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covering and exceeding the time frame of the 

heyday of identity politics as it occurred in arts, 

activism and the academy. Curator Steven Loft 

has managed to tum six discrete videos from 

very different a1tists into a cohesive narrative 

that enunciates a politics of race, colonization 

and sexual identity with both humour and 

depth. Drawing on significant artists whose 

work was on the cusp of anti-colonial creative 

practice, Loft sets up the series of videos as if 

they were in conversation with one another. 

Using a combination of projection, video 

screens and retro monitors, the exhibition 

begins with pioneer Paul Wong's 60 UNIT: 

BRUISE a 1976 work that played out cmi­

osities between self and other and also, in 

typical Wong style, prophesized the tumultu­

ous era of AIDS and its concomitant political 

crises. Simply conceived to take advantage of 

the then-novel medium of colour video, the 

video shows the artist drawing blood from 

a white man's arm, only to have it injected 

into his own back. As will occur when any 

foreign object enters the body in such man­

ner, the injected area begins to discolour, 

to bruise, to offer forth a challenge to this 

confluence of bodily fluids. Juxtaposed with 

this silent video, is an early work by visual­

artist-tumed-novelist Shani Mootoo, whose 

raw and seemingly unedited E11glisli Lesson 

follows a fellow Trinidadian as he walks the 

audience through correct pronunciation, 

disabusing them of any desire to follow the 

Queen's English, replacing it with a version 

that parallels the cooking-show fom1at that 

is the backdrop to this video. As viewers, we 

find ourselves laughing at the pe1fom1ance, 

and then catch ourselves within the implica­

tions of linguistic hierarchies. 

Humour is the driving force behind Thirza 

Cuthand's Thro11gh the Looking Class. The 

artist fills the shoes of an identity-seeking 

Alice, pulled this way and that by the racially 

designated Red and White queens. Patt 

pe1fom1ance att, part theatrical play, the 

video embraces the value of asking ourselves 

questions rather than defining ourselves too 

readily. Such internal que1ying is accentuated 

in Ho Tam's video-poem, Yellow Pages, which 
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juxtaposes images in apparent contradiction, 

as an act that asks us to open our minds to 

the possibilities of difference. The cumulative 

effect of these videos is to take us through 

laughter, narrative and visual stimulation in 

order to see ourselves a bit more clearly. 

The longest video in the show, Richard 

Fung's Chinese Characters, is the creative angle 

to what the a1tist writes about critically in 

his now-classic essay Looki11gfor My Penis. 

Humour, video att and voice-over combine 

to address the cultural contexts in which the 

body of the gay Asian male is constructed, 

offering a possibility of what lies beyond. 

And Dana Claxton's 77,e S/1irt is a simple, yet 

powerful, metaphorical video att production 

that shows a (white) shitt washing up unan­

nounced on the shores of this continent. 

Together, this collection represents a con­

siderable range of the concepts of colonial 

and anti-colonial discourse that permeated 

the years of identity-based art. While some 

might see this as work from a period whose 

time has passed, the policies of identity 

remain with us, made more complex in a 

world inflected by new forms of information 

dissemination, global capitalism, and resist­

ance. Loft is able co show how the sequen­

cing of these videos, and how they manifest 

different elements of identity and coloniza­

tion are a visual realization of the bell hooks 

quotation chat adorns one gallery wall in red, 

vinyl lettering: "until we are all able co ac­

cept the interlocking, interdependent nature 

of systems of domination and recognize 

specific ways each system is maintained, we 

will continue to ace in ways that undermine 

our individual quest for freedom and our 

collective liberation struggle." This installa­

tion also reminds us of what Homi Bhabha 

calls vernacular cosmopolitanism, whereby 

minoritized communities may articulate 

a self-enunciation, but without the con­

comitant desire co insert themselves into a 

dominant discourse, chat is, co make a claim 

of nationalist identity, for example. All these 

artists - and che way their work is collected 

and networked by Loft's curatorial vi-

sion - reflect chis resistance to incerpellacion 

by the mainstream, not through overt or 

blatant forms that are sometimes associated 

with identity politics, but through nuanced, 

subtle, and playful gestures. This installa­

tion brings us back to our histories, while 

allowing us co see the potentials such work 

has unleashed. 

AsHOK MATHUR is Canada Research Chair 

in Cultural and Artistic Inquiry at Thomp­

son Rivers University (Kamloops, BC), 

where he also directs the Centre for 

innovation for Culture and the Arts in 

Canada (CiCAC). 

FOi LED ISLANDS: ABBAS 

AKHAVAN'S ISLANDS 

The Third Line Gallery, Dubai 

S May-17 June, 2010 

REVIEW BY Sara Mameni 

You are standing underneath a palm tree 

looking up. The tree's wide fronds extend out 

like an umbrella above your head. The sky 

is clear. It is sunny. Instead of protecting you 

from the sun, however, the tree glares back at 

you with its golden leaves. The trunk of the 

tree is solid black, but its flat fronds have been 

meticulously layered with sheets of22-carac 

gold. The palm tree appears on a regular xer­

oxed sheet of paper. It is a grainy black and 

white image, except chat the palm leaves are 

highlighted with chin layers of gold. 

Palm trees are a familiar sight in Dubai. They 

are native to the region and were traditional­

ly used as the main architectural material for 

building Barasci (palm-frond) houses. Barasti 

houses are built on wooden foundations, 

using palm trunks as columns and split fronds 

for roof hatchings and window screens. 

Such houses, however, are the last thing 

you should expect co see in Dubai today. A 

dense metropolis known for its rapid urban 

development and home to the world's tallest 

skyscraper (Burj Khalifa), Dubai is mostly 

built out of concrete, glass and steel poured 

over rocks and sand. 

The most direct relationship between palm 

trees and architecture in contemporary 

Dubai is the reclamation project chat extends 

the city into the Persian Gulf in the form 

of three artificial islands known as the Palm 

Islands. Built in the shape of palm trees by Al 

Nakheel development company (whose very 

name translates into "PaL11s" in Arabic), the 

Palm Islands sprout into the gulf multiplying 

its shoreline and beachside luxury properties. 

Dubai's real estate boom dates back to the 

early 2000s reaching its height in 2002. The 

bubble has since burst, leaving Dubai in a 

perpetual state of half-finished construction. 

The Palm Islands were featured prominently 

in Abbas Akhavan's exhibition Islands. One 

side of the gallery was dedicated to a large 

map of Dubai drawn directly onto the wall 

using imitation gold leaf Akhavan's golden 

map covered one entire wall, presencing the 

city from above, the ideal vantage poinc for 

viewing the Palms and the constellation of 

ocher artificial islands chat surround them. 

Much like the desirable beachside proper­

ties that are sold in bits co foreign investors, 

Akhavan's golden map was also up for sale. 

For the duration of the exhibition, collectors 

could choose any section of the wall, carve 

it out and pay for it by the metre. Akhavan's 

prices varied based on the locations depicted 

on the map: the gallery wall was zoned 

according co the desirability of the lots repre­

senced there. As rectangular blocks were 

wedged out of the wall, the price of the 

rem.aining work increased and the hollow 

foundation of the dLywall became appar-

ent. Akhavan's map left the galle1y in solid 

chunks to be reinstalled as luxu1y items in 

buyer's apartments or air-tight storage areas 

capable of preserving its golden sheen. All 

that was left behind was the white, powdery 

dust of the d1ywall, spotted with golden 

flakes on the gallery floor. 

The void left behind on the wall was as con­

structed as the golden map itself The analogy 

here is not the familiar rheco1ic of a hollow 

land built over with luxmy cowers chat are 

nothing but a facade. That language i suspi­

ciously similar to colonial views of conquered 

lands, presented as barren and uninhabited in 

order to justify settlement, foreign invest­

ment and development. Rather, the void left 

on the gallery wall is more plausibly seen as a 

fabricated absence related to the diminishing 

supplies of a very specific commodity chat 

has shaped the economy - if not the very 

identity - of the Middle East: oil. Unlike 

its neighboring emirate Abu Dhabi, which is 

the largest oil producer in the UAE, Dubai's 

oil wells have become desiccated since the 

late 1990s, necessitating a search for anotl1er 

source of income. It is hardly a stretch to 

suggest chat the real estate boom of the early 

2000s was a direct result of a shift from an 

oil-based economy, dating back co the early 

1960s, co one that concentrated on tourism, 

investment banking and service industries. 

While Akhavan's golden map left the gallery 

with hollow pits, his photocopies pointed to 

alternative economies existing in the region. 

Abbas Akhavan. Palm, 2010. Courtesy: The Third Line (Dubai, UAE). 

Displayed in the same room as the large 

golden map, the xeroxed images depicted 

labor activities such as fishing, date farming 

and herding, where animals and vegetables, 

the main sources of survival, were covered 

in gold leaves. le is in these images that we 

see a man climbing a palm tree co collect 

daces or cue its broad fronds for a Barasci hut. 

Akhavan's black-and-white images, which 

stayed in the galle1y while the map was 

gradually dissected, introduced a discourse 

parallel to the one provoked by Dubai's real 

estate market. These grainy shadows held 

fim, against the wall, while the opposite wall 

was gradually dismancled and devoured. 

SARA MAM EN I is an artist and writer com­

pleting her PhD in Art History at the Univer­

sity of California. She is currently complet­

ing her dissertation on contemporary art in 

the Middle East while curating an exhibition 

on the theme of music and national identity. 
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2010. Courtesy: The Third Line (Dubai, UAE). 

<buttom> Abbas Akhavan. Islands: Study for a 

Mop, (detail) 2010. 

FUSE 46 Rev,ews 

DISRUPTING CURRENTS: 

CATCH+ RELEASE, 

8 - 30 April, 2010, VIVO, 

Vancouver 

11 May - 30 May, 2010, 

Gulf of Georgia Cannery National 

Historical Site and Touring 

REVIEW ev Rita Wong 

Cate/, + Release is an exhibition that gives us 

valuable glimpses into the communities that 

rely on salmon along the Pacific coast. Ruth 

Beer, in collaboration with Kit Grauer and 

Jim Budd, has created a space to contemplate 

the importance of salmon and the ocean 

in our everyday lives. Incorporating sculp­

ture, video interviews and interactive sensor 

technology, the show creates an immersive 

experience that juxtaposes the histoty of 

Steveston, a fishing village on the West Coast, 

with contemporary data from NEPTUNE, 

Canada's underwater ocean observatory. Th.is 

juxtaposition creates a sense of the incom­

mensurable, the way in which a much vaster 

and more ancient underwater ecology simul­

taneously coexists with human-built natTatives 

and econom.ies, whether or not humans pay 

this larger conte;,,.'t 111.uch attention. 

This is a particularly timely show in light of 

the collapse of sockeye salmon runs along 

the West Coast in 2009, when millions of 

expected fish did not appear. As the fish go, 

so eventually will we. As Haida Gwaii carver 

Jim Hart phrases it in one of the multi-chan­

nel video screens, "Bears, eagles, trees, and 

humans all rely on salmon. The BC Coast is 

here because of the salmon, and people for­

get that. Salmon have been saving our lives 

for thousands of years." Th.is show is worth 

considering within a larger cultural context 

that includes many First Nations' concerns 

for the salmon and Alexandra Morton's 

walk for salmon, The Get 0111 Migratio11, that 

saw over 5000 people rally outside the BC 

legislature on 8 May 2010 in support of wild 

salmon and in protest of the salmon farms 

Installation view of Catch+ Release, by Ruth Beer, 2010. Courtesy: the artist. 

that are contributing to the destruction of 

wild salmon runs. 

On May 3, Morton wrote on her blog as she 

walked the length of Vancouver Island in 

support of wild salmon: 

.. . an entirely unexpected thing is happeni11g. 

People are coming up to 111e and holding 111e -

crying. They are speaking about scliools without 

childrw, i11depe11de11f livelihoods lost, co1111111111ities 

dying. This is abo11t 11111c/1 111ore tlia11 fish. This 

is about the i11depe11de11f way of life tliat built 

these co1n11111nities goi11g exti11ct. As we walk I see 

a land cif be@tif,11 dear strea111s, fertile soil green 

wit/, life, air sweet with .flowers and the11 I e11ter 

towns so burdened by global corporate markets tliat 

they ca11 110 longer thrive 011 the rich11ess of this 

land. There is so111ethi11g very wro11g liere, it is 

painful to witlless and people are sad. 

Somehow 111e have become blind to this p11blic 

resource - 111illions ef sahno11.fto111i,1g a,111ually 

to 011r doorstep,feeding people and our eco110111y 

pro11i11ce-111ide. We have so111eho111 bee11 convi11ced 

1hat Atlallfic sa/111011 - dyed pi11k, vacci11ated,fed 

Chi/ea,1 fish, i11 pens where we ca1111.ot catch the111, 

infestillg 011r fish 111ith lice - are better. We belie11e 

there are jobs eve11 as the Non11egian co111pa11ies 

are 111ec/1a11izing as fast as they can to red11ce the 

1111111ber cifjobs. W/1en people see us they know 111e 

hm1e bee,, d11ped and they don't k,10111 how to t11r11 
this aro11nd. 

The Get Out Migration has been protected, 

blessed, gifted and honored by the First Natio11s 

who know best 111hat has been lost. Everyday 111ore 

people are joi11i11g 011r trek - weat/1eri11g ston11s 

i11 te11ts, waving at a tlw11sand /1011ki11g 1110/orists 

on tlie road to Victoria. Our ranks swell as 111e 

enter the to11111s, white doves ha11e been released, 
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Ruth Beer. Disrupting Currents ofNEPTUNE's Observatory, 2010. Courtesy: the artist. 

First Natio11 canoes parallel 11s, so11gs have been 

writte11, feasts laid 0111, flotillas S11rro1111d 11s, 

people are awake11i11g. 

I quote Morton at length here because she 

compellingly conveys the sense of urgency 

that moves thousands of people who hope 

to avoid the kind of collapse that happened 

with cod on the east coast in the 1990s. 

There are loud awakenings, and quiet, hum.­

hie awakenings going on all over the west 

coast. It is in this environment that Catch + 
Release particularly resonates with me, now 

and here. In the show's first incarnation at 

VIVO, the 9-channel video formed a dis­

creet space in which to watch and listen to 

excerpts of footage that included perspectives 
from a forn1er cannery line worker, a Haida 

Gwaii carver, a chef, a conm1ercial fisherman 
and restaurant owner, an interpretive dancer, 

a professor of biology, a fishing boat worker, 

young tourists, and the head interpreter at 

the Gulf of Georgia Cannery. 

Video footage of a hand massaging a 

woman's feet and calves, juxtaposed with a 

chef massaging salmon, reiterated the fleshy 

connection between the eater and the eaten 

through timed appearances and fades that 

suggest at once a complex, random system, 

as well as underlying structures that some­

how link seemingly disparate elements of 

the food chain. On the other side of the wall 
of video screens was a dark, oceanic cave, 

occupied by five geological sculptures by 
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Ruth Beer as well as a screen on which one's 

movement into the space became subtly 

translated into shadows merging into the 

projection of real-time data from the Pacific 

Ocean, courtesy of NEPTUNE. 

In its second, expanded incarnation, at the 

Gulf of Georgia Histo1ic Site, the multi­

channel video was placed on the lefi: side of 

the cluster of five geological sculptures (with 

more footage added), and the projection from 
NEPTUNE on their right. Placed under 

twisting blue-green light, the sculptures took 

on a more uncanny presence as the centre 

from which to mull over the relationship be­
tween individual expetiences of how salmon 

have changed people's lives and the cease-

less flow of ocean currents, as they become 

intem1pted by humans walking past sensors. 

Children visiting the Gulf of Georgia Historic 

Site quickly found ways to play with the 

shapes they made on the screen; as [ told one 
of them, "That's your shadow in the middle 

of the Pacific Ocean!" Salmon cans also glit­

tered, gold-like, on two posts, some emitting 

sounds for visitors willing to take the risk of 

putting their ears up to the cans, like seashells. 

The btinging together of the tactile and the 

technologically mediated, the human and the 

nonhun1an, makes for an evocative question­

ing of place and identity. Alongside tl1e work 

of carvers like Jim Hart, photographers like 

Barbara Zeigler (who photographed salmon 

being killed by sea lice as well as the creatures 
in the Broughton Archipelago that are endan-

gercd by the loss of salmon), journalists like 

Alanna Mitchell (who points out that every 

second breath we take consists of oxygen pro­
duced by plankton from the world's oceans), 

and activists like Alexandra Morton, Beer 

and her collaborators are part of a growing 

groundswell that creatively responds to the 

dangers that oceans, streams, and ecosystems 

are currently facing. In so doing, they invite 

us to imagine better possible futures, in defi­

ance of the reductive corporate logic that 

would kill off the wild salmon. 

Catch + Release will continue to morph over 

the next couple of years, and there are plans 

to install the show in other coastal cities. It is 

my hope that in mapping stmies of cultural 

and geographic transition, such work will 

remind us of how time might be circular, 

rather than linear, if we are wise in our ac­

tions. I want both a past and a future that 

include clean water, abundant wild salmon, 

and cultural paradigms that value the know­

ledge of indigenous peoples who have lived 

on this coast for thousands of years in careful 

balance with natural cycles. 

The enigmatic flows of NEPTUNE remind 
us that there is much we don't know, and 

healthy respect for the ocean's depths and 

complexities could well be the first step 

toward reconnecting with the ecosystems 

that sustain our lives. In both human and 

non-human experiences, the simple lesson 

of gratitude for what the ocean provides is 

there to be learned. 

RITA WONG is the author of three books 

of poetry: monkeypuzzle,forage, and (with 

Larissa Lai) sybil unrest. She works at the 

Emily Carr University of Art and Design in 

Vancouver. Currently, she is researching the 

poetics of water. 
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THE PiNKY SHOW 
Look at these idiot 

testers. Have you ever 
seen anything so stupid? 

THOUSANDS OF PROTESTERS TOOK 
TO THE STREETS AGAIN TODAY, .. 

Do you think protesting 
ever changes 

anything.::,__/ 

f 

---

They tell us if you use violence against 
exploiters, you become like they are. 
This cliche is absurd, with no relation to 
the real world. It is based on the flawed 
notion that all violence is the same. 

What are they 
protesting? 

I have no idea. 

~ke polar bears so I'm 
going to hold this sign in 
support of polar bears. 

-----

That's really nice. 

It is obscene to suggest that a woman 
who kills a man attempting to rape her 
becomes like a rapist. It is obscene to 
suggest that by fighting back Tecumseh 
became like those who were stealing his 
people's land. 

Why only some 
What are the re 

conditions 

It's spelled "polar bears", 
not "polo bears" ... --

It is obscene to suggest that the Jews 
who fought back against their 
exterminators became like the Nazis. It 
is obscene to suggest that a tiger who 
kills a human al a zoo becomes like one 
of her captors. 

by Pinky & Bunny 
If you don't know what 
they're against, how 
you do know you're 
against them? 

Umm ... 

,,,-

They're 
not cats. 

Welll guess those 
stupid "POLAR" bears 
are on their own then! 

Wow! This book must 
be illegal! 

r-

copyrightC> 2010 Associated Animals Inc. More Pinky Show stuff at: www.PinkyShow.org 
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This fall, PLUG IN ICA will open the doors on a powerfully-inclusive new centre for contemporary art in the heart of Winnipeg. 
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