










































































Terry Haines. Skin

Eor Life, 2005, VYideo stills. Colrtesy the artist.

this cinema’s very dominance and pop-
ularity as a formal, ideological engine
for a supposedly naturalized viewing
experience opens up the potential for

work that “makes use” of their social,

\

\

|

! resistant responses by artists who make
| cultural and political position of mar-

ginality to re-configure, challenge or

problematize dominant representations.
By participating in the screening of

experimental works, embodied audi-
ence members confront themselves in
the mirror of the work of art, which

at the same time serves as a window
on the politicized forces that shape
shared, ever-shifting notions of per-

Shelly Nireo. TREE, 2005, video stills. Courtesy: the artist.
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sonal and social identities. It is for this
reason that RED EYE, as a unifying
title for the exhibition, is particularly
suitable and evocative, resonating with
multiple meanings. On the one hand,
the title imagines Aboriginal audiences
which, like Loft suggests, are not par-
ticularly interested in categorizing a
non-existent “pan-Indian” post-colo-
nial aesthetic, but are concerned
instead with how media art can serve
as a means to express lived identities
in all of their complexity and diversity.
Conversely, the title RED EYE imag-
ines non-Aboriginal audiences invest-
ed in visualizing the world we all
inhabit through the deep cultural lens
of First Nations peoples’ traditions,
histories and identities in a non-
reductive manner. This, perhaps, is the
exhibition’s most laudable quality; it
avoids falling into the common trap-
pings of “cultural exchange” that Loft
so rightly critiques when he writes,
“Too often, the work of Native people
is presented in a reductionist format in
order to best engage a “wide” audi-
ence, predominantly of non-Natives.
In this model, issues and larger con-
cepts of identification are not
addressed for fear of alienating this
audience. Contextualization, in this
sense, is relegated to “promoting
understanding or awareness” and not
to issues of aesthetic analysis and/or
cultural sovereignty.”

RED EYE is a major contribution
to the wider, emerging cultural dis-
course that includes the aesthetic, criti-
cal and pedagogical concerns also being
investigated by Rice’s peers and col-
leagues in the Aboriginal Curatorial
Collective (ACC), at Canadian artist-
run centres such as Urban Shaman and
Tribe Inc. and at festivals like
imagineNATIVE and Weeneebeg. All of
these arts organizations are concerned
with the integration (not assimilation)
of Aboriginal art into a larger cultural
milieu in this country and elsewhere.
Rice’s curated works put the relation-
ship of institutions of art, mass media
and academia, theories of subjectivity
and reception, strategies of narrative
and representation, delineations of his-
tory and questions of address and audi-
ence at stake. It is the prevailing societal
power structure that is held in opposi-
tion to the aims of new alternative
forms of image-making on view in the
exhibition. Such expressions implicitly
provide a means for artists and their
audiences to not only imagine alternate
forms of social organization, but in the
examples of Aboriginal media art
experimentation, to re-assert the right-
ful sovereign position of First Nations’
peoples on their own terms.

RED EYE First Nations Short Film
and Video is on view at the Art Gallery of
Calgary until 5 January 2008.

Notes:

1. Steve Loft. fhe Thterstitial
Paradigm: Between a Rock and.. The
Politics of Presenting Aboriginal
Media Art, in Conundrum. Winter 2003.
This journal of Contemporary
Aboriginal Artists and Aesthetics is
now available online at www.conundru-
monline.org/

James Missen is a member of Ottawa’s
Available Light Screening Collective and
was recently the Cultural Policy Advisor at
the Canadian Conference of the Arts
(CCA). He has previously taught as a con-
tract instructor in Film Studies at Carleton
University.

CURATORIAL

PROGNOSTICATIONS:

Curating Subjects
edited by Paul O’Neill
Open Editions, 2007
review by Tim Whalley

Among the density of arguments on
the state of curating contained in
Curating Subjects, one particular state-
ment stands out. Echoing the senti-

ments of many contributors to the
anthology, San Francisco-based curator
and writer Jens Hoftman claims that
contemporary curators are unable to
find a “free zone” where they are unin-
hibited by institutional and financial
restrictions that are largely a result of
broader shifts in the international art
market and institutional structures.
Contemporary art audiences, he argues,
have also grown tired of heavy-handed
exhibit themes while many artists are
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suspicious of curatorial intentions.
Explored in most of the essays in
Curating Subjects, these themes reflect
the tenuous position of curators and
make for some interesting reading.
Hoffman’s statement relates to a
larger discussion on the emergence of
the curator as an active agent in creat-
ing and representing contemporary art,
particularly since the 1990s. Within this
broader lens, contributors to the

anthology such as Lars Bang Larsen and

Seren Andreasen, Carlos Basualdo and
Okwui Enwezor look at the recent

explosion of interest in contemporary
art and those responsible for its repre-

sentation and mediation. Others such as

Julie Ault, Dave Beech and Mark
Hutchinson, Claire Doherty and Sarah
Pierce weigh in on how curators have
adapted to more recent art practices
that function outside of the white cube

and question institutional and curatorial

authority. In “Creating Shows: Some
Notes on Exhibition Aesthetics at the End
of the Sixties,” Irene Calderoni looks to
the late 1960s and early 1970s as the

roots of the most recent shift in curato-
rial practice. Focusing on several impor-

tant New York exhibits, such as Anfi-
[llusion: Procedures/Materials at the
Whitney and Spaces at the MoMA, she
describes projects in which, “the con-
text of artistic production coincided

with the context of the exhibition.” For

Calderoni the legacy of these projects
was a curatorial position that attempted
to abandon neutrality and embrace
exhibition poetics. While this resulted
in some innovative projects, it also
brought criticism for being too invasive
of artists’ works.

Meanwhile, Simon Sheikh takes us
back to 19th century Europe to exam-

ine how the role of the curator has been

shaped by the legacy of the bourgeois
museum. The topic of the museum
appears at several junctures, although
perhaps not as often as it would have a
few years ago. Citing recent projects
such as Thomas Hirschhorn’s 24h
Foucault and John Bock’s Klutterkammer,
Clementine Deliss discusses the peda-
gogical function of the museum and
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how it relates to contemporary art cura-
tion and production. Playing with the
didacticism of conventional museum
exhibits, for Deliss, worked against the
conformity of pedagogical instruction in
many curated exhibits.

The effect of international biennials,
art fairs and other extensive projects on
contemporary curatorial practice is the
most prevalent theme in Curating
Subjects. While the general tendency
among writers is to approach large-
scale art extravaganzas with a critical
eye, Okwui Enwezor affirms that these
projects provide an alternative to tradi-
tional exhibition models, offering devi-
ations that introduce risk and avoid the
repetition that prevails in conventional
exhibits. Carlos Basualdo provides per-
haps the most measured assessment in
his investigation of how biennials and
international art fairs have impacted
upon the logic of the institutions of
modernity. For Basualdo, the real issue
is that biennials, large-scale projects and
art fairs remain under-studied, with
more work needing to be done in
order to understand their potentially
destabilizing qualities. Robert Nickas,
on the other hand, sees biennials as
being more closely connected with
business and commerce than art, he
simply claims that the art fairs, “make a
lot of sense. Dollars and cents.” A num-
ber of the contributors probe further,
specifically into the intermingling of
large-scale international projects with
cultural tourism and schemes for urban
regeneration. As Claire Doherty argues,
the promotion of a particular locale in
biennials and site-specific projects may
lead to a problematic notion of place
that is out of date and overly deter-
mined by geographical location.
Doherty sites the 2005 Istanbul
Biennial, curated by Charles Esche and
Vasif Kortun, as an example of a project
that succeeded in combating this effect
by actively engaging with the city and
dealing with intersections between the
local and national.

Perhaps predictably, Curating Subjects
suffers from a lack of international rep-
resentation, particularly for an antholo-

gy intended to poll curatorial practice
globally. All of the writers, save
Anshuman Das Gupta, are located in or
affiliated with institutions in Europe
and the United States. The jet-setting
curators and critics that appear in the
anthology speak of elitism, with writing
that is often far removed from most of
those working in a field characterized
by smaller-scale, under-funded projects.
Furthermore, considering the intersec-
tions between art and the realms of
design and architecture, among other
cultural fields, it is surprising that
Curating Subjects does not include per-
spectives from these disciplines. These
shortcomings are partly overcome by
the inclusion of artists, including Liam
Gillick, Mark Hutchinson and Julie
Ault, who discuss their respective proj-
ects and how their work has intersected
with curatorial concerns.

Curating Subjects works when the
writers do not dwell on well-worn and
frequently discussed issues in curatorial
discourse. The anthology introduces
topics that are explained through his-
torical perspective, but also speak to
contemporary circumstances, such as
the impact of market forces. Despite the
prognostications among some contribu-
tors about the uncertain future of
curating, the tone is generally hopeful.
As many attest, the lack of definition
that has been the hallmark of the cura-
torial field is also its biggest asset.
Doubt, uncertainty, dissonance — these
are the conditions that will facilitate
innovation in the future. Despite a
somewhat limited pantheon of opin-
ions, Curating Subjects should find a
place in the repertoire of curators and
artists battling to take down barriers.

Tim Whalley is Program Coordinator at
Scarborough Arts Council. His independent
curatorial and art projects have been featured
at the Toronto Free Gallery, the Market
Gallery, the Drake Hotel, Pages Art Window
and Museum London in London, Ontario.
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THE
WRONG
ARM OF

THE LAW
— The

Persecution

of Steven Kurtz
and Robert
Ferrell

BY CYNTHIA FOO

What would you do if, as an artist,
your art practice was suddenly deemed
illegal and you were accused of being a
terrorist? I imagine you'd probably
laugh incredulously and figure the
whole thing would blow over. But what
if you were faced with a grand jury
trial? If your health started to suffer
because of the stress and years went by
as you waited to hear whether the
other side was going to come to their
senses and stop playing the expensive
legal equivalent of chicken?

This is precisely the situation that
Steven Kurtz and Robert Ferrell have
found themselves in. In 2004, Kurtz was
charged with “bioterrorism.” An associ-

ate professor of art at the University of
Buffalo, Kurtz is a founder of Critical
Art Ensemble, an internationally-
respected art and media activist group.
Amongst other practices, the group uses
commonplace bacteria to test for the
presence of Genetically-Modified
Organisms (GMOs) in food, drawing
critical attention to these ubiquitous yet
grossly under-studied products.

When Kurtz’s wife Hope died in
her sleep in 2004, the paramedics that
arrived saw the Petri dishes and lab
equipment that Kurtz was in the midst
of packing for an art exhibition at Mass
MOCA and alerted the FBI. Kurtz’s
house was sealed, his wife’s body con-
fiscated, his computers, books and art
equipment removed and his cat trapped
in the attic behind sealed plastic sheets.
Although the New York State
Commissioner of Public Health deter-
mined that the materials seized by the
FBI posed no public safety risk, Kurtz
was charged with bioterrorism. The
charges were eventually changed to
two counts of “mail and wire fraud”
and widened to include Kurtz’s fre-
quent collaborator, Dr. Robert Ferrell,
then Chair of Genetics at the
University of Pittsburgh.

Already suffering from non-
Hodgkin’s lymphoma, Ferrell struggled
through two strokes since being
charged. In October 2007, he finally
took a misdemeanor plea. While he says
he wasn’t pressured to plead guilty, his
wife and daughter call the prosecution a
“persecution,” adding that “the govern-
ment has been relentless” and that
Ferrell could not physically survive
continued prosecution.
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This news came to me while in the
thick of organizing a fundraiser for
Kurtz and Ferrell’s legal fees. We'd
already arranged to have Naomi Klein
speak at a gala benefit; our tiny team of
volunteers had been politely and per-
sistently soliciting artists like Ken Lum,
Jin-me Yoon and Ed Burtynsky for
donations; and we’d been organizing a
two-day event designed to draw atten-
tion to the case and raise money for
CAE. It was a blow to imagine, howev-
er briefly, that maybe Steven would —
maybe he should — opt for the misde-
meanor route. If he did, however, Kurtz
would signal a capitulation to obscene
charges that have added to a growing
chill on academic and artistic freedom.

In this climate Kurtz keeps fighting
and so do many people around the
world. This is not simply a US issue: it
concerns all of our rights to freedom of
thought, expression and practice. Here
in Canada, we also live under the threat
of secret trials and Security Certificates.
And that is why we resist: because the
alternative — of permitting a govern-
ment to trample its citizens’ fundamen-
tal rights — is totally unacceptable.

Cynthia Foo is the Chair of the Board of
Directors of A Space Gallery and is complet-
ing her PhD in Visual and Cultural Studies
with the University of Rochester. She grateful-
ly acknowledges Toronto CAE fundraising
committee members Doris Sung, Stephanie
Rogerson, Lina Rodriguez, Gloria Kim, John
Greyson, Sholem Krishtalka and the many
volunteers, including Kathleen Troy, who
donated many hours of their time to the fight.

Thinking of contributing to Fuse? Well you should ...

Fuse is looking for editorial cartoons, artist talks and letters to the editors along with our regularly featured sections.

See a show that you’d like to review? Make a submission. Attended an arts conference? File your report with Fuse!
Annoyed with arts policy? A shortFuse might be just the right place to express your frustration.

Check our website for submission details. www.fusemagazine.org

ARTIST-RUN CALGARY

triple threat

STRIDE TIN|G

The New Gallery

TRUCK<“I>

1004 MacLeod Trail SE
Calgary, AB T2G 2M7
403.262.8507
stride2@telusplanet.net
www.stride.ab.ca

% Canada Council
A~ fortheArts

du Canada

Eau Claire Market

200 Barclay Parade SW
Calgary, AB T2P 4R5
403.233.2399
info@thenewgallery.org
www.thenewgallery.org

Alberta

Conseil des Arts @A Foundation

for the ArtS

815 First Street SW, Lower Level
The Grain Exchange

Calgary, AB T2P 1N3
403.261.7702

info@truck.ca

www.truck.ca

sustaining independent artist-run culture in Calgary




TORONTO INTERNATIONAL FILM FESTIVAL GROUP presents

CINEMATYEC

WINTER SEASON

JANUARY 18 TO MARCH 16

Featuring WAR AND PEACE, JACQUES DEMY, CANADA'S TOP TEN,
HUMAN RIGHTS WATCH, EDWARD YANG, AND MORE

(416) 968-FILM
cinemathequeontario.ca

@ Canada Council  Conseil des Arts
k> forthe Ans du Canada

Transforming the way people see the world
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