the Olympics were awarded 

to Vancouver: 1,150 

Number of tickets handed out to Downtown Eastside residents 

during Vancouver Police Department's pre-Olympic selective 

ticketing blitz in 2008 for infractions such as jaywalking, not 

having a bell on your bike, etc: 1,900 
•••••••••••••••••••••••••••• •••••••••••••••••••••••········•························ 

AM Jo HAL has a Master of Economics from the Institute for Social 

and European Studies in Hungary. He was involved in starting 

USC's Humanities 101 program, was the founding Chair of the 

Impact on Communities Coalition, and initiated the 2010 Home­

lessness Hunger Strike Relay and Vancouver Flying University, a 

collaborative art project. He is a columnist with Rabble.ca and 

a contributor to Inter Press Service. 
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The Ottawa Art Gallery 

2 Daly Avenue 
Ottawa, Ontario 
Kl N 6E2 
613-233-8699 
www.ottawaa rtga I lery.ca 

Free Admission 
Tuesday to Sunday 

ate, Consell des Arts Canada Council .Ai\. ONTARIO ARTS COUNCIL © du Canada for the Arts M CONS Ell DES ARTS DE L'ONTARIO 

THI: ONTARIO* LA P'0NDATI0N 
TRILLIUM \ TRILLIUM 

P'0UNDATI0N \) DI: L•ONTAIII0 

FIBRED OPTICS 
26 Nov. 2009 - 14 Feb. 201 0 

FRANCES DORSEY, J~R6ME HAVRE, 
ED PIEN, MICHELE PROVOST 

Curator: Andrea Fatona 

NIGHTLIGHT 
14 Nov. 2009 - 7 Feb. 201 0 

BRUNO BOBAK, AJ. CASSON, 
MAURICE CULLEN, SHERRARD GRAUER, 
MARIE-JOSEPH GEORGES DELFOSSE, 
EDWIN HOLGATE, JOHN KOERNER, 
YVONNE MCKAGUE HOUSSER, 
ARTHUR LISMER, HENRI MASSON, 
MAX MAYNARD, KAZUO NAKAMURA, 
WILL OGILVIE, PAT O'HARA, 
HERBERT PALMER, GEORGE PEPPER, 
CLAUDE PICHER, PHILIP SURREY 

Curator: Catherine Sinclair 



Anthologies 
Art City 

Art City 
Contributors: Wanda Koop, Susan Chafe, Jason Granger, Cam Forbes 
ISBN 978-0-9810935-0-5 $25.00 www.artcityinc.com 

send+receive festival of sound 

send+ receive: 10 years of sound 
Contains 2 DVDs featuring over 11 hours of audio performances by 20 Canadian+ International 
artists, a documentary by Caelum Vatnsdal, and booklet with essay by festival creator steve bates 

$25.00 www.sendandreceive.org 

aceartinc. 

Daniel Barrow I Everytime I See Your Picture I Cry 
[consult website for details] www.aceart.org 

PLATFORM centre for photographic+ digital arts 

Jeanne Randolph I The Critical Object [Digital Redux] 
Edited, with a foreword by J.J. Kegan McFadden 
ISBN 978-0-9697675-6-5 $10.00 www.platformgallery.org 

Plug In Institute of Contemporary Art 

Artist Books 

Monographs 

spmb, Eduardo Aquino, Karen Shanski I Complex order: intrusions in public space 
Aquino and Shanski, eds. 
ISBN 978-0-921381-34-l $45.00 www.plugin.org 

Urban Shaman Gallery Contemporary Aboriginal Art 

Kent Monkman I Dance to the Berdashe 
Contributors: Steven Loft, Barry Ace, Mike Hoolboom 
ISBN 978-0-9731935-2-7 $10.00 www.urbanshaman.org 

A.rt 

~ (((send+receive))) aceartinc. l~l.LIC IN ICR URBAN SHAMAN 
CONTEMPORARY ABORIGINAL ART 
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