










































REVIEW 

Jaret Belliveau. Saturday Afternoon, 2003. Courtesy: the artist. 
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Belliveau's health over several photographs, 

but the artist also captures his mother's 

emotional highs. The family orbits Mrs. 

Belliveau throughout the series, attesting to 

their strength and resilience. 

It is obvious that cancer causes suffering in 

both those with the disease and those who 

are close to them. For Mr. Belliveau, his 

wife's cancer has rendered him emotion-

ally and physically weary. In only the few 

short years of the series, decades of age show 

in his face. In Saturday Afternoon (2003), 

Mr. Belliveau's bed has become a centre of 

intrigue. He sleeps with arms crossed on a 

Super Mario Bros. pillowcase sheltered by 

a bubbly pink blanket. Several years later, 

after his wife's death in January of 2005, 

there is an image of an empty bed with an 

unsheeted rn.attress, rumpled blanket and a 

deeply rust-stained pillow (Master Bedroom, 

2006). Mr. Belliveau's bed has become a 

site of abject loss. It appears that without the 

physical presence of his wife, and following 

the trauma of her death, Mr. Belliveau's bed 

has become a metaphor for his emotional 

and physical desolation. 

Considering his father's bed of sleep along­

side his mother's bed of confinement, Bel­

liveau offers what is arguably the most poi­

gnant photograph in the series with Telling 

Jokes (2004). In it, Mrs. Belliveau is caught 

in a moment of laughter. She sits up in bed, 

her oversized green shirt blending into the 

pale green background of the wall behind. 

Her hands are held together and a tub of ice 

cream rests in her lap. In earlier pictures, the 

representational presence of God is read-

ily available in such works as After Ser~ice 

(2003) where Mrs. Belliveau cleans up after 

a service she has conducted in her role as a 

minister. Later, as the cancer worsens, the 

visual prominence of God, as character-

ized by the crucifix and other sym.bols, is 

diminished. The visual focus has shifted from 

the incarnation of God to simpler pleasures 

like ice cream. Arguably, the question of the 

visibility and invisibility of God is what is 

most fascinating about the series as a whole. 

Is this a conscious choice by Belliveau, or 

mere coincidence? Do the images confront a 

larger moral and spiritual dilemma? 

Combining old family photographs, sculp­

ture, and Belliveau's recent photographic 

practice, the exhibition teems with all things 

autobiographical, so much so that it tends to 

look "busy." Particular displays like the col­

lection of old found family photographs, ar­

ranged in no particular chronological order, 

are perhaps intended to add fa111.ilial context, 

but they are seemingly out of place and add 

ambivalence to the current series. Yet, one 

cannot help but be torn between the idea 

that the exhibition calls for a narrower, more 

selective focus on current work on the one 

hand, and the idea that the complexity of 

family life, containing heterogeneous cir­

cumstances in which past present and future 

affect each other, demands this kind of com­

plicated representation. What is essentially 

at question in this exhibition is that area in 

between comprehension of the artist's time 

and space (autobiography) and its representa­

tion (exhibition). 

1. The Torontoist. "Jaret Belliveau's Family 

Portraits." http://torontoist.com/2010/02/ 

family_portraits.php (accessed March 26, 2010). 

MATTHEW RYAN SMITH is a Toronto-based 

writer, curator and Ph.D. candidate in 

Art and Visual Culture at The University of 

Western Ontario. His current research 

explores the politics of disclosure in con­

temporary autobiographical and confes­

sional art. 

BRUTALIZING VENEERS: 

PAM ELA MASI K'S 

The Forgotten (Preview) 
Vancouver Public Library Square 

• 16 - 26, January 2010 

REVIEW BY Francisco-Fernando 

Granados 

During the month of January, ai:tist Pamela 

Masik installed a selection from her project 

The Forgotten in the exhibition space at the 

Central Branch of the Vancouver Public 

Library. The Forgotten consists of a series of 

large-scale paintings depicting the 69 women 

who have disappeared from Vancouver's 

Downtown East Side. Upon entering 

Library Square, I first found the work as I 

looked down through the glass railing to­

wards the basement. I walked downstairs to 

get a closer look. 

A suite of five 8'x10' portraits hang against 

a glass wall. The paintings appear to be 

based on snapshots of the women that were 

sourced from their "missing" posters. For 

each canvas, Masik has taken a different ap­

proach, as though to give each work a sense 

of individuality. The women's names and 

other words have been scribbled in the oil 

paint. One of the portraits presents a wom­

an's face partially erased with white paint; 

another renders the brutalized features in 

an earth-tone grisaille; yet another has been 

painted over a newspaper collage. Perhaps 

most disturbing is the canvas that depicts an 

image of a woman's face slashed vertically all 

the way through. They are exposed like this, 

marred and humiliated, in an overwhelming­

ly spectacular size. The relationship between 

artist and model that Masik enacts does not 

merely seem to represent, but indeed repro­

duce the violence that has been inflicted on 

her subjects. 

This public showing of the work served to 

publicize "an exclusive preview" for the 

project that took place in the artist's "new 

14,000 sq ft studio" on January 29th. Van­

couver's Mayor, Gregor Robertson, who 

announced at the event that the complete set 

of portraits is going to be exhibited through 

the Museum of Anthropology in early 2011, 

attended the private preview. 

The invitation for the January 29th event 

features a quote from Antony Shelton, 

Director of the Museum of Anthropology. 

In it, he proclaims that the artist "returns 

the humanity to her subjects" through her 

paintings. Masik's own statement in her 

website goes on to say that "[t]he intent of 
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the work[ ... ] is to raise awareness of the 

social problem inherent within our society." 

The choices of the Library, the Museum of 

Anthropology, the reference to the private 

artist's studio and the website (http://www. 

theforgotten.ca/), as contexts for the exhibi­

tion of these im.ages, bring up important 

questions about the ways in which Masik's 

attempt to exalt and rehumanize her models 

signify in the expanded social field in which 

the artist herself wants the work to operate. 

What kind of knowledge is created when 

the brutalization of the disappeared women 

is so graphically displayed? How can the 

project restore the dignity of the subjects 

when the audience is asked to look down on 

them? How does placing the images of the 

victims in an anthropological museum serve 

to humanize them? What are the histo1ical 

implications of this choice of venue, par­

ticularly in light of the fact that many of the 

disappeared women from the Downtown 

East Side belong to First Nations communi-
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Pamela Masik posing with her Forgotten series. Photo: Melissa Gidney, 2010. 

ties? What happens when these images of 

violence are privatized and turned into an 

art-world event? 

The majority of the pictures on the website 

for the project feature the artist in front of 

her creations. In the image found next to her 

Artist's Statement, Masik's fashionable attire 

and flawless make-up stands in stark contrast 

to the blood-red paint that drips from her 

subject's nose. In another shot from the Press 

Gallery, the artist's sophisticated pose denotes 

a socio-economic privilege that disconnects 

her from the classed and racialized likeness 

found in the painting behind her. It is per­

haps this disconnect that makes the paintings 

feel so insulting Garring is too mild a word). 

There seems to be a lack of connection not 

only between the artist and the models, but 

between the artist and the social conditions 

that frame the painful circumstances she has 

set out to represent. 

FRANCISCO-FERNANDO GRANADOS is a 

Guatemalan-born artist and writer cur-

rently working in performance and cultural 

criticism. Through his practice, he aims to 

create ephemeral spaces where larger socio­

political contexts can collapse and co-exist 

with personal narratives. 

ONLY HOPE WAS LEFT: 

INSIDE Pandora's Box 
Kitchener-Waterloo Art Gallery• 

29 January- 21 March, 2010 

CURATED BY Amanda Cachia 

REVIEW BY Erin Silver 

The myth of Pandora presents a portrait of 

woman as a beautiful evil who, consumed 

by her own curiosity, opens a box and 

unleashes all of the ills of society onto the 

world, only to close the lid before Hope can 

escape. Pandora's Box, a touring exhibition 

curated by Dunlop Art Gallery's Director/ 

Curator Amanda Cachia, proposes that there 

is not one, but several modes through which 

this enduring parable can be reclaimed as 

a powerful feminist allegory. Cachia seeks 

to address the pluralities that contribute to 

present-day conceptions and enactments of 

femnism, featuring artists who "add diverse, 

poignant, independent and intersubjective 

voices to an evolving polylogue of what it 

means to be female." The resulting ef-

fort presents an opportunity to reflect on 

the myth of Pandora's Box as though from 

within, with "Hope" for a new feminist 

generation as a point of departure. 

For decades now, the "mature audiences 

only" warning label has been a menace to 

contemporary a1t exhibitions. However, its 

proximity to one of Amy Cutler's sparse and 

whimsically rendered figurative drawings 

creates a juxtaposition that works not to 

sensationalize, but to entice the visitor inside, 

more an Alice than Pandora, embarking on 

ten distinctly perilous journeys down to the 

feminine core. Chitra Ganesh's Inside Pandora 

#2 is the gallery's Cheshire Cat, introduced 

here as a grotesquely naked female figure, 

whose hookah mingles among other ap­

pendages and orifices that circle back into 

one another, positing an image of woman 

as eternally spilling out of her culturally 

imposed frame. Something simlarly messy 

is perceptible in the works that follow, the 

myth of Pandora working something like 

a net to catch a series of feminist falls from 

femnine grace. Those with knowledge of 

the contemporary art world are likely already 

familiar with the representational signatures 

that have catapulted each artist included here 

to recognition, but this does not compromise 

their continued ability to incite intense emo­

tional response: Kara Walker's Testimony: 

Narratives of a Negress Burdened by Good Inten­

tions documents a shadow puppet interpreta­

tion (though, unfortunately, the animation 

was omtted from the KW I AG installation) 

of the sexually charged and socially compli­

cated relationship between a slave and her 

master. Walker's work exposes and reflects 

on this history with simple formal cues in 

a manner that is simultaneously stomach­

turning and captivating. Annie Pootoogook 

---
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deft> laylah Ali. Untitled, 

2006-07. Courtesy: the 

artist and 303 Gallery, New 

York. <below> Installa-

tion view of Pandora's Box. 



<left> Dawit L. Petros. Proposition 1: Moun• 

toin, 2007. <right> Calvin Dando. Untitled 
from the series Harare Charge Office, 2000. 

Courtesy: Kenneth Montague. 

is also concerned with revealing the perfunc­

toty lens through which contemporaty Inuit 

life is often perceived by outsiders, detailing, 

with acute honesty, both the nmndane and 

the critical concerns of a community often 

misrepresented and misunderstood. The 

magnification of intimacy carries corporeal 

connotations for Wangechi M.utu, whose 

collages simultaneously conflate and shatter 

conceptions of woman as biologically deter­

mined. In Histology ef the Different Classes ef 
Uterine T11111ors, M utu overlays cutouts of fa­

cial features onto medical illustrations of the 

female reproductive system - here a site of 

malignant invasion. Dissecting what is often 

held to be the symbolic core of womanhood, 

Mutu's figures forcefully occupy the womb 

and establish the subjective, irreducible traces 

of identity embedded in the corporeal self 

These works luridly depict but a handful of 

ways by which the female subject is con­

fined, while other works form the bridges 

that perm.it female agency to escape. Fleshly 

deconstructions figure centrally in the work 

of Ghada Amer, whose immense Frrnch Kiss 

depicts the act suggested by the work's title, 

presented elusively and erotically behind a 

chaotic weaving of variegated embroidery 

and blue, red, and yellow paint, exposing the 

backside of a private moment on the front 

for all to see. It is as though longing, as in­

terpreted by Amer, is a force so strong as to 

burst the seams of its cultural containment. 

For Leesa Streifler, it is not only agency, but 

also anxiety, that betrays confinement as she 

excavates her parallel and colliding identities, 

scratching beyond the photographic veneer 

with a series of school pictures obscured by 

handwritten interventions. A painful portrait 

of adolescence conveyed through hushed 

whispers, it is Streifler's private ruminations 

turned public that reverberate through the 

gallery, tingeing bordering works with a 

persistent sense of amciety about things left 

unsaid and sites left unseen. 

Pandora's Box points to a reinvigorated 

interest in feminism as a site of curatorial 

interrogation and imagination. However, the 

concept of Pandora's Box is one that risks 

perpetuating notions of female subjectivity 

that are too generalized and, in some cases, 
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too essentialist to respond to the count-

less nuanced and evolving identifications 

activated under the rubric of feminism - a 

reminder that rejecting the patriarchal canon 

of art history is no safeguard against erect­

ing new ones in its place. Indeed, Cachia 

has assigned herself the daunting task of 

sampling the heterogeneous concerns of 

present-day feminisms, and Pandora's Box 

succeeds at presenting a valuable opportunity 

to engage with important, insightful work 

by some feminist heavy hitters. Additionally, 

it reminds us that the art world is, in itself, a 

series of boxes, and that those seeking to ex­

plode out of one may find themselves nestled 

cornfortably within another. 

Pandora's Box will be traveling to the Kam­

loops Art Gallery in faU 2010. 

ERIN SILVER is pursuing a PHD in Art His­

tory at McGill University, focusing on where 

queer visual culture meets critical pedagogy, 

radical curatorial practices, social histories, 

and activism. 

NEW DISCOURSES: 

ALWAYS MOVING FOR· 

WARD:CONTEMPORARY 

AFRICAN PHOTOGRAPHY 

FROM THE WEDGE 

COLLECTION 

Gallery 44 Centre for Contempo­

rary Photography• 1 May -

29 May, 2010 

CURATED BY Kenneth Montegue 

REVIEW BY Sally Frater 

Photography is often considered an accurate 

record and representation of reality, with 

the truths that the camera produces seem­

ingly forever affLxed to the subjects that exist 

beyond its lens. Curator Okwui Enwezor 

has often w1itten about the conflicted 

relationship that the continent of Africa and 

members of the African diaspora have had 

with photography, noting that Africa has 

been presented as a "wasteland of the bizarre 

and the insane," a site outside of time or a 

site of unending struggle and upheaval. As 

a result, the historical index of images of 

Africa and the black African body have been 

rendered abject. The work of contemporary 

African photographers has not only shifted 

the ways in which we view African subjects 

and the myriad countries that they inhabit, 

but also the ways in which the discourses 

about their artistic production are discussed. 

Part of the Contact Photography Festival, 

Always Moving Forward features the works of 

13 emerging contemporary photographers 

from various African countries. 

Collectively, the works in the exhibition 

address diverse issues such as class, identity, 

fashion, race, migration and architecture. A 

piece from Antoni Kamiman.i's series Black 

Diamonds (2009) documents members of 

South Africa's new black elite, who reside 

in the suburbs of Johannesburg and possess 

the trappings of wealth, while Nontsikelelo 

"Lolo" Veloko's image Vuyelwa (2004) 

features a young subject in stylish attire gaz­

ing confidently into the camera. The latter 

image could have been taken on the streets 

of London or New York City, conveying a 

cosmopolitan vibe that is decidedly global. 

Zwelethu Mthethwa's Untitled (200) photo­

graph depicts a self-constructed shelter made 

by a recent rural migrant to a South African 

industrial centre. The photograph addresses 

the dire economic circumstances of many 

black South Africans in a manner that re­

frains from being paternalistic or demeaning. 

When paired with the works by Kam.iman.i 

and Veloko it simply becomes one of many 

captured versions of a constantly shifting 

landscape. 

Other works in the exhibition disrupt 

photography's troubling history as a tool 

for defining and fixing signs of "otherness" 

and "difference." Mohamn1ed Camara's 

self-portraits feature him as a tourist at 

European ski resorts, flipping the paradigm 

of the vacationing Westerner who travels to 

"exotic" locales and documents him/herself 

amongst the "colourful natives." Dawit Pet­

ros' Proposition. 1: Mountain (2007) features a 

(black) hand holding a pile of salt, and in the 

words of essayist Pamela Edmonds, provides 

"insight into the socially constructed nature 

of race by making the invisible norm or 

'whiteness' visible through de-territorializa­

tion." These works also serve to expand the 

discourses of Africa beyond the continent's 

borders, a thread that continues in the work 

of Mohamed Bourouissa. Originally from 

Algeria and now based in France, Bourouissa 

takes as his subject matter the unresolved 

tensions related to immigrant communities 

in France. The artist's images, which depict 

scenes of racial tension and appear very simi­

lar to mass media imagery, are clearly staged, 

perhaps suggesting the underlying fabrication 

in media photography and video. Le telephone 

(2006) depicts two young men in a face-off 

in the foreground, while another youth in 

the distance raises his am1 to capture images 

on his cell phone, using his phone not to call 

for help but merely to record images of a 

contentious situation. 
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In the work of these 13 photographers, we 

witness photography shifting away from 

enacting or recording violence and oppres­

sion to inte1Togating and transgressing them. 

Their collective representations reconfigure 

African bodies and landscapes so that they 

are no longer simply sites to be inscribed 

with traumatic histories but spaces in which 

the spirit of subversion and transformation 

can occur. 

SALLY FRATER is an independent curator 

and writer. In her curatorial practice she is 

interested in exploring issues of identity, 

history, memory and environment and is­

sues of representation and equity in gallery 

and museum practices. 

Mv REcTu M Is NoT A 

GRAVE: WILL MUNRO'S 

Inside the Solar Temple of 
the Cosmic Leather Daddy 
Paul Petro Contemporary Art• 

26 February - 27 March, 2010 

REVIEW BY Jon Davies 

At 35 years old, Will Munro was a fixture 

of the Toronto scene for over a decade, and 

his visual art practice was inseparable from 

his long-standing involvement in queer 

community activism and in creating alterna­

tive spaces for queer subcultural expression: 

punk, artfag, youth, sex-radical, anti-capital­

ist. In addition to working for a number of 

years with the Lesbian Gay Bisexual Y ouch 

Line, Munro founded and programmed the 

famed Vazaleen live rock parties before he 

and Lynn McNeill bought the Beaver Cafe 

on Queen West, which has become a hub 

for the local queer art scene. 

Munro believed deeply in the emancipatory 

power of music, specifically funk, punk and 

new wave. Musical fan culture encourages 

new fonns of identity, both private (fantasti­

cal self-creation and self-mythologization) 

and public (the provisional communities 
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that form from a group of people sharing a 

rhythm together). Engaged with and in­

spired by the legacies of queer cultural pro­

duction that have come before him, particu­

larly those originating from Toronto, Munro 

bedecked the walls of the Beaver with art by 

different generations of Toronto queers -

from General Idea to FASTWURMS. 

For the past few years, Munro battled termi­

nal brain cancer, and it is impossible not to 

look at his last solo show as a meditation on 

passing on. Munro's grappling with the pros­

pect of death is nuanced by his longstanding 

fascination with queer histories and subcul­

tures, which are transmitted from generation 

to generation through hearsay, gossip, furtive 

research and other forms of hidden knowl­

edge. This queer cultural transmission offers 

an alternative both to the high-art canon 

and to the heterosexual reproductive cycle 

that passes a family name and genes down a 

biological lineage. Munro joins a number of 

queer artists at work today - fidgeting rest­

lessly in our seemingly apolitical moment -

in mining the lessons that the "dead queers" 

of the past may have to teach us. In fact, in 

2005 Munro even created a work entitled 

Dead Guys, a series of silkscreen portraits of 

his deceased aesthetic inspirations, mentors, 

icons and crushes: Leigh Bowery, John Sex, 

Darby Crash, Quentin Crisp, Andy Warhol 

and Klaus Nomi. (Bowery's and Nomi's ec­

centric stylized silhouettes frequently appear 

in Munro's iconography). Invoking Munro's 

own personal queer pantheon, the exhibition 

at PPCA seemed to pave the path towards 

his achievement of a state of transcendence. 

The walls of Inside the Solar Temple of the 

Cosmic Leather Daddy bore a variety of works 

on mirror, neon and textiles that juxtaposed 

the symbols of the queer/leather commu­

nity - particularly from the 1970s, a heyday 

of sexual experimentation that came to an 

abrupt end with the dawn of the AIDS pan­

demic in the early 1980s - with the spiri­

tual iconography of Ancient Egypt. Through 

Munro's queer lens, the stylistic bricolage 

that characterizes musical genres like funk, 

punk and new wave represents a kind of 

communion across time; referencing past 

cultures, movements and aesthetics becomes 

a way of making sense of oneself in a his­

torical context and not mere pastiche. (The 

2009 Luis Jacob-curated 'Funkaesthetics' 

exhibition at the Justina M. Bamicke Gallery 

that included some of Munro's work, made 

this argument as well, prominently featur­

ing the Afro-futurism of Sun Ra, who drew 

links between Ancient Egypt, present-day 

Black struggles and visionary images of a 

utopian future. Qacob shares Munro's keen 

interest in queer and radical aesthetic lega­

cies, both musical and visual).) 

In American artist Gregg Bordowitz's influ­

ential 1993 video Fast Trip, Long Drop, be 

described his experience of living with AIDS 

as a powerful connective tissue that placed 

him in a historical continuity with ancestors 

who had died of typhus epidemics in Eastern 

Europe: the history of sickness. Similarly, 

in the gallery's statement about Munro's 

exhibition, the show is said to be in thrall 

to those who had fallen to AIDS: "Through 

worship and remembrance, Munro revisits 

the lives lost during the 1980s AIDS epidem­

ic, endows them with a sense of eternal life, 

and allows them to still be present among 

us." Quite simply, the legions of queer artists 

(and many others) who died of ArDS at the 

height of the pandemic in North America 

provide countless models for bow to live and 

die as gracefully as possible with a potentially 

incurable disease. 

The centrepiece of the installation, taking 

up most of the gallery's floor space, acted as 

a kind of sanctuary, somewhere that Munro 

could feasibly retire to in comfort: Spider Sex 

Sling (2010) consisted of a wooden frame 

containing a leather sling, its frame festooned 

with colourful macrame plant holders at each 

of the four corners (with each plant illumi­

nated by a small light bulb), and the sling 

itself topped with a crocheted blanket, a kind 

of "sling cozy." Here the dark, hard-edged 

aesthetics of gay leather culture were tem­

pered by a vibrant, comfortingly domestic 

craft aesthetic reminiscent of the work of co­

conspirator Allyson Mitchell (though Munro 

has frequently worked with multi-coloured 

textiles himself). While the sling stands as a 

<top> Will Munro. Infinity, 2010; <below> 

Spider Sex Sling, 2010. Photo: Luis Jacob. 

Courtesy: Paul Petro Contemporary Art. 

kind of regal throne, the decorative elements 

contribute to an atmosphere of vulnerability 

that haunts the scene. Anal sex has historical­

ly been constructed as a kind of death wish 

to the degree that men who have sex with 

men are essentially not seen as "innocent" 

victims of AIDS, for example, but instead as 

deviants who willfully courted death through 

their unchecked libidos. Munro's dressing of 

an SM dungeon in homespun granny-drag 

transforms this site of supposed humiliation 

or self-abasement into a peaceful and sacred 

space, where the risk inherent in desire and 

the security associated with home coexist in 

harmony. 

Spider Sex Sling reminded me of Munro's 

dazzling The Pa11ilion of Virginia Aiff-Paint 

performance/installation collaboration with 

fashion designer Jeremy Laing at the Art 

Gallety ofY ork University for curator Philip 

Monk's 2004 Sinbad in the Rented World 

group exhibition. Inside the pavilion, Laing 

and Munro were dressed in dainty, skin­

tight, flesh-coloured humanoid costumes 

that were covered with dozens of swollen 

foam orifices and phalluses. The two per­

formers engaged in a stoically comprehensive 

choreography that involved inserting objects 

into holes in every conceivable polymor­

phously perverse permutation. While sur­

rounded by lights and mirrors, leather and 

denim, it seemed significant that Spider Sex 

Sling was not activated by any performing 

bodies. Instead it stood there quietly, waiting 

as if with open arms to one day be occupied, 

even as scores of people pressed against it on 

opening night as they crammed into the tiny 

room to pay their respects. 

As the magazine was going to press, Will Munro 

passed away early in the morning on Friday May 

21, 2010 at the age of 35. He will be sorely 

missed, but never forgotten. 

joN DAVIES is a widely published writer 

on film, media and visual arts based in 

Toronto. He is the Assistant Curator of 

Public Programs at The Power Plant, where 

he recently co-curated the exhibition Ryan 
Trecartin: Any Ever. 
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THE PiNKY SHOW 
What you 
doing Kim? I'm writing to the 

I President of the 
\ United States of 

Are you serious? The President is 
NOT going to stop a war because 
you wrote him a letter! 

But... it's a really 
nice letter. 
~ 

~ulookgr~J 

Hey Kim - I was wondering -
did you ever receive a reply / 
from the President? _,,,, 

Wow. Why are 
you writing him? 

7.' ( 

I want him to 
stop doing all 
these colonial 

wars. 

Yeah whatever. If he gets 30 million 
of these things then maaaybe he'll 
think about it ... 

Bunny says politicians won't act 
against the interests of their 

business pals. They'll only do it 
if millions and millions of 

I got a worthless form-letter 
reply: "Thank you for sharing 
your opinion; Your opinion is 

valuable to us" blah blah. 

So ... what's next? 

V/ Well, I think maybe it's 
time to take action to 

another level, don't you 
think so? 

by Pinky & Bunny 

Oon'tfo~ 
say "please". 

(1 did already. 

1 

That's ridiculous! 

Okay then this system sucks. 
Why we can't just get rid of 

these middle men? 

copyrightC 2010 Associated Animals Inc. More Pinky Show ■luff at: www.PinkyShow.org 
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ke ly mark & thierry delva 
saturday 17 july - saturday 18 september 

reception friday 17 septe ber @ 7pm 

~ Canada Council Conseil des Arts 

.... 

niagara artists centre 
354 st paul street st.catharines 

nae org artists@nac.org 

CITY OF 
~ for the Arts du Canada 

ONTARIO ARTS COUNCIL THE ONTARIO*"~ LA FONDATI0N 
, TRILLIUM ~.. TRILLIUM 

CONSEIL DES ARTS DE LONTARIO FOUNDATION 1) DE L•ONTARIO ST. CATHARINE$ 
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