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MONTREAL

CLIVE SMITH:
PAINTERLY DIALOGUE

Maontreal, Galerie de Bellefeuille

Held in, Clive Smith, 1995
oll on canvas, 140 X 109 cm

Unusual and unserling, the paint-
ings by British artist Clive Smith in this
North American premiere of his work
al Galerie Bellefeuille express no op-
tmism, offer no casy formula for the
painterly agenda. Instead they seem
to follow traditional canons of paint-
ing, almost self-consciously, vet it is
in the details and overall effect thai
this voung painter's emotions seem
to literally shine through.

The subjects in these paintings
appear o be contained as much by
their bodies as by the spaces they in-
habit. In a naturally controlled place
(1998) a young man has his back
rned to us. He is surrounded on
three sides by zen-like rows of topi-
ary plants whose leaves have been
trimmed into 2 universal and repeat-
ing round shape. The side walls and
facing wall emit a kind of unreal light
that contains and builds the sense of
artificial space. There is nothing tex-
tural or immediate 1w ground us
in this painting, Natural elements —
the plants and painter’s model — look
unmnatural, controlled.

Clive Smith provokes spiritual
and humanistic concerns through his
manipulation of the painted subject.
The conception is abstract while their
stibjects are representational. This
concerns over how we define and de-
scribe reality as 4 state of mind are
intimted in the tting of the works
just as much as in Clive Smith's ap-
proach to painting, one + one with-
onl one present i young woman and
young man next to each other in cu-
bicles. They are unaware of each
other's existence, They may have a
desire to communicate but the struc-
wres themselves make it practically
impaossible. The stool in the next
empty cubicle has a sironger persona
than the people. These siruciures are
ned labyrinthine nor even formidable,

They're flimsy formica-like represen-
tations of the degree of distance be-
tween individuals. What an irony and
a posiModern one ai that, for these
people contained in cubicles that are
likewise contained within the Lirger
space of the room, seem desensitized
to their environment. The same ap-
plies to the man who kneels barefoot
within a smaller cubicle, one of four,
in withenet words, but this scene is
maore close-up. Clive Smith inculeates
his paintings with an intensity that
hinges on the use of light and texture,
The slight exaggeration of perspective
in these paintings furthers a dialogue
on closed and open space,

Clive Smith achieves a subtle psy-
chological tension through the use of
light and the elimination of extrane-
ous elements, His interest is less in
the painted subject than the spirit of
painting, While Romanticism once
furthered the dualistic schism be-
tween humeanity and mature by creat-
ing sythetic recreations of idealized
(natural) subjects, the individuals
who we see sitting in cubicles in two
of the paintings in this show, cither
one + one without one (1998) or
withonut words (1998) are o logical
extension of this artificial way of re-
constructing a scene, While Clive
Smith follows the classical canons of
painting, his work ultimately deals
with issues of control and freedom.
The spaces and environments he
builds into these works are euclidean
passageways, places of ransition. The
diffused light effects make these un-
comfortably poised portrait subjects
seem all the more contained, caught
up in the parentheses of their own
thoughts and state of mind, just like
the cubicles, (seuts, stools) they sit
in. These painterly parables of
iusion and defusion mask a deeper
truth that raises questions about the
very nature of appearance and reality.

John K. Grande

COMPULSION

Liane & Danny Taran Gallery,
Centre des arts
Saidye Bronfman

June 17 to August 29, 1999

Peace and love and the '60s with
apost-Mod fling, 4 timid nihilism and
self-conscious reflection pervade the
works in comprlsion. While the tite
of this show suggests some uncon-
trollable urge, the works chosen by
Toronto-based curator John Massier
for this show look more obsessive
than compulsive. fashion or self-
gratification may have been more
honest ttles, for these contemporary
works are eulogies 1o excess in a
warld of excess. While they reflect the
state of contemporary culture, no

remedy is offered for the postModern
malaise....

Susan Kealey's stream of con-
sciousness post-Mad poctic of catchy
phrases installed around the gallery,
even on other artists” work in Band-
awidth are instandly alluring, They al-
most sound like catchy add phrases.
One reads: Peel, Orange 9 mm, Spe-
cial Agent Utah, Another has Van
Gogh's Radio, Optic Yellow, Sick FM.
Kealey's word assemblages are actu-
ally the names of Music Groups
clipped at random from the enter-
tainment listings and as such are less
poetic more robotic appropriations
than they appear at first sight. Ron
Giii's hybrid sexy portraits from the
fringe are contextualized photogra-
phy (1972-1982) from the 1970s
that have an experimental Pair yel
now look dated, almost archival,
Some works overlap onto other ones,
Valerie Lamontagne's truly beautiful
arrangement of butterfly stickers
tithed FLUTTER (1998) oowzes a Lolita-
like sensuality and conjures up im-
ages of some post-Modern Whistler,
Afew of them flutier across the gallery
onto Kevin Rogers' anomalous wall-
paper piece tilled Kevin + the Girl
al Kinkos = Love (1999). This wall
installation looks like a fragment of a
huilding in the process of renovation
or deterioration. All it needs is a fly
on its wall to complete the piece,

IF this show looks like 199)'s arf
a l mode, it is, and the main mes-
sage here seems to be there is no
point 1o artmaking other than some
sort of sell-gratfication. You will not
find any social commentary or vision
of art changing the world here, un-
less it is in Marie-Claude Prate's
naive and wilty portraits. Pratte’s
large acrylic on wood FANTOME
2000 (1995), is an anguished self-
expression, cantoon-like but equally
laden with fear. Next (o this Pratte's
Portraits de Sociélé (1998-99) are
a series of painted close-up portraits
that deal with social prejudices and
stereotypes, but in a wity and engag-
ing way. These are tiny textural
cliches that gets their point across
as much by assembling them all
topether as an ensemble. Workers,
citizens, dilettantes, autodidactes, po-
licemen, chomeurs. This collectivity
of social stereotypes is as caricatured
and literalist as the quebecois TV pro-
gramme La pelite vie.

Kevin Ei-lchi deForest's kaser
printed horizontal wall drawing
Trans-Love Energy (1998) has a
snake-like form that weaves its
way sinuously around the paper,
hut this one doesn't bite, it just
bursts and breaks apart. Here is
sexual energy emboldened in a
Robert Crumb-sivle psychedelic
san Francisco cartoon genre.
Toronto-based Carlo Cesta's in-
stallation of lalianate balcony
wrought iron is well versed in the
lenets of contemporary an aes-
thetic, These balcony fragments
are welded together one within
another, each successively higher
and more narrow than the pre-
ceding one. Cesta's work has asu-
perh sense of space but vet is so
self-conscious of the history and
tenets of modernism as o be almost
a kitschy take off on the Russian
sculptor Viadimir Tatlin's model for
the Monument to the Third Inter-
national (1919) carried through the
streets of Leningrad on May day
1926. New York-based David Kramer
takes nihilism for its penultimate
walk into the world of compulsion in
HI LIFE (1999). Beer, wine and
whiskey bottles of various colours are
placed together around fAluorescent
light fixtures set in this forest of bot-
tes. Though we cannot immediately
read the words, the lights spell HI
LIFE. Parick Cout's La Maderne
(1999) construction is undoubtedly
one of the best pieces in this show.
Gout's approach to the installation
genre assembled oul of scraps of
construction material and ephemera
recalls lya Kabakov's The Man Who
Hew to Space from bis Apartment
(1981-1998) now on view in Mon-
treal at the Musee des Beaux-ars'
Cosmos show, Looking in through a
window of Coutu's hermetically
sealed cabin, one discovers a home
made replica of a satellite made of
wood and painted mat black. Notes,
pieces of partially cut wood, sketches,
orange DayGlo spray-painted num-
bers, a kischy relief folk caning, a
half-moon of blue lights, even an am-
ateur painting of a planet, all of this
seems 4 wry comment on mod-
ernism, technology and real modemn
life. 1t all stands tentatively on a pile
of wooden 2 by 4 inch scrap wood
pieces but its really a concept-maobile,
As with Carlo Cesta's piece one is
never sure if Coutu is mocking 20th
century modermism or is in love with
it. If any social consciousness exists
in these works it expresses itself in
a benign cynicism that suffers from a
bulimia that is part of any addiction.
Curator John Massier's juxtaposition
of this ensemble of artworks tgether
may be the real work of an here.

John K. Grande

Fantomes 2000, Marie-Claude Pratte, 1999
oll on canvas, 91 x 122 em
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TORONTO

JOE PLASKETT:
THE MISSING LINK

Exclusive Interview with John
K. Grande July 1999

genglish reports

loe Plaskett, 1999
photo courtesy Bau-xi Gallery,
Vancouver

JG: The emotional guality you
infuse the obyects and envivonment
strikes one firsi, along with the ex-
treme capacity lo use colowr as a
kind of living malter on the canas.
You recently commented that you
have come full circle as a painier
and bave removed depth and
shadow, to achieve a flainess that
causes the subjects to almost hover
in space. The spalial tensions and
relations bave a succinct dy-
namism that recalls Gigeomelli’s

tnteriors while the colours are rem-
iniscent of Herrd Matisse.

JP: Let me comment on "coming
full circle”. An artist’s life is a trajec-
tory, It may Oy low, aim high, be slow
and steady, or fitful. It may go off into
outer space and get lost. 1t may be sta-
tionzary and seem 1o get nowhere, or
simply by being stationary. get every-
where. It may, after youthful bril-
liance, be in for a slow decline, or it
may peak late, or go on peaking, |
think 1 reached a peak in the 50s,
when 1 was in my thirties, and had
various kinds of peaks in subsequent
decades, but Twonder how much mo-
mentum 1 was gaining. 1 think my self
portrait shows in 1984 and my White
Table seres (Klinkhoff Gallery) in
1986 were genuine peaks, but in
other ways 1 felt T was running out of
steam, 1 could no longer be inspired
by places to mrn out an inexhaustible
continuation of pastel records. Many
of my oils now seem insubstantial, 1
was always being enthusiastic about
new subject matter, but it became
harder to find. 1 needed another kind
of stimulation, one that came from the
pictorial rather than the natural
world. 1 found it first in 1988 when |
miade 2 discovery about new ways of
composing in pastel - my "painting by
addition” - my highest peak vet. Afier
1995 1 became increasingly dissatis-
fied with my oil painting. Perhaps |
became bored relying on the acci-

JOE PLASKETT

EXHIBITION OF NEW WORKS
SEPTEMBER 23 - OCTOBER 12, 1999

= =1 L

The artist in his garden, Suffolk, 1999

wallack galleries

203 BANK STREET
OTTAWA, ONTARIO K2P 1W7
(613) 235-4339

Sherril Wallack

dents of inspiration from nature,
which worked for me at times. 1 came
to realize that | had o draw as much
upon inspiration from art, its surfaces
and materials. A colleague, Paul Re-
sika, reminded me of Hans Holf-
mann's insistence we paint flal and
that we let pure colour sensation dic-
tate the ends. This made the full cir-
cle - the return 1o Hofmann and ab-
straction and [ moved into new
territory. My paintings were not ab-
stracting, they were concretizing. The
objects | painted just as realistically as
ever were now more real than before.
As Resika pointed out “solidity comes
from Natness”. Plaving with colour
and composition now allow me a free-
dom of invention and so 1 feel T am
becoming more, not less realistic.
1 find myself forced 10 confront Green-
bere's dogma of flainess that 1 have
long rejected. If depth and shadow
seem removed, they may merely hav-
ing a holiday. Spatial depth is wha
painting is all about, and shadows are
part of visual reality

JG: Do you see the act of paint-
ing as a kind of instanianeons form
aof autobiograpby? The back and
Jorth play with the subject you are
Painting. A dialopue fs established
between the viewer and the private
worlds you inhabit - the dense ur-
ban Parisian inleriors and the
somewhat light driven English land-
scape and interior still lifes.

JP: T hadn't thought of painting as
an instantaneous form of autobiogra-
phy, but I see it is. My paintings tell
the story of my life just as A Speaking
Likeness (Ronsdale Press, Vancouver,
1999), the boak of my writings that
will be coming out this fall, is far less
about my daily personal life than it is
about the story of the paintings 1 do,
Thet is far more revealing and excil-
ing than what happens to me outside
iy work, The back and forth pliy with
the subject in painting is as exacting
and suspenseful a game as tennis. It
keeps you in the edge of your seat. A
single kipse and you are out, There is
4 dialogue between the viewer and the
work. The painter paints (o commu-
nicate his life experience. so my in-
tensely private world is not guarded
as i private secret, but blazoned on
the limelight of exposure,

JG: There is a mesmerizing
qualtty fo the interiors, the still fifes,
as if vou were reflecting back on the
objects, and vice versa There is o
process of de-materialization in

these representations that is the-
atrical Everything feels libe a stage
Jrop, but these ave props that build
a meaning within the scene, that is
your interior thoughts and feelings,
thase things that cannot necessar-
iy be et into words. The same goes

Jor the landscapes ... | think of folm

Singer Sergent's superh landscape
paintings of the Rockies at Lake
O'Hara, for instance, or laly. These
fonr superseded the reality they de-
picted in sucha pure painterly way.

JP: Yes, the room is a stage sel.
I live with mirrors, often inside them.
I refer to the chapter Mirrors and
Shadows from my upcoming book
A Speaking Likeress: "The glass wall
might be compared either 1o a net
which separates opposing players, the
gesticulations as formalized and rep-
etitions as in a tennis maich, or to the
proscenium in a theatre which sepa-
rates the spectator from the play. What
is enacted is a mirror of what the au-
dience is feeling. But which side of the
curtain is more real? The actor's is
for the moment, but he doesn't exist
without a passive audience.”
BioGrapHY

Born in New Westminster, B. C. in
1918, after teaching at the Vancouver
School of Art in the early 1950s, Joe
Plaskett has exhibited extensively
throughout his career, most notably at
Douglas Duncan's Picture Loan Soci-
ety in Toronto, Winnipeg Arl Gallery,
Vancouver Art Gallery, Centre Cuturel
Canadien — Paris & Brussels and
Canada House Gallery in London,
England, His recent catalogued show

Joe Plaskett: Reflections and Shad-

otes organized by Roger Boulet for the
Art Gallery of the South Okanagan in
1994 has since travelled to Beaver-
brook Art Gallery (1996), Art Gallery
of Greater Victoria (1996) and Kam-
loops Ant Gallery (1998).

Timed to take place in conjunction
with the release of his autobiography
A Speaking Likeness (Ronsdale
Press, Mancouver, Autumn 1999),
Joe Plaskett will be exhibiting at the
Bau-Xi Gallery in Toronto (opening
September 15%) Wallack Art Gallery
in Ottawa (opening September 23'),
Book launches for A Speaking Like-
ness take place at: Gallery 78, Fred-
ericton (September 191, Bau-Xi Van-
couver (October 2d), Winchester
Gallery, Victoria (October 10t) and
Galerie Walter Klinkhoff, Montreal
October 16, and where new works by
Joe Plaskett will also be on view.

Still life with Radishes and
Chair, Joseph Plaskett, 1999
oil on canvas, Bi x 37 cm



JACQUES PAYETTE:
BETWEEN NOT YET AND
NO LONGER

October 23 - November 11

The Dabrinsky-Friedland Gallery
122 Scollard 5t. Toronto

Jacques Payette's most recent
paintings are more than 4 new rep-
resentation of reality; they propose an
authentic transfiguration of the every-
day, in all its enigmatic ordinariness,
at the confluence of a search for Jost
time bathed in an atmosphere of dif-
fuse melancholy and a serene affir
mation of the existence of things
Mystery of time, inscribing traces of
disappearences, dissolutions, redis-
coveries. Chinese porcelain, period
clothing and furniture resurface in an
undetermined present, in an oddly
lilﬂl]l“tll"[l. vel timeless, universe
amid fragile signs of fife (a steaming
teapol, just vacated seats, ruffled wa
ter...). A world in waiting, suspended
between two decisive moments, a

@ 1orem ipsum scans
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peaceful and nostalgic
meditation upon pas-
sages and mobility, upon
the flight of past cen-
turies, centuries whose
still murmuring remains
tell us, the eager specta-
tors, that we loo are
passing, advancing slightly each dy,
but backwards, as it were, lowards
the mystery from which we came. But
there is no anguish in these painting-
questions {(when ¥ where ? why ? how
7...). Rather, these sfelf lives breathe
a profound serenity, as if a confident
commitment to the real informed the
searching gaze

The very distinctive technigue
that Jacques Payetle uses is responsi-
ble in no small measure for the ap-
peal of these large panels of marou
flaged canvas. Encaustic painting
dates back to the Graeco-Roman pe-
riod; obviously, this is a very rapid
technique, which requires an extrao-
dinary mastery and sureness of hand

Memory and its meanderings
carry the spectator beyond the
painted surface, into the dream
state of the arrested instant, into the
fragile and uncertain equilibrium
between that which is "not yel” and
that which is "no longer”. These are
paintings which leave one pensive,
which invite memory and imagination
inte a slow drift between the unsaid
and that which is merely suggested,

Fuan Mac

Rich
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between implicit meditation and what
the image explicitely evokes, between
the visible say, and what can be read
into it (and constantly reformulated)
on many levels

Jean-Pierre Duguette

RECALLING SOCIAL
REALISM

STEPHEN LACK: LANDSCAPES,
DrawINGS & DrRAMAS

Gallery One
Sept 23 - Oct 13, 1999

Stephen Lack, who began his ca
reer exhibiting at venues like Véhicule
Art in Montreal, made his name amid
the chaotic confusion of the East Vil-
lage scene in New York, exhibiting at
Gracie Mansion in the 1970s. As his
FEedlge of Anxiety show comprising 47
oils and acrlics held at the Lyman-
Allyn Art Museum in Connecticun Last
year proved, this painter has staying
power. Stephen Lack is one of a very
few painters of his generation still
working in the Pop genre who ad
dresses contemporary issues: the per-
vasive power of the media, the abstract
nature of violence in society, and mass
destruction. The latest landscapes and
drawings are evocative, have a superb
sense of colour and tonality. In
Stephen Lack's own words, they are "a
marriage between nostalgia, colour
printing and fine art painting”,

jonald

X 61 om

The Wedding Party recalls the
Amiericin social realist Ashean School
painters William Glackens and John
Sloan. Lack's mastery of colour tonali
ties in these works are even sugpestive
of Bonnard's fin-de-siécle scenes or
the languorous landscapes and stll lifes
of American Milion Avery. The scenes
are commonplace. These paintings are
as much depictions of a psychic state
of mind, of the closing of the American
mind, as they are realist representations
of filmic scenarios, a clandestine cari
catire of the underbelly of the Ameri-
can Dream. In an interview with New
York-based writer and editor Carlo Mc-
Cormick, Stephen Lack recently com-
mented: "1 like to ook at things the sec-
ond time around, like walking back
through the forest the way you came
before, you see it in reverse and pick
up what vou missed. | like simple iso-
Lated things in a field of blankness (...)
I also like thing as in motion, blurred,
with the details sapped from it | like
the radioactive aspect of ielevision, with
the orange line around things." The
Gallery One show also includes a stun-
ning series of new black-and-white
conté drawings,

John K. Grande




EXPLORING
THE AMERICAN
STEREOTYPE

CINDY SHERMAN
Art Gallery of Ontario

October 1, 1999 - January 2,
2000

Lirtitted N®211, Cindy Sherman, 198
Chromogenic colour print
ed, 3/6, 94 cm % 79 cm

American super artist Cindy Sher-
man mde her name eary in her ca-
reer with her Untitled Film Stills
(1977-80), a series of 69 black and
white provocatively staged pho-
toworks featuring the artist herself in
the role of “B movie” female charac-
ters and magazine centrefolds. Play-
ing on the ambiguity of audience per-
ception and artistic presentation,
Sherman displayed a penchant for
soap opera drama. Her Rear Scroen
Profections (1980-81), a group of
large-format colour photographs,
extended the typology of female char-
acters Sherman was developing by
including projected images as back-
grounds for each photo. The actual
presentational character of these
waorks may be more challenging than
their visual content. Mixed messages
about violence, perversion and the in-
ner workings of the American mind
surfaced in Fairy Tales (1983) and
Disasters (1986-89) with their im-
ages of body transformation, disloca-
tion, death and decay. One began to
wonder if Sherman was seeking re-
demption, absolution or i, more
probably, she was just playing
around. Sherman proves girls can
have fun and has since made a film
titled Ciffice Killer. America's largely
unexamined leisure culture pursuit
of the perfect image, becomes a
borror show in a lot of this work and
overl sexual guises, masks and
manikin-like add-ons present mixed
messages about the natre of identity.
This is what the hall of mirrors might

be, if American pop culre had its
way all the way.

Cindy Sherman has emerged as a
major artist precisely because her
work explores stereotypes, some-
times painfully, othertimes with a wit
and candor that is atypical of our era.
It is as if Sherman were voyeur and
participant, engaging in bizarre re-
flection and exploration of the inner
workings of the American mind.
Sherman's more recent portrayals of
the body are unsetding, for they ma-
nipulate the viewer as much as they
manipulate their content. Using the
photographic medium, Sherman
draws and defines her imagery from
the plethora of available material that
is American Pop gizmo culture, This
mid-career retrospective of approxi-
malely 150 works includes examples
from all her major series, from her
early images of provocatively am-
biguous portraits to the later works,
For the fascination with horror, hu-
mour, pornography, surrealism and
the grotesque Sherman's work re-
veals, she may be the art world's an-
swer 1o Gothic horror genre writing...
Organized by The Museum of Con-
temporary Ar, Los Angeles and the
Museum of Contemporary Arl,
Chicago, this retrospective makes its
final and only Canadian stop at the
At Gallery of Ontario.

John K. Grande

DISPOSABLE
CONSCIOUSNESS

MAKING IT NEW!
(THE BIG SIXTIES SHOW)
Art Gallery of Windsor
luly 24-October 10, 1999
Comprising some 90 works by 25
artists and artists’ collectives from the
19605 Making It New! (The Big Six-
ties show) bills itself as the first ex-
hibition of its kind to present the
work of artists from coast to coast in
Canada. To an extent this show
achieves its goal, presenting an array
of 0ls works including a surprising
sculpture by Richard Lacroix, Michael
Snow, Vancowver's Michael Morris,
N.E. Thing Company, Charles Gagnon,
Bill Vazan, John Bovle, Gilles Boisvert,
Diane Askevold, COZIC and Greg
Curnoe. Internationally renowned
artist Les Levine will present a re-
enactment of his performance Corm-

Sfleakes (first presented in Edmonton

in 1969} at Greal Western Park in
Windsor on July 22, The work in-
volves the spreading the contents of
250 jumbo-sized boxes of Kellogg's
Cornflakes. Les Levine comments
about the original event: “In 1969
pre-oil Alberta’s image was grain and
corn. When [ did Cornflabes, | was
thinking about putting something

back in the ground that had been
taken out, something bindegradable,
or food for the birds. It was a public
artwork to generate public con-
sciousness about the earth’s fragility
and the process of nature and man's
interaction. This was a truly disposi-
ble state of consciousness.”
Likewise much of the art in the
show reflects a disposible conscious-
ness and like Quebecs own 1960s
déclics: art el soctété show, fares less
well in museum/gallery settings than
it did when created by the many now
renowned artists at the time, London-
based artist Greg Curnoe's Hurdle for
Art Lovers (1962) sums up the spirit
of the era by presenting 2 hurdle with
knives and domestic kniting needles
atop it. Trashy and accessible,
Curnoe’s obstruction does not pre-
vent us from overcoming implied
social barriers, yet makes us aware

du 11 septembre au 2 octobre

they exist. The same holds true for
COZIC's Jongle-Nouailles (1970)
which creaies its social {read object-
based) barrier with a forest of red,
blue and silver tubing. Bill Vazan's
Cross-Canada Line (1969-70) was
a highly site specific yet conceptually
biased antwork that involved marking
site locations simultaneously at vari-
ous Canadian cities simultaneously.
Gilles Boisvert's works embody the
Pop art spirit as well as any in this
show. Joyee Wieland's multi-media
Pop assemblage Young Womean
Blues (1904) includes a heart with
woman's face behind it, and a toy air-
plane. This early feminist Pop work
is like a parody of a portable cosmetic
case. Win Hedore (Ted Godwin, ken
Lochhead and Ronald Bloore) cre-
ated a Vaillancourt-like aseemblage
out of cast-away metal that looks like
4 primitive African sculpture. Making
4t New! neatly compliments Quebec’s
own déclics: arf el sociefé show held
at Montreal’s Musée d'art contempo-
rain and the Musée de la civilization
in Quebec. For its insights into 1960'
Canadian art Making it New! (until
October 10th) is well worth secing
John K. Grande

Manochrome, Rae Davis, 1066
re-gnactment of performance
Glenbow Museum, 1994

pheia documeriation (produced 1999}
courtesy of the artis) and Ghenbow Mudeum

HAR-PRAKASH

KHALSA

photographie

— “The Hole Project”

du 30 septembre au 4 octobre

ART FORUM
BERLIN

e Jeu"
b———Booth #110

du 9 au 30 octobre

MARC

SEGUIN

nouvelle peinture

- “Solutions
Nocturnes”

du & au 27 novembre

ENZO
CUCCHI

rmixle média

b———Decennies”
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CALGARY

JOANE CARDINAL-
SCHUBERT

FROM MARGIN TO
MAINSTREAM

Respect for all things is
Joane Cardinal-Schu-
bert's value system 45 an
outspoken activist. She describes
her sharp, but sdll sensitive, con-
temporary it as in-powr-face
and that's exactly what she
means,

When Canada's social fabric
was ripped apart in the wrbu-
lent 1960s, Cardinal-Schubert
unavoidably became aware of
systemic racism. Raised in a
supportive family, her atten-
dance at university to study art forced
her unwillingly to acknowledge that
shie was somehow different from her
classmates. Respect is the essence of
the moral principles in which she was
raised and applying respect was how
she learned to understand the world
she lives in. Stereotype is not 4 word
in her vocabulary; systemic discrim-
ination was imposed on her from
without.

Cardinal-Schuberi questions the
mainstream that decides what is na-
tive art and what is art. “The centre
has moved', she laughs, "and the
margins are enlarging.”

Cardinal-Schubert has good rea-
son (o be happy when, in September,
Master's Gallery celebrates a twenty-
year retrospective of paintings and
drawings that is part of the validation
of her perceptive art and determined
efforts. This artist is redefining the
present, moving contemporary abo-
riginal art from being stereotyped as
ethnological artifacts at the anthro-
pological Museum of Man o being
viewed as fine arl in the National
Gallery in Owawa. She is unceasingly
active s an artist, curator, lecturer,
writer, editor and now Director of
Yiden and Native Theatre in Calgary.

Cardinal-Schubert is not alone.
She is no longer disenfranchised be-
cause of her race, but now stands be-
side an increasing number of emi-
nent First Nation's artists: Boh Bover,
Robert Houle, Alex Janvier, George
Litlechild, James Luna, Norval Mor-
riseau, Daphe Odjig, Jane Ash Poitras,
Bill Reid, Lawrence Paul Yuxwelup-
tun and Edward Poitras who was ho-
noured as Canadais solo representa-
tive at the Venice Biennale in 1995,
And many more artists-as-transform-
ers, (oo many to list.

There are many more contem-
porary First Nation's artists redefin-
ing their culture according to their
own self-determination, certainly
more today than thirty years ago
when Cardinal-Schubert first studied
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Buffale Might Quilt, 1998
Oil on paper. 56 x 76 cm
Courfesy Masier™s Gallery

art. Canada's attitude toward con-
temporary First Nation's art being
viewed as art instead of anthropology
is slowly but deliberately being re-ex-
amined. In Native American Ari in
the Twentieth Century: Makers,
Meanings, Histories edited by W.
Jackson Rushing U1 (1999, Rout-
ledge), the transformations are fo-
cusing on what has been done, what
is happening and perhaps what needs
to be done, Marginalization sets up a
question: why is there so litle aware-
ness of the merit at the margins?
Honouring the circle motif, Car-
dinal-Schubert adheres to her per-
spective that the world is a continuum
and one person can make a differ-
ence. She is a powerful advocate.

JANE ASH POITRAS
FROM PARIS TO CALGARY

"Art is a powerful thing', says
Jane Ash Poitras, one of Canada's
most vocal contemporary artists, Her
paintings are 4 conduit for First Na-
tion's historical truths, blazingly-
coloured mixed media exude energy
with collaged, ripped old black-and-
white photographs, newspapers and
drawings, to get the message across,

Riel to Pelfier, a large canvas ex-
hibited in Paris at the Canadian Cul-
tural Centre this autumn, seizes the
viewer with its bold startling white
names stencilled across the canvas la-
belling images of Big Bear, Riel,
Poundmaker and Crowfoot. Familiar
names but courageous legends
known only to a few until now. This
is not the history that Poitras learned
in her school textbooks, but her own
sons, Josh and Eli, understand the
subtleties of mis-information.

Poitras' extended research and
comprehension of it is helping 1o re-
shape history so others can read and
understand forge a link between past
and present. First Nations emerging
in response to experiences of past

alienation from the dominant culture,
A vanishing race that has suffered
from over a hundred vears of general
public neglect and discrimination, is
recovering and redefining, through
self-determination, who they are,

"My art is for evervone (o see.”
Poitras speaks openby, truthfully and
with awthority from her own histori-
cal and culural experience as a na-
tive Canadian. On at Collectors
Gallery,

"I'm not afraid of the truth. T wan
my messages (o sing.”

Anne Severson

MARGARETHA BOOTSMA:
CONTEMPORARY
ARCHAEOLOGY

The Land Speaks !

Steel photograph, acrylic, plaster
192 X 85 cm

Couriesy Newrones hallery

The refined material land-
scapes of Margaretha Bootsma are
metaphors, Endless Passing  is an
environmental statement involving
humanity's compliance with nature’s
transformations over time. She blends
photographs with alternative materi-
als such as earth, sand, or discarded
oxidized metal. Likened to "Arte
Povera”, the matter-paintings link
metaphorical statements about na-
ture and culture.

These collaged photographs take
the viewer into forests or along a river
walk. In lavers she creates narratives.
With our eyes revealing the transpar-
ent coverings of time, it is easy 10 be
drawn into the frame and become in-
volved with her fieldwork research of
thoughts and feelings, This tpe of
contemporary archacology is
Bootsma's search for hasic principles
of humanity through interaction of
life forms through time and place.

Nature and its chaos are consid-
eredl in The Land Speaks If. Humans
provide order in symbols and ritwals
that bridge the physical and meta-
physical. These primary signs, like
the circle, triangle, and rectangle, are
found in natre and are symbaolically
universal in meaning. These symhols
communicate that which is inex-
pressible.

In Relic, "Time passes, says
Bootsma, and things develop and
change. We need to participate and
to care more about what happens.”

Woman Creates so Man con Survive,
1998, 61 cm x 51 cm
Courtesy Callectors Gallery

BEV TOSH
FIGURATIVELY SPEAKING

Bev Tosh's tall, calligraphed fig-
ures are still, silent, charged with
emotion that informs.

“They are thoughts made mani-
fiest. 1 am drawing from the inside
out,” says Tosh,

She has always used figures w ex-
press her thoughts and emotions,
“The figure is everything to me. | re-
late so strongly 1o the way [ feel as a
person.” There is a quiet space where
thought develops, an internal space,
avessel: supportive, positive and em-
bracing.”

Thoughts and emotions evolve
meditatively, almost unconsciously,
through the brush on paper untl fi-
nally the calligraphic, elongated
frames emerge. These figures are
"edited to an essence with the struc-
tured economy of brush stroke.”

During studies with a master
brush painter while living in Singa-
pore, Tosh says, "1 came 1o love the
fieel, the way 1hold the brush, the way
the stroke was informed by some-
thing inside, It's a different way of
wuching the surface. Tt allowed me
o know the figures so well that |
could work from inside mysell.”

This minimalism means that each
ink stroke is loaded with meaning as
itis kaid down in space. All her marks
are integral to the image. There is no
misleading peripheral information,
"Ml my works are about silence. but
these are also about communica-
tion", says Tosh concerning her lat-
est hody of work on exhibition at Vir-
ginia Christopher Gallery until
October 30, "My concern is for per-
sonal space that individuals maintain
between themselves and others.”

Three figures merge as one, as
division of self rather than separate
people, in - Mafrishka. Referencing
the painted wooden Russian stacking
dolls raditionally stacked hierarchi-
cilly one inside the other, Tosh has
altered them democratically. In the
world that Tosh lives in, this group
acts as one, fiting wgether, suppor-
ing and balancing one another.

The avtobiographical, off-bal-
ance stance in Blueprint for Wings
may resemble Tosh, but "the way its
read is up to the perception of each
individual. They are as honestas | can
make them"”, says Tosh.

Anne Severson

Blueprint for
Wings, 1909
Cosiesy Virginia
Christopher
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ATTILA RICHARD
LUKACS, ARBOR VITAE
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A8, IX, Atilla Richard Lukacs, 1999,
oil on canvas, 2285 x183cm

Jenqlish reports

With his black trees painted en-
tirely in tar on canvas, Attila Lukacs
makes a surprising departure from
mural-size oil paintings of skin-head
vouth and homoeratic subjects at Zx-
ane Farris Gallery this October. In
several canvasses a massive tilting
trunk veers into exploding black fo-
liage on human-height trees both noc-
twrmal and vertiginous. Lukacs claims
a breakthrough after fifieen years of
experimentation with the difficult tar
medium, He manipulates rich blacks
from impasto o fuid stain with ease
and simplicity, together with a surface
stability sure o appel to his. Resid-
ing in New York after several vears in
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Berlin, Lukacs has developed what he
describes as a Zen-like process in a
series of about 50 black paintings of
various subjects begun earlier this
!IS’.H'.

JOHN MACDONALD, is a
voung British Columbia painter
whose work is attracting Ewvorable re-
ception as it matures. Originally from
Prince George, his recent paintings
are impressionistic landscapes
worked in an intuitive and painterly
manner in 4 studio located in his Kit-
satano garden. At the Douglas Udell
Gallery, October 13 to 30, Macdon-
ald presents a landscape series that
is a continuation of earlier swamp-
shore subjects with reduced means
and imagery. Relinquishing for the
time being experiments with encaus-
tic and other media, he applies pure
oil paint 10 blown-up details of plants
and water reflections. A 1998 exhibi-
tion of landscapes at Udell's Edmon-
ton gallery, Macdonald also returns

Spawn, Northern Lake Series nd. 39,
lohn Macdonald, 1998, ol on canwas,
156 X 195.5 €M

1o the figure with the theme of a soli-
Lary woman in a wilderness sefting
This personification of a mysterious
zone between city and wilderness
serves as exploration of the uncertain
margin of urban life inhabited by no
mads and fugitives,

BRATS0 BONIFACHO,
AL CAMPO SANTOD

Synthelic Symbiogis £, Bratsa Bonifacho,
1998, 0il on canwas, §8.5 £ gB.g om

Bonifacho's vivid, vigorously con-
structed abstract oil paintings embody
a highly subjective response 1o land-
scape and natural phenomena at Bau-
Xi Gallery, October 21 o November 8.
These new works reprise his earlier
"Scotland Series” and “Fire and Earth
Serjes” in smaller scale canvases. The
exhibition title recalls ltalian ceme-
teries, in particular the famous Cam-
posanto of Pisa which received victims
of the European Black Death epi-
demic five hundred years ago,

Bonifacho continues o wrestle
with contending notions of landscape
as site of global disaster and a nos-
talgia for landscape as sanctified
refuge. The Romanticism of this se
nior Serb-Canadian painter, and his
projection of emotion on landscape
subjects to achieve effects of the
heroic sublime, may result in beauti-
ful paintings but compromise his re-
sponse to political and environmen-
tal issues,

EVE LEADER,
FLESH AND BLOOD

On the fringe of Yancouver's
Gramville Row art walk, the Third Av-
enue Gallery makes emerging artists
its mandate. Eve Leader shows new
fipure paintings with precise drawing
anchoring expressionistic colour and
gesture from November 4 to 27,
1999. She explores the figure as com-
passionate metaphor for human ex-
perience in suspended, ambiguous
beings painted in oil on mylar influ-
enced by Betty Goodwin, whose work
they resemble in subject and
medium. In other recent exhibitions
Mandy Williams flesh and Blood,
paintings capture the essence that
tvpifies the energy of this gallery.

Anne Grant: 5.6 af an 175 of a sec-

and north, a dichotomy between grit
and romantic photography gives the
subject an aura of wonderment.

Joan Richardson

Attila Richard Lukacs
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VICTORIA

OPEN SPACE: SPACED OPEN

The history of Open Space gallery
is s varied as the artists who have ex
hibitedd during its twenty-seven vears as
a gallery thriving on that is experimen
tal, alternative, and multidisciplinary.
The two-story brick heritage structure
on the edge of Victoria's harbour, was
purchased in 1975 by “The Greater Vic-
torta Theatrebox Society” aka Open
."ip:l['{' Arts HI'IH}, from i'HIﬂ'E'Iﬂ'HI‘II!'
Geoffrey Sheffield. Renovations 1o the
original structure, (former ware-
house/carriage house/stables) com
pleted in 1988 include floors, instalky-
tion of theatre lighting, roof repairs, and
an owtdoor ceramic mural al the en-
trance by Richard Finch.

Past directors are; Gene Miller,
Bill Bartlett, Jeanne Shoemaker, Linda
Gorrie, Michael Maclennan, and Sue
Donaldson. Corrent director Todd
Dravis was appointed in the summer of
1998. Open Space is a non-profi
artist-run centre and refies on finan-
cial support from The Canada Coun-
cil, the B.C. Arts Council, the Gremter
Victoria Intermunicipal Committee
and the City of Victoria,

BEGINNINGS TO NOW

Incorporated as a society in 1972,
the early years reflect the exuberant
energies of Gene Miller. Miller's orig-
inal vision was for a space where more
wits hetter, outrageous activity was en-
couraged and chaos was the order of
the diy. "Happenings” included gath-
erings, forums, meetings with an artis-
tic/cultural content, (Christmas Craft
Fairs in a fleamarket atmosphere),
and an established theatre presence,
hence "Theatrebox Society”, The
tempo was fast, the mood irreverent,
and the structure very loose

Change of directorship often facil-
itates structural change. Bill Bartlett's
focused on the visual ans and was
commitied to experimental work, es-
pecially that which incorporated new
media. From 1974 - 1978 Bartlett or-
ganized a successful series of "Collab-
oratories." Artists participated in six-
week residencies exploring sound,
movement, photography, and video.
Bartlett's vision reflected a move away
from regionalism, embracing mult-
disciplinarity, and recognition of the
technological explosion affecting artis-
tic practice. The model for this kind
of thinking was Vancouver's fnterme-
dia Society, Canada's first artist-run
centre,

ner

The Eighties further established
the cultural links between Open Space
and the community in more issue-ori-
ented, politicized ways. Jeanne Shoe-
maker's Outdoor Projects introduced
public art and site-specific installa-
tions to a nervous Victoria, in an effort
1o increase public and media aware-
ness and initiated "Monday Nights a
Open Space” including a public forum
on street prostitution, outreach pro-
grams, Artlink and Gallery on Wheels.

The challenge of the Nineties
required restruciuring and redefini-
tion. Sue Donaldson and Michael
Maclennan (Interim) threw their en
ergles into creating policies and
rewriting bylaws, establishing a pro-
tected framework in which o func-
tion. Administrative and grant-writing
skills were honed in a climate of fund-
ing cuthacks and government conser
vatism. Donaldson's directorship
highlighted "Creating in Context™ a
colloquium for viswal artists involving
the Art Gallery of Greater Victoria,
Xchanges Gallery, the University of Vic-
toria, Camosun College, the Royal B.C.
Museum, and the Community Arts
Council. She also re-established the
publication of exhibition catalogues as
sites for critical discourse

In 1992, "The October Project.” a
twenty-year anniversary group exhibi-
tion was testimony (o the outstanding
community commitment of the con-

310 Fort Streel, Victoria, BE, VBW 186
voice 250,383 8833 fax 250 383.8841
apenspaceE i ca

September 1999

tributing artists and organizers to Open
Space, the kind of support that keeps
it alive and vital twdy. The shifting con-
cems of the post-modern condition
mimic those of all artist-run centres
struggling to serve the needs of their
artistic communities, funding bodies,
and farger communities. The policies
of reciprocity, transparency, sponsor-
ship, and support realized by Open
Space over twenty-seven vers are im
portant and deserve celebration,
Linda Giles

[Research Source: The Dctober Project cala
logue, published by Open Space, 1992}

PAINTING, PAINTING...

WINCHESTER GALLERIES
1545 Fort Street, Victoria, B.C.
1010 Broad Street, Victoria, B.C.

A preponderance of summer fes-
tivals have certainly interrupted the
calm that is Victoria with their vigor
ous panoply of art, music, dance, per-
formance, poetry and other exuberant
offerings. Winchester Galleries, with
an introspective gesture typically Cana-
dian, propose a departure from the
summer spoils. Featured here this fall
are six shows about painting,

Opening the season, Paul Hutner's
new abstract paintings on canvas buzz
with an urban energy reminiscent of
the Italian Futurists, In "Untitled #3",
Hutner's repetition of high-colour
shapes are carefully positioned on a
monochrome grid. The aggressive in-
terplay stimulates an intellectual re-
sponse. The complexity of Hutner's
abstract vocabulary also allows the
viewer a cerfain rhythmic sensation
not unlike the pleasant experience of
improvised music.

Winchester Galleries presents an
exhibition of new and recent works by
the esteemed artists Joseph Plaskett
(oils and pastels), and Molly Lamb
Bobak (oils and watercolours) to Oc-

AntiMatier - Shor Film & Video Festival of Independent Productions

October 1999
Roving Projects

George Gaudelle

Lance Disen

House withoul Walls
monograph with ex by Roy Green, Pati Tozer and Todd Davis

November 1999

Derek Besant - Une Nuit Blanche, A Sleepless Night

tober 27 with both artists in -
tendance at the opening Sunday,
October 10, A book launch of
Joseph Flaskett's memoirs, A
Speaking Likeness, published by
Ronsdale Press (Vancouver), will
dlso be celebrated ai this time
"Plaskett's paintings...are
among the most sought after of
any painter in Canada. While of-
len expressing 4 feeling of sombre
melancholy, as if at the end of a
heroic  age, his work is abways
alive and vital, calling us 1o re-
spond and create in the face of
darkness. Having recently cele-
brated his eightieth birthday, he
continues to paint vigorously, still
excited about the discoveries he is
making with form and colour."

menglish reports

George Woodcock

A November exhibition features
figurative work by Brad Pasuti (Vic-
toria). Pasutti tackles most articulately
and thoughtfully the well-seasoned ter
ritory of the nude. The grand tradi-
tions of Landscape, Stll Life, Ab-
straction, and Figuration continue to
hold their place within the multifari-
ous virtul realities of the late wen-
tieth century. With the scattering of
millennial leaves, things shift, the
centre cannot hold, art trans-gresses,
painting, persisis

Linda Giles

Prescription Burmn |, Jessie Homer French, 1999
oil on canvas, 46 cm x 61 cm
Courtesy Winchester Gallery
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