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Lucy Hogg: Mastering the Old
Masters
GALLERY AT FLASHPOINT.

by JoSEPH R- Vrr'oLtN

WASHINGTON OC APR 4 TO MAY 17 2OO8

Lucy Hogg Smug Wunan (Onnge) 2005lWonied Man (Grcy) 2OOB

Close Move

For her third show in her adopted city of V\bshington, the former
Vrncouver artist Lucy Hogg has lined two parallel walls in a nanw
gallery with oval canvases painted in odd monocfrrorne-muted plums
and raspbenies, olive-lime, bruised grey, brick, teal, tamped scarlet and
dulled turquoise. From each oval a face, limned in various light and dark
tones of the same hue, seems to emerye, becoming more distinct as the
eye adjusts. Hogg has rendered a collec'tion of mostly undtractive,
fleshy, oflen middleaged individuals, the kind of people one might pass
on the street, or sit next to at the movies or in c-hurch. A couple of them
look fumiliar.

Like all of Hogg's recent produc{ions, the works in the exhibition, which is
titled "Floating Faces," are copies of Old Master paintings. When we look
with that knowledge, the familiarcountenances beome recognizable:
Convivial Man (Purplffied) (2005) exoerpts the grinning centralfigure in
VelSzquez's The Triumph of Barchus in the Prado, while Comfoftable
Boy (Pthalo Grcen) (2008) recaps Titian's Poftnit of Ranueio Famese
in V\hshington's National Gallery. Otrer canvases, despite their
provenanoes in paintings by the likes of Rubens, Rembnandt and
Delacroix, are not as instantly recognizable, whicfr is precisely Hogg's
point. The likenesses fiom images of the distant past+hom by the artist
of their clothing, gestures and settings, their hairstyles reduced to the
schematic and generic, all kaces of their location in history elided
+ppearto podray ordinary living men and women, unique, specific, full
of personafig and foible. Smug Woman (OnnSe) (2005), afier a Rubens
in the Thyssen-Bomemisza collection, stares at us, doeeyed and
quzziczll, wi0r purced lips; Eernused Man (Cadmium Grcen) (2005), fiom
a Rembrandt in the Metropolitian, weals the tints of the Inqedible Hulk
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and half-smiles, his eyes nearfy twinkling.

Lucy Hogg MotuUe tuV(ft1abcieenylr,fr,nied GitI (Dr,xitl€ Vp//€i,Mg

These faces speak to the enduring lih of the kind of Old Master
representiation that retains its hold on us because of ib approximation of
ourown prefened way ofseeing: photography. Hogg says she searched
for "the protGphotographic moment," and she has found images of
fleeting expressions, ephemeral glances and transitory strates of mind
that suggest the decisive click of a camera's shutter ratrer than the
longue dur6e of traditional portraiture. That the Old Masters used lenses
and opticaldevices (whictr both anticipate photography and are its direct
ancestors) to acfiieve this sort of realism indicates the desirabilig of such
a mode of representation fiom early on.

Hogg's sedal portrails phy with the conventions of both photography and
painting, articulating continuities between them while embodying their
difference. Her strange monochromes evoke the alienating yet famillar
grisaille of black-and-white photographs. Her masterful combination of
linear marks and morc volumetric handling analogizes the simuttianeous
abstract flatness and threedimensional modulation ploduced by the
camera. Even the way the bodiless faces seem to coalesce in the centre
of each panel might conespond to a photographic image appearing on
the paper in a dweloping fray. These faces float in the space of their
coloured panels, and in a timeless present, but they also seem to drift,
unmooled fiom epistenrclogical androls in a shifiing sea of meaning.
(916 G St NW lrilashington DC)

r www.flashpointdc.org
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Lucy Hogg calls The Last Pony a personal meditation on
the end of painting [Meat Market Gallery; November 2—
December 16, 2007]. According to her, the focus of the
exhibition—a large equestrian painting that has been
reworked through a series of digital prints and a video—
also alludes to the Bush administration. But for viewers
overlooking the gallery’s press release, neither concept
makes itself readily apparent. Instead, they are
confronted by the inexorable tension produced by juxta-
posing the single canvas with multiple inkjet versions of
the painted image in the artist’s studio. Against the
strength of this pairing, the video installation tucked
away in a smaller back gallery comes across as an after-
thought.

On first impression, the exhibition calls to mind a very
traditional way of working. The series of digital prints
presented on one gallery wall suggests studies based on
a color wheel. Now linear, it passes from warm through
cool tones, at which point the eyes jump to the painting:
a massive purple-blue horse set in a landscape of
muted reddish-browns and greens. Despite the obvious
similarities between prints and painting, the relationship
seems antipodal. Hanging unframed before the viewer,
the horse’s adrenaline-charged body declares itself
through lively brushwork, the physical qualities of the
paint, and the work’s immense scale. While its bulging
eyes, flared nostrils, taut muscles, and writhing mane
and tail all speak of panic, light entering the gallery’s
front window underscores the painting’s materiality—the
articulation of paint textures, contrasting matte and
glossy passages, and planar deformations in the canvas. 

The viewer’s relationship to the prints is completely
different. Set within the crisp white borders of their
paper supports, these images of the painting in the
artist’s studio, where the canvas rests on paint cans as
if it were still in the process of being painted, have been
drained of any sense of materiality or impressive scale.
Their presence suggests posters. Details are not only
fuzzier, but the surface texture, which possesses a fine
felted quality, appears unaffected by the presence of the

LUCY HOGG
WASHINGTON

same light. Though the painting’s color varies in each
image, the appearance of its immediate surroundings
remains unchanged, bringing about the realization that
the eyes have been misled. In fact, the prints feature
versions of the completed painting. Rather than coming
to a final color scheme through the course of painting,
the artist has multiplied the possibilities by creating a
series of studies after the fact.

One wonders if Hogg has not made an error in
describing her work as a rumination on the end of paint-
ing since her exhibition both invokes and questions
painting’s history, traditions, and related ideas. In The
Last Pony, 2006, she merges George Stubbs’ Whistle-
jacket, c. 1762, a picture of a horse against a blank
background, with the landscape from Diego Velasquez’
Philip IV on Horseback, c. 1634, a figure known for his
disastrous performance in matters of finance, foreign
policy, and military matters, then shepherds the image
through a color metamorphosis that culminates in prints
and a video which rolls through the gamut of selected
schemes. The exhibition points up the ongoing copying,
reinterpretation, and investigation into new or alternative
media that artists have practiced over centuries. 

Though the press release states that Hogg’s interest
in photography has now superseded her painterly
concerns, the canvas cannot be seen as a mere artifact
meant to be hidden away in storage. Does the artist plan
to continue to paint for the purpose of digital explo-
ration? Or is it possible for her to satisfactorily pursue her
investigations of painting without applying a brush to
canvas? And though her digital prints and video take the
painted image into new realms, are images that can be
consumed more easily preferable to works that chal-
lenge us through their physical intensity? This exhibition
poses many interesting questions.

—John Gayer

ABOVE, LEFT TO RIGHT: Roy Arden, Supernatural, 2005, DVD loop for projection, with audio (collection of the Morris and Helen Belkin Gallery, University of British Columbia, Vancouver, BC;
purchased with financial support from the Morris and Helen Belkin Foundation and the Canada Council for the Arts Acquisition Assistance Program); Lucy Hogg, The Last Pony, 2006, oil
on canvas, 120 x 92 inches (courtesy of the artist and Meat Market Gallery, Washington)

Supernatural suggests the possibility—albeit failed— of
a break with this logic through a collective action that, far
from being inchoate and directionless, takes direct aim
at forms of social and economic power. Most interesting
about this juxtaposition is the question it poses concern-
ing the relationship between media, representation,
historical memory, and politics.

Images of the urban space reminiscent of Dan
Graham and Andreas Gursky, and which Arden defines
as “landscapes of the economy,” make up the third
phase. This series consists of images that capture the
occasionally grisly intertwining of nature and history,
most strikingly captured in Tree Stump, Nanaimo, B.C.,
1991. Through dramatic juxtapositions of the inner city
spaces of Vancouver’s Eastside and Strathcona neigh-
borhoods with the surrounding suburban spaces, as in
Landfill, Richmond, B.C., 1991, and Monster House
Coquitlam, B.C., 1991, Arden tackles the disappearance
of the past and the ubiquity of what he calls the
“sudden, brutal appearance of the new.” These works
visualize the deeply ambivalent relationship between
modernization and modernism. Historically, modernism
sought to challenge the logic of capitalist modernization
in invoking the “new.” Now, modernization has appro-
priated both concepts—modernism and the new. 

The most recent phase of Arden’s work is character-
ized by “breathing tableaux”—frozen images that
“thaw” ever so slightly before freezing anew—and World
as Will and Representation, 2007, a durational collage
titled after Arthur Schopenhauer’s influential book. Set 
to music, it is a slide show of a massive image archive
that Arden has assembled over many years from 
the Internet, posing some of the same questions as 
his earlier work. The reference to the dyspeptic, mid-
nineteenth-century German philosopher is ironic insofar
as Schopenhauer adhered to Kant’s dualistic schema,
whereby appearance is quintessentially expressed in
painting and reality in music. By contrast, Arden chal-
lenges us to think about appearance’s reality.

—Samir Gandesha
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Going for the enigmatic in a mighty and small way 
GLOB000020040313e03d00024 
Weekend Review 
GALLERY GOING 
GARY MICHAEL DAULT 
995 Words 
13 March 2004 
The Globe and Mail 
R12 
English 
All material copyright Bell Globemedia Publishing Inc. or its licensors. All rights 
reserved. 

The 48 drawings making up Kate Wilson's Utopia for Practical Purposes are small but 
mighty. Although they are each only 24.13 by 33.02 centimetres in area, they pack a 
big visionary wallop, especially in accumulation. 

Wilson is a skilled and imaginative draughtswoman and a skilled painter, and this 
exhibition, which is called Cool Lustre (at Toronto's Katharine Mulherin Contemporary 
Art Projects), allows her, as with her past exhibitions, to do what she does best: load a 
lot of diverting and disturbing imagistic information onto a very small field. 

It's not easy to say with any precision what Wilson's work is about. But it is pretty clear 
that each of these pungent, gnarled little drawings (sometimes with added acrylic and 
extended moments of “digital media” input) is somehow a sort of letter or glyph or 
runic mark making up a whole entropic alphabet of urban recklessness, pop-chaos, 
hedonistic breakup, and apocalyptic meltdown. The odd thing about these drawings is 
how they can be both so precise and so enigmatic at the same time. In one of them, a 
meticulously rendered hurricane-hairdo spirals up into the air, apparently lifting up with 
it bits of the built environment no longer securely attached to the culture that bore 
them. In others, derelict structures that sometimes look like the garish, evacuated 
buildings left orphaned on Expo sites sit like helpless invitations to gaiety in bleak, 
burnt-out urban deserts. Coloured spheres shimmer pointlessly in lead-heavy skies. 

Wilson seems slightly less confident with her larger-scale portrait-engendered works 
(Three Deuces and the Midnight Nurse, So Is This, etc.), although even here, where a 
big muzzy face inhabits most of the picture-plane, there are fascinating urbanized 
intrusions everywhere — like strings of lights mysteriously threaded through a subject's 
hair. The portrait works tend to go dark and incoherent, however, while the Utopia 
drawings treat incoherence as nourishment and thrive on it. 

file:///Users/lucyhogg/Desktop/Full%20Article.html (1 of 3) [3/17/07 4:58:24 PM]
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$575 — $2,000. Until March 28, 1086 Queen St. W., Toronto; 416-537-8827. 

Lucy Hogg

at Pari Nadimi 

For the last few years, Vancouver painter Lucy Hogg has had recourse to a gaggle of old 
masters as source material for her paintings —minor old masters usually (there's no 
point in messing with Titian or Rembrandt, say, or running afoul of Leonardo). She has 
come to them again, hat in hand, in this new exhibition called Sliding Landscapes. 

What slides here is not so much art history — though Hogg does play amusingly fast 
and loose with her august victims, taking neoclassical and pastoral vignettes from such 
painters as Guardi, Canaletto, and Marco Ricci, and repainting them in her 
characteristically scratchy and monotonal (or duotonal) way. The effect is as if a scene 
from, say, Guardi had been laboriously and somewhat hesitantly copied and then 
dipped unceremoniously into a vat of eye-searing pthalo green or chromeoxide green or 
quinachrodone red (Hogg cheerfully lists the names of her pungent hues with her 
titles). 

But I assume that the title, Sliding Landscapes, refers more to the fact that most of 
Hogg's history-tinctured landscapes are repeated, doubled, in the course of the 
exhibition, so that a shard of, say, Marco Ricci (the subject of her Fantasy Landscape 
(diminished violet/burnt sienna orange), for example, turns up again across the gallery 
as an oval painting in a different set of colours Sliding Landscape (blue grey). It's as if 
the first painting (a rectangle) somehow got projected or reflected (in an oval, mirror-
like format) onto the opposite wall. I don't know why this is so charming. But it is. 

$2,100 — $5,800. Until March 27, 80 Spadina Ave., Suite 403, Toronto; 416-591-6464. 

John Kissick and Jennifer Gordon at Leo Kamen 

John Kissick's big, new abstract paintings are as lush and bountiful as one has come to 
expect from this gifted painter-teacher (Kissick is the director of the School of Fine Art 
and Music at the University of Guelph), only this time out, they're more lush and 
bountiful than ever. 

This is probably because Kissick, who seems increasingly restless at this point in the 
trajectory of his production, has apparently striven to enliven his paintings with new 
imagistic tropes and an increasingly frayed and chaotic attack (well, a highly controlled 
chaotic attack). New in the works, for example, are spotted, octopus-like areas, 
intestine-like tubes slithering hither and yon, messy cage-like weavings of ropes of 
colour, black sack-like things that hang down menacingly into the fray — all kinds of 

file:///Users/lucyhogg/Desktop/Full%20Article.html (2 of 3) [3/17/07 4:58:24 PM]
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raucously tasteful new additions to his painterly vocabulary. And just in time, too. 

For Montreal-based painter Jennifer Gordon, painting seems to be an intriguingly 
attenuated, amusingly mandarin practice (“The paintings aim to be quick, subjective 
and introspective”, Gordon writes in her gallery statement. “I'm fully present for the 
staging of events and then I clear out.”). The staging of events, as she puts it, is wry, 
engagingly eccentric and deeply fascinating. Paintings are both there and not there, as 
if the canvases had been touched lightly, and then regretfully and poignantly 
abandoned. The beautiful Bloom, for example, is prematurely (deliberately) cracked 
and, oh, I don't know, clouded or smoked somehow. Double Rise is a pale, watery 
phantom of high-rise construction, maybe. The brilliant Betweenity is a pale pink, 
punctuated grid that looks as if it wanted to be about geometry and construction and 
then just grew tired of the rigour of it all and retired. Some of them make you wish 
Gordon hadn't “cleared out” quite so soon. But then it's nice to be left alone with the 
fallout from her inventive visual imagination. 

The Kissicks are $11,500 each. The Gordons are $4,800 each. Until March 27, 80 
Spadina Ave., Suite 406, Toronto; 416-504-9515. 

Illustration 

For assistance, access Factiva's Membership Circle. 

(c) 2007 Factiva, Inc. All Rights Reserved. 
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Erfurt - Jede Priisentation elner Auswahl gegenwiirtiger Trends kanadischer Kunst in Europa, und insbesondere
in den neuen Bundesldndern Deutschlands, stellt aus kanadischer Sicttt bereits ein bedeutsames Ereignis dar. Die
Ausstellung, die unter dem Titel ,,The lronic Turn - Kanadische Kunst der Gegenwart" in der Kunsthalle Erfurt bis
zum24. August zu sehen ist, verfolgt aber noch ambitioniertere Absichten.

The lfOn iC TU fn Kanadische Kunst der Gesenwart

Neben der Priisentation wichtiger und inno-
vativer Beispiele aus dem Kontext einer
hdchst lebendigen und merklich anderen
Kunstszene wird durch diese Ausstellung
und die sie begleitenden Veranstaltungen ein
vielftiltiger Dialog initiiert, in den auf der
institutionellen Ebene Galerien, Museen und
Universitiiten und auf der individuellen
Ebene die Kiinstler selbst involviert sind.

Die Ausstellung entsteht in Kooperation mit
dem Kunstzentrum,,Faux Mouvement",
Metz, dem Museum of Contemporary
Canadian Aft, Toronto und dem Owens
Museum of Fine Arts, Sackville.
Statt lediglioh Einblicke in die Landeskultur
Kanadas zu gewiihren, werden ausgewiihlte
Kiinstler neue Perspektiven auf Lesarten und
Rezeptionsgeschichten des europdischen
kiinstlerischen und narrativen Erbes

bereitstellen. So wird deutlich, wie tief
europiiische (KunsG und Wahrnehmungs-)
Geschichte ebenso wie europiiische
Traditionen die gegenwiirtige kanadische
Kunstszene beeinfl ussen. Diese Einfl iisse
treten offen zutage in den Werken von
Carmello Arnoldin., John Armstrong, Janet
Jones, Brigitle Rodecki, Ponl Collins, Lttcy
Hogg und Yvonne Singer und sind in
untergriindiger und subtiler Weise priisent

18m



in den Arbeiten von Garry Neill Kennedy
und Max Streicher. lhre Arbeiten pritsentie-
ren eine Auswahl distanziert-ironischer
,,Blicke von auBerhalb" aufdas europiiische
Erbe. Gleichzeitig versetzen sie uns in die
Lage, durch die Priisentation einer uns neuen
Rezeptionsgeschichte eine substantielle Re-
komposition auch unserer Innenansichten
auszuldsen; sie bilden im besten Falle eine
Folie kultureller Selbstrefl exion aus.
In diesem Zusammenhang ist niiht uninter-
essant, dass die meisten Ausstellungsteilneh-
mer als Hochschullehrer arbeiten. Wii}rend
Kiinstlerlnnen in den Rollen von Kunstkri-
tikern, Kunsttheoretikem und Kunsthistori-
kem in Kanada als Selbstverstiindlichkeit
gelten, ist die deutsche Kunstszene weit star-
ker von der Tradition einer klar abgegrenzten
,,Arbeitsteilung" zwischen Kiinstler und
Kunsttheoretiker/l(unstkritiker gepriigt. Es ist
in diesem Sinne kein Wunder, dass die ein-
geladenen Kiinstlerlnnen vor allem eine Ge-
meinsamkeit verbindet: Selbstrefl exivitdt.
z.B. vorgetragen als ironiscUselbstironisch
vorgetragener Abschied von den groBen Ges-
ten und Anspriichen der Avantgarden beziig-
lich der Revolutionierung ktiLnstlerischer For-
men und Methoden. So werden wir mit
Kunstwerken konfrontiert die sich bewusst
vom Ideal der,,Handschrift" distanzieren,
indem sie dieses in ironischen Bezugnahmen
aufsich selbst oder seine Abwesenheit unter-
minieren (so etwa Armstrong, Radecki und
Hogg). Ebenso ergeht es dem Geniekult, der
so eng mit der Kultugeschichte Weimars
und Jenas verbunden ist. Bei all dem kann
man aber doch eine versteckle Verwandt-
schaft zu den Gedanken der Friihromantiker
(insbesondere Friedrich Schlegel und Nova-
lis) in der Betonung des Fragments, des Hy-
briden und des AusgestoBenen/Verkannten
entdecken, aber auch in der unverkennbar mit
Melancholie versetzten Ironie. Einige der
Arbeiten bewahren bei allem spielerischen
Gestus eine - wenn auch hochgradig subli-
mierte - Trauer iiber die endgiiltig verlorene
Naivitdi/Unschuld des Blicks.
Zum ironischen Blick aufdie europiiischen
Traditionen und ihren andauernden Einfluss
auf nordamerikanische Sensibilitaten tritt die
Auseinandersetzung mit Elementen des mo-
dernen, von neuen Medien und Kommerz
geprAgten Alltags hinzu, die wir unsererseits
als Zeichen amerikanischen Einflusses auf
die europiiische Kultur wahrnehmen -

schnell befinden wir uns mitten in einem
fruchtbaren Dialog mit einer Vielfalt von
Standpunkten, welche die Grenzen zwischen
Innen- und AuBenperspektiven immer stilrker
verwischen.
Die Kunstwerke der Ausstellung benutzen
und unterminieren - und beides in paradoxer
Gleichzeitigkeit - hermeneutische Hierar-
chien von,,hoher" (autonomer) und,,niedri-
ger" (angewandter, als Design vermarkleter)
Kunst. Als selbstreferentielle Beihiige zu der
alten Frage,,Was ist Kunst?", die sie prak-

Oben: Garry Neill Kennedy, Wandinstallation, Kunsthalle Erfurt, 2003: unten: Yvonne
Singer, Triptyk Trouble, 2003, Videoinstallation
Linke Seite: Max Streicher, Silenus, mit Luft gefi)ilte Nylonskulpturen

tisch - mit Nelson Coodman - zur Frage
,,Wann ist Kunst?" transformieren, funktio-
nieren diese Kunstwerke auch als konzep-
tuelle Intervention. Dies ist ein essentieller
Teil ihres intellektuellen und auch visuellen
Reizes. Ob als unverhohlene und subversive
Variationen zentraler Werke europiiischen
Kunsttradition (Hogg), ob durch pseudo-na-
ive bildnerische ,,Kommentare" zu den,,Er-
rungenschaften" der Modeme und damit
auch zur eigenen, durch den,,Abstract Ex-
pressionism" und seinen Propheten Clement
Greenberg gepriigten Vdtergeneration: all
diese Arbeiten enthalten Humor und Ironie in
unterschiedlichen Graden. zum Teil in nur
homdopathischen Dosen. Auf immer neuen
Ebenen werden die Ausstellungsbesucher mit
einer wirkungsvollen Befragung ihrer eige-

nen Erwartungen in Bezug auf Kunst und
Kunstrezeption konfrontiert. Statt dem Ideal
des autonomen Ausdrucks eines imaginiiren
,,inneren Selbst" nachzujagen, spielen die
Kiinstler mit den Anspriichen, Posituren und
Gesten der Modeme und ihren Wurzeln in
der westlichen Kunstgeschichte wie in der
Populiirkultur. Dabei geben sie die Einfliisse
und Prdgekrdfte genaujenes Erbes zu erken-
nen - eine Erkenntnis, die auch Anerkennung
impliziert - welches in so wunderbar para-
doxer Weise gerade durch seine kritische
Befragung eine neue Beglaubigung erhiilt.

weitere Termine:
Kunskentrum Faux iilouvements, Melz Frankreich,
26.9.-29.11. 2003 I Museum of Gontempory Canadian
Art, Toronto / Kanada, Jan./Febr. 2004 / Ownens Muse-
um of Fine Arts, Sackville, Kanada, April / Mai 2004
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two y€ars a8o, the couple lost,
arnonS orher things, mosr of the U-
brary th€y had been lovingly od
paitrsblinSly colecting for 25

Bom,'more or l€ss Uterallt ftom
th€se biblioph ic shes, however,
has come Grauedolz's eerily in-
pre$ii€ Dew exhibition of Photo-
graphs, Priiation, now at Toronto s
OkE Korp€r Garkty.

"when l6Bt sw slides ofihese
new woi*.i r sondered why on
eanh tuisela wa! sudderry making
photognphs ot Ratu pottery?,
Korper told me. "Or maybe. I
doughu theywere ecient tomb-
stones, 9r bmr buildinSs. TheE ol
course, I came to see that these
wEre pboiographs of the inciner
ated bools th€ms€lves. And they
s€€mdto possess a tenible

It must have been paintul sornng
$rou8h lhe tv,,lsted and sodden
wreclage of her library. but GlaU€I-
holz dearly came to se how for-
Ina]ty md emblematicaly forcefrn
tHe hdrd-held ruins w€re. She
s.aroed a number of the damaged
book into her @mputet and had
the disital images reproduced as
large ard surprisingly stunptuous
Gicl6e pdnts on soft tucbes paper.
There are 48 of them in the exhibi-

GAIIENY GOII{G
GARY MICHAEL DATJLT

dtist Angela Gnuer-
holz aId her husband

It do;'s take a few minutes - one
understan& Korper's initial disori-
entadori - to s€€ that ihes€
srrange, distoied obj€cts €re the
char€d corpses of books. The
flames ed smoke ad water hal€
Fdnsformed them into alien dd
otherwo-rldly scdptures.

Tte cbnflagation has ]eft somq
of the books torqued rnto baroqueof the books torqued rnto baroque\
writblngs, as ifthey had become
dI€ agonized incanations of the in-
tellecnral energy they once con-
tained - bodies from which drc
sools have fled. Sometimes you can

Hvadon Bool *42 (back) by
Aryela c|auerholz

still make out a few s€ntences hge
ed there. But rnosth the book are
fossilized rhilgs, ethercaly hand-
sone brick-like obiecrs, lick€d by
fame into outlandish colour-
smoky puples, pi*ish-brow$,
bl€ached aEalts. Some ofth€m
stil l@k w.rm, sufrrs€dwirh
smodderins reds and oranges, as if
stil buming at tbeir corcs.

The buming ofbook is a tenible
thine And Grau€rholz is suelyjus-
tiEed in citing, in her exhibition
statem€nt, the buming of other fa-
mous librd.ries (Ca€sa/s tuitrg of
the great library at Alexatrd.da in 48
BC, for e)(arnpl€) as analogues and
precedenk. she should probably be
sendy rapped on the ftdst, how-
erer, for inplyitrg that her loss
ousht to Emind rr3 ofthe Nazi
bdk bumingF at Nurember& orof
the "cultual cleansing of aI the li-
bEies in Xosovo." Th€rc is a
dreadirl diffeEnce between immo'
lation dd holocaust S6,500 A/.sJ
eaclL Unail Ocr. 31. 17 Monou A.Je'

There

then Dnctice, of the messes arld
distofoons of art history as Vancou-

Art Canada
' 

ldEnb.R pl.rt. oll: Tobilo {:116) 5!5-5592/5590;
dr{l (5i4) 982-3050; v.i@w.r (50a) 631-5636;(.lg.ry (o3) z/tfi57i

ver-based painter Lucy Hogg.
During the past few yeaE, Hogg s

dangy, Pez'coloured paintings, hot
chrcmatic Eworkinss ed red-r€ss-
ings of the nasculinist swagger of
the pasl have posited a painterly
altehative to the historical status
quo. seizing up the Ereat classic
painteF ofth€ past 200 y€a$ h a
sort of comic aspiq Hogg has d]€d
th€m €lecldc gr€en and shocting
oEnge, by which relendess r€wo*-
ines they have come ofr as both
chast€ned and Sorgeous.

For this exhibition, Aftist's
World, she has slishdy and ch&-
ningly srewed h€r d€tbrcning of
masculine authority in afi by nm -
ing her attentioD to the painrint of
childro ud animals. Chndren and
animals purloined, it must be

,noted, ftom such dltique lumina-
nes as GaiNborough, Reynolds,
Stubbs, Velazques, Goya, Constabl€

Hogg s other hj(orical chndren
brou8hr into the pwiewof Ibe
paidels camy rerEluations.

Ifyou look caretuly, you can see,
sfirctuing €ach of Hogg's paint-
in8s, a subde overal grid, a8ainst
which the subjed has been posi
tion€d. HogS's use ofthe grid is
perhaps lhe key to her relationship
with history: The gid is the quin-
iessential hodemist conpositional
daice. It is thus le8itimarely heF.
And yet it is also a time-hono@d
way to claim mother's subject and
sd$fer it to your orm worL The
gdd is Hogg's My of cdting her
n€ts into the seas of an history.

That, md her woDd€rtul, prcpos-
terous coloo-r..t1,700-$5,500. tnlil
Ur 27. 80 SpadinQ Ave., Suite 40j,
Totunto; 416-591-6464.

Phil Bergerson
at Stephen Bulgel
som€ photosrapheB come
fteighted - sinultaDeously bless€d
and cused -with a tn€bss, om-
niorous €ye. I-ee Friedlander is
suifi a photographer. So were
Henri Cartier-Bresson md AndE
Kert€sz Tomto photogapher Phil
Berge6on has an eye like theiE.

Like them, BeryeNon s eye is
quicb €ndl€ssly engaged and, in a
sense, lidless - condemned to D
ongoing b€dazdement in the face
of ihe sDall ironic mom€nts that

In atFical Hoggpai ing, the
original subjec't - sry Sn loshua
Reynolds's portrait of litde kdy
Carclirc HouardIrTTg -is srjll
clearly with us. In thts case, how_
ev€a Hogg has claim€d the child for
he|s€|fwilh colou and with ddity
{Miss tlowad. now renamed "New
Artisl" is suddenly a briliant, bil-
ious sreen and Dink, and sits h a
'hnd;ape mad; scintixating with
pinl and blue). In iustsuch a way
- chmmatic rebelion * are

Professional Art Dealers
Association of Canada

55 51.o.ir Av6u. UBt &it 255, ToFnto, ftt do aV 2rt
(416) 93+15t3 |tr.Fdr.a e.il: ..@p.d...o

fttu.diau d.a c.Il:
Ioroilo {at6) 5!5-5590/92i onh..l (514) 9tz-3050; V.nowd (5lt:t} 63t6627
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Artist's Politic
Lucy Hogg

As a grade schooler I would walk down
this hall, passing Jean Paul Lemieux's
Fathers of Confederation on my way to
my prized art classes at the back of the
building. I thought these Fathers were
fairly radical with only Robert Harris'
Fathers to compare them to. They gave
the impression though, that modemism
was fairly melancholic if not austere, and
involved no crinolines. Later they were
walled up behind what was meant to be
a temporary storage area, their patriarchal
stentorianism outdated. I couldn't help
thinking that they were still there, psychologically forming the
background noise for my understanding of history art, and politics.

There are a lot of different kinds of artists, and they have to compete
with one another. Strategy is everghing. Having connections or an
acute understanding of the hierarchical terrain of the art world helps.
Better yet to have both. The understanding can be immobilizing
without the connections. Before the 1980s, being a boy was your
best bet. We still have the residue of this as networks of boys, cultivated
and patronized by preceding networks of now aging networks of
boys, find their way into the national and intemational circuits. Peer
referral tends to rule. The girls have to try harder at being cute, having
to decide whether to wear pants or a dress. There are the tomboys
who get in there and DJ and know how to use a table saw and the
ones with the Manolo Blahniks who contract out.

The Canadian artist's landscape can seem fixed, with stylized rhetorical
relations between the artist and the arbiters of reception, the curatorial
class. After two or three public shows the commercial dealers may
express interest, but they are a beleaguered group, and must be
prudent in their selected offerings to a conservative art market (most
Canadians think art should be free). After a few years and a few
bruises from the glass ceiling protecting the Canadians from the rest
of the world, the artist has to move sidewals, keeping their day jobs

and hoping for grants.

Artist's Politic presents these protagonists as they navigate this terrain;
The New Arzlsr, siting her unique point of view with her thumb. My
Little Pony, who carries his hero precipitously into the futue. The
Artist's Standard, personified here as a poodle in a punt, is always in
danger of tipping. The tJnidentified Nude shows the vulnerability,
usually relegated to women, of having no face. Two More Boys refers
to an endless supply. And finally, Artist Dressed As a Girl suggests that
dressing as a girl could be everybody's prerogative.

Politiques d'artiste
Lucy Hogg

Quand i'€tais €colidre je marchais dans ce couloi! devant les PEres de
la Conf6d€ration de fean-Paul temieux, pour me rendre d mes chers
cours d'art, ir I'arriEre de l'€difice. Je trouvais ces P€res plut6t radicaux
- n'ayant que ceux de Robert Harris comme point de comparaison. Ils
me laissErent cependant l'impression que Ie modemisme 6tait plut6t
m€lancoliquq voire austEre, et qu'on n'y trouvait aucune crinoline. Ils
ont plus tard €t€ enferm€s dans ce qui devait €tre un entrepdttemporairg
leur aspect de stentor patriarcal maintenant d€pass€. fe ne pouvais
m'emp€cher de penser qu' i ls €taient encore ld, formant
psychologiquement la trame sonore de ma compr€hension de I'histoire,
de I'art et de la politique.

Il existe de nombreux genres d'artistes, diffErents les uns des autres, et
qui sont en concurrence l'un avec l'autre Tout est question de strat€gie le
fait d'avoir des contacts ou une comprdhension pouss€e de la hi€rarchie
du monde des arts peuvent aider. C'est encore pr€f€rable d'avoir les
deux. La comprdhension sans les contacts peut €tre paralysante. Avant
Ies anndes 1 980, on avait tout int€r€t i €tre un gareon. II en reste encore
des relents - r6seatx de garqons, cultiv€s et prot€g6s par des r€seaux
de gargons maintenant vieillissants, se retrouvent sur les circuits
nationaux et intemationaux. les recommandations des pairs semblent
r€gner. les filles doivent s'efforcer d'€tre mignonnes/ ayant d d€cider
entre porter un pantalon ou une robe. Puis, il y a les garqons manqu6s,
qui font ce qu'il y a i faire, sont pr€sentatrices de musique et savent
se servir d'une scie circulairg et il y a celles qui sont chauss€es de
Manolo Blahnilc qui font faire le travail arrx autres.

te paysage artistique canadien semble d€termin€, marqu€ des relations
rh€toriques stylis€es entre les artistes et les arbitres de I'accueil qui leur
est r€serv€, les conservateurs. AprEs deux ou trois ercpositions publiques,
Ies marchands d'euwes d'art pourront exprimer de l'int€r€t, mais ils
font partie d'un groupe cem€ et ils doivent faire preuve de prudence
dans le choix des cuwes qu'ils proposent ?i un march6 consewateur
(la plupart des Canadiens estiment que l'art dwrait €tre gratuit). Aprds
quelques ann€es et quelques blessures provoqudes par le ddme de
verre qui protege les Canadiens du reste du monde, l'artiste doit se
d€placer lat6ralement, conservant son emploi de jour et esp€rant
recevoir subventions.

Politiques d'artistepr€sente ces protagonistes qui naviguent sur ce terrain.
Le nouuel artistu, montant son point de vue unique avec son pouce.
Mon petit poney, qui emporte abruptement son hdros dans le futur. La
norme de I'artiste, repr€sent€e ici par un caniche dans un bateau, qui
menace sans cesse de chavirer. k nu non idmtifii monte la vulndrabilit€,
gdn6ralement r€serv€e aux femmes, que l'on ressent quand on n'a pas
de visage. Deux autres garQons fait r€fdrence d un approvisionnement
indpuisable. Enfin, Lartisu habillde an fille laisse entendre que n'importe
qui dewait avoir le droit de s'habiller comme une fille.

Curated by Shauna McCabe and organised by the Confederation Centre Art Gallery with assistance from
the Canada Council for the Arts. o Conseruatrice, Shauna McCabe. Organisd par le Musde des bearn-arts du

Centre dela Confddhation auecl'aide du Conseil des Am du Canada.
Txe Cereoe Coulcrr I Lr Couserr oes Anrs

FOR THE ARTS I DU UNADA
srNcE r9t7 I DEPurs r9t7



Portrait of the Artist Portrait de I'artiste
Shauna McCabe, Senior Curator

I hate quotations. Tell me what you hnow. - Ralph Waldo Emerson

Now, you could argue that in Lucy Hogg's paintings quotation in fact
becomes the means by which she says what she knows. Blatantly and
unapologetically forging classic art historical imagery Hogg produces
altered-and altemative-representations. Colour and composition hint
at the ineverence of her act of quotation; cues like the paintings' vividly
chromatic presentation and the visible grids that peek through layers of
overpainting-elements of a critical filter that scandalises the privileged
positions the works have occupied within the canon of art history. Verging
on psychedelic, the series ofbrash figurative paintings represent Hogg's
intervention in that canon, subverting the image of both artist and sublect.
Ultimately, her work is about identity-deliberately and dreekily breaking
down the status quo that has reinforced the artist's world as one of heroic
masculinity. More than that, the work is highly personal, each offering a
fragment of an art world autobiography, glimpses of the space between
Hogg's experience and perception and dominant cultural representations.

Artist's Politic adds another dimension to this autobiography. Raised in
Charlottetown, Hogg has gone back to
an image that was a key part of her visual
surroundings as a child and left an
indelible impression, "psychologically

forming" as she puts it, "the background
noise for my understanding of history
art, and politics." Citing this point of
inf luence within her practice, the
exhibition integrates fean Paul Lemieuxs
Charlottetown Reuisited, one of the
Confederation murals commissioned in
1964 by the Confederation Centre Art
Gallery to commemorate the historical context of the city. The striking
sombre image of several Fathers of Confederation towering above the
landscape epitomises the gender-determined roles that have been the
ongoing object of her feminist critique. The exhibition is, in a sense, Hogg's
own "Charlottetown Revisited," her retum to the context of these early
observations of the power of the artistic image and of the first exhibitions
of her own work-at the Great George Street Gallery in 1979 while studyng
Fine Arts at Mount Allison Universiw, and the Confederation Centre Art
Gallery in 1981.

Throughout her MFA at University of Bdtish Columbia and her experience
as an instructor at the Emily Carr Institute of Art and Design from 1999
until 2002, referencing her own experience and responses has been the
core of Hogg's practice. Hogg worla with what has come before, reworking
images and practices to reveal the embeddedness ofevery representation
and every reading ofthose representations within existing concepts and
conventions. In the work in this exhibition, she has selected figurative
images for their embodiment of certain stereotypes and using colour to
draw out their particular characte! challenges the Romantic notions of
originality, grandeur and heroic individualism latent within them. Furthet,
choosing to work within rather than against tradition, for Hogg painting
has been an act of resistance itsell employing a visual language, colour,
and brushstroke, to undermine visual conventions. Evoking an "artist's

politic" that draws upon her perception of the pathology of male
dominance, she constructs a feminist critique that raises questions of
authorship, authenticity and intertextuality.

Shauna McCabe, conservatrice principale

Ie ddteste les citations. Dites-moi ce que uous sauez. - Pa,lphWaldo Emerson

On pourrait dire que les citations qui se trouvent dans les peintures de
Lucy Hogg sont en fait la mani0re dont elle parle de ce qu'elle sait. Hogg
qui copie ouvertement et sans excuse des images d'art historiques, produit
des reprdsentations modifi€es ou des repr€sentations de remplacement.
La couleur et la composition font allusion au manque de respect de son
art de la citation; des indices comme la prdsentation chromatique vive et
les grilles visibles qui percent d travers les couches de peinture-6l€ments
d'un filtre critique qui scandalise les positions privildgi6es que ces euwes
ont occup€es dans les canons de l'histoire de l'art. Cette s€rie de peintures
figuratives criardes qui frdlent le psych€d€lique repr€sente l'interuention
de Hogg dans ce canon, renversant l'image de I'artiste et du sujet. En fin
de compte, son @uvre porte sur l'identitd-rompant d6lib€r€ment et
efftont€ment le statu quo qui a renforcd le monde artistique comme €tant
un monde de masculinitd h€roique. Qui plus est, son travail est hautement
personnel, chaque euvre donnant un apereu de l'autobiographie du
monde artistique des apergus de l'espace qui se trouve entre son exp€rience
et sa perception et les repr€sentations culturelles dominantes.

Politiques d'artiste aioute une autre dimension i cette
autobiographie. Lucy Hogg qui a grandi i Charlottetown
est retournde ) une image qui constituait un €l€ment
cl€ de l'environnement visuel de son enfance et cui a
l a i s s €  u n e  m a r q u e  i n d e l e b i l e ,  <  f o r m a n t
psychologiquement ), comme elle le dit, < la trame
sonore de ma compr€hension de l'histoire, de l'art et
de la politique ). Attestant de cette influence dans sa
pratique, l'exposition inclut Charlottetown reuisitde de
Jean Paul kmieul une des murales de la Conl€d€ration
commanddes en 1964 par le Mus€e du Centre des arts

de la Confdd6ration pour comm€morer le contere historique de la ville.
Les images sombres et frappantes de plusieurs des PEres de la Conftd6ration
qui dominent le paysage incarnent les r6les d6terminds par le genre qui
font l'obiet constant de sa critique f€ministe. IJexposition est, en quelque
sorte, le propre < Charlottetown revisitde > de Hogg son retour au contexte
de ses premidres observations de la puissance de l'image artistique et de
ses premidres expositions de ses propres euwes, d.la Great George Street
Callery en 1979 alors qu'elle dtudiait les beaux-arts i l'Universit6 Mount
Allison, et au Mus€e des beaux-arts du Centre de la Con{?d6ration en 1981.

Durant toutes ses €tudes de maitrise en beaux-arts i l'Universitd de la
Colombie-Britannique et son travail comme professeur au Emily Carr
Institute of Art and Design, de 1999 d 2002, le fait de faire r€f6rence d sa
propre exp€rience et ) ses r€actions a dtd au ceur m€me de la pratique
artistique de Hogg. Cette demiire se sert de ce qui l'a pr€c€d€e, retravaillant
des images et des techniques pour mettre a jour l'inclusion de chaque
repr€sentation et chaque lecture de ces repr€sentations au sein des concepts
et conventions existants. Dans les euwes de cette exposition, elle a choisi
des images figuratives parce qu'elles incament..nuin, srdrdotypes et elle
s'est servie de la couleur pour faire ressortir leur caract€re particulier,
d6fiant les notions romantiques de l'originalit€, de la grandeur et de
l'individualisme h€roique sous-jacents. Par ailleurs, en choisissant de
travailler en respectant les traditions plut6t qu'en s'y opposant, sa peinture
devient un acte de rdsistance en soi, se servant du langage visuel, de la
couleur, du coup de pinceau pour attaquer les conventions visuelles.
Faisant allusion aux politiques du monde artistique qui puisent dans sa
perception de la pathologie de la domination masculine, Hogg bdtit une
critique f€ministe qui soulEve des questions d'auteur, d'authenticit€ et
d'intertstualit6.



fean Paul Lemieux, R.C.A., Charlottetown Rerisited, 1964, oil on canvas / huile sur toile,197.2 x 380.4 cm.

IIST OF WORKS

Art is tDressedkaCir l
2001
oil on canvas
170 x 135 cm
after Thomas Cainsborough,
Master lohn Heathcote, l77O

Unidentified Nude
2000
oil on canvas
2 I O x I 7 3  c m
after Th6odore Gericault,
Study for a MaIe Nude
c a . 1 8 0 0

New Artist
2000
oil on canvas
l 7 5 x I 3 7  c r n
after Sir Joshua Reynolds,
Lady Caroline Howard, 1778

Artist's Standard
2001
oil on canvas
I27 x lO2 cm
after George Stubbs,
Whitp Poodle in a Punt, l78o

Trao More Boys
2001
oil on canvas
166  x  153  cm
after Sir Henry Raeburn,
The Binning Children, ISII

My Little Pony
2001
oil on canvas
2 O 7  x I 7 2  c m
after Diego Yelazqtsez,
Baltasar Carlos on Horseback,
t635

Ch arlottetown Reu i site d
Jean Paul Lemieux, R.C.A.
1964
oil on canvas
797 .2x  380 .4  cm
permanent collection of the
Confederation Centre Art
Gallery gift of Mr. and Mrs.
Samuel Bronfman, 1964

TISTE DES GUVRES

Artiste habillde en fille
2007
huile sur toile
170 x 135 cm
d'aprEs < Maitre John
Heathcote > de Thomas
Cainsborough, 177O

Nu non idennfid
2000
huile sur toile
2 lOx I73  cm
d'aprEs u Etude pour un nu
masculin , de Th6odore
Cericault, ann6es 1800

Nouuelle artiste
2000
huile sur toile
I 7 5  x I 3 7  c m
d'aprEs < Lady Caroline
Howard > de Sir Joshua
Reynolds, 1778

Norme d'artiste
2001
huile sur toile
127 xlo2cm
d'aprEs < Caniche blanc
dans un bateau , de Ceorge
Stubbs
1780

Deux autres garqons
2001
huile sur toile
166  x  153  cm
d'aprds < Les enfants
Binning > de Sir Henry
Raeburn, 1811

Mon petit poney
2001
huile sur toile
207 x I72 crn
d'aprEs < Baltasar Carlos )
cheval > de Diego
YeIazqtez,7635

Charlo ttetown r euisitd e
fean Paul Lemieux A.R.C.
1964
huile sur toile
197 ,2x  380 ,4  cm
Collection permanente du
Mus6e des beaux-arts du
Centre de la Confederation
Don de M. et Mme Samuel
Bronfman, 1964
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ean Paul Lemieux's Chorlottetown
Revisited mural at the confederation
Centre Art Gallerg influenced the pre-

professional life of artist Lucg Hogg. As a student
she passed bg it each week on herwaU to art class.
For Hogg, and for mang other islanders who
frequent the Confederation Centre, the painting
represents the spirit of the institution more than
ang otherwork. Todag i t  remains an icon ofthe
Confederation Centre and, to Hogg, a reminder of
the patriarchal sgstem she has fought to infiltrate
as a professional artist. lt is also central to the
theme of 'Artists Politic."

ln this exhibition Hogg surrounds Chorlottetown
Revisited with large portraits of children and
animals under-painted in blue, purple and green.
The canvases appear garish and out of place
beside the iconic mural, their vile green and vivid
purple clashing with the harvest-gold background
of the Lemieux piece as it once clashed with the
rich earthu tones of Robert Harris's portraits ofthe
Fathers of Confederation.

Hogg's canvases are individual scenes in a plag,
and the figures are characters in an elaborate
melodrama that unfolds in a surreal half-finished
world to which theg are confined bg their frames
and visible enlarging grids. The works are daring
in their lack of painterlg pretense and in their
rejection of a traditional colour palette and stgle of
execution-get their purpose is unclear.

The mgsterg is elucidated bg Hogg's art ist 's
statement, in which she refers to the "old bogs'
hierarchg" and shares her opinion of the male-
oriented curatorial selection process that contin-
ues to permeate the canadian art scene despite
inroads made bg female art ists since the
1960s. Hoggs work in 'Artist's Politic" questions
these practices through the use of ironic visual
sgmbolism and pictorial storgtel l ing.

ln New Artist a child holds her thumb up in the
hackneged art ist 's measuring stance. Hogg
describes this f igure as "sit ing 

Isic] her unique
point of view with her thumb." In Two More Bogs
Hogg poses two goung bogs in a woodland setting
reminiscent of a Renaissance landscaoe. The
classical pose counteracts the sense of revulsion
generated bg the pink and blue in which the image
is rendered, and the viewer is drawn to it in spite of
its colour. Reading the storg beuond the surface
posit ioning is dif f icult ,  however; i t  seems as
though Hogg uses this visual strategg to make a
point. In her artist's statement she reveals that the
bogs represent the endless supplg of new artists

trging to enter the museum-exhibition circuit. Ir,vo
More Bogs also looks like a bad attempt to copg
the stule of the masters in a wag that just might
gain entrance into the compang ofthe few who are
chosen to displag their work on the walls of the
Confederation Centre gallerg.

Hogg's other works in the exhibition are executed
in the same manner. Garish blues, greens and
pinks define the figures and force the viewer to
choose between further investigation or rejection.
In Artlsf's Stondord a green-and-purple dog precar-
iouslg balances on a punt, forever in danger of
falling off. ln Mg Little Pong a child dressed in frills
and velvet gestures with a riding crop as the pong
beneath him jumps into the "future." ln
Unidentifed Nude a purple faceless nude on a
green ground turns i ts back on the world
representing, in Hoggs words, "faceless artists."
Artist Dressed as o Girl references the 18th-
centurU practice of dressing little bogs as girls
and reflects Hogg's conviction that all artists
should wear dresses in order to level the "museum

competition" plaging field.

All ofthese characters plag out Hoggs vision of an
endless scenario in which a constant stream of
artists learn the established rules of exhibition
and vie for meagre rewards, a process equallg
frustrating and doubly daunting for women artists
trging to surmount tradit ional patr iarchal
attitudes.

One might think Hogg comes out ahead bg being
shown at this gallerg. Her presence on the walls of
the inst i tut ion proves that she is amongthe luckg
and astute artists who have managed to win
the gallerg game. Hogg's technique, chosen to
emphasize her cri t ic ism of the old bogs'curatorial
protocol bg juxtaposing tradit ional poses with
avant-garde colour techniques, ironicallg makes
her work desirable to those verg people.

Bg accepting and promoting her criticism of the
gallerg process, the curatorial establ ishment
undermines Hogg's premise that women don't
have a chance in the museum-selection process.
This perpetual lg accommodating curatorial land-
scape is no place for effective critical commentarg,
and the trend-driven environment mag eventuallU
drive Hogg to join other artists who move side-
wags, keep their dag jobs and hope for grants.

- Jan Moll ison

Artist's
Poli t ic
Lucy Hogg
Confederat ion Centre
Ar t  Gal lery

Charlottetown
June 27 to September 28,2OO3
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Lucy Hogg, Two More Boys, 2OO1, oil on canvas,
193.5cm x 153 cm.

) rn".a ge_

d:k wa.J s



L
A N

U C
0 0 y

v
n e

H O
C o n

g g
t e m

=
z

o

o

p o r a r y  A r t ,  V a n c o u v e r

For several years, Lucy Hogg has referred to her ongoing, non-figural works as "closet abstracts." This

term reminds me of "Abstracts at Home," the title of the 1953 exhibition that introduced a comer of

modernity to the Toronto public. In an exercise of creative marketing, a number of Toronto artists

(who later formed the Painters Eleven group) displayed their abstract paintings alongside contempo-

rary furniture in a storefront window of Simpsons, a downtown department store. Of course, the label
"closet abstracts" is not clever historical recuperation, nor is it meant to indicate that these are paint-

ings to hang your clothes up beside (even though Hogg's palette in these abstract paintings very often

has to do with her take on the season's "colours"). The moniker relegates these paintings to a paren-

thetical position beside works that, since the mid 1980s, represent her more official style - the often

large-scale paintings she makes based on grand manner, 18th- and l9th-century portraiture. The exhr-

bition at Anodyne Contemporary Art is, in effect, a coming out for the closet abstracts; this, and the

modest scale of Anodyne's space (in a former office) might lead one to see the exhibition as Hogg's

Abstracts at Home.

Truth be told, Hogg has always been occupied with both

figural and abstract painting. In the mid 1970s, while regularly

working from the figure in drawing, her more public line of

painting consisted of largish abstract works with a zigzag design

that created a number of interlocking triangles. At the edges of

the canvas the forms were feathered to reveal the unprimed cot-

ton, in the manner of (Painters Eleven member) Jack Bush's

paintings of the same period. Her paintings' feathered edges also

disclosed the many layers of paint (all in a cheery pastel palette)

that she methodically applied until an occult balance of chro-

matic tension was met. Ceaseless colour revision ls common to

all of Hogg's subsequent work; it provides evidence of the paint-

ing's manufacture and embodies a trailing sense of contingency.

The present exhibition of abstracts comprises five of Hogg's

horizontally stretched oval canvases, each of which is based

around a looping doodle that forms the picture's central

element. She reiterates this motif in repeated parallel

bands to create something resembling a Celtic knot.

The repetition of lines creates striated hatching; this is

the same technique she uses to chart out the three-

dimensional figures in her grand-manner portraits. And

all those years of wandering about the tenebrous visions

of centuries past in European museums has resulted in

her dedication to glazing and scumbling. She repeatedly

glazes over her pictures in layers of transparent black,

quinacridone violet, and dioxazine purple to mute and

adjust her initial colours - a palette that Toronto critic

Gary Michael Dault has described as resembling Pez

candies. In the end, the loops slumber beneath a weight

o f  g lazed occ lus ion  and the  peek-a-boo,  scumbled

ground reasserts her initial buoyant palette.

These recent abstract paintings contain Hogg's figural works and her cycles of endless adjustment.

Perhaps the grand.manner portraits are her points of departure, the loss leaders. The sticker value

would lie with the closet abstracts and the figural works together in one exhibition, something the

artist has yet to assay: Abstracts and Figuration (finally) at Home.

John Armstrong

LucyHogg Abstract#34,55x46cm & Abstract#3665x l l8cm/both oi loncanvas(2000), photoscourtesytheart ist
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Visual Arts: Three To Watch
Michae l  Adamson:
Art between rcal and abstact

To watch this young Toronto painter
tend his burgeoning caner is almost as
much fun as looking at his paintings.

Unwillng to wait tbe dealers to catch
up with him, Adamson rents temporary
spaces in the city and mounts guerri la
shows of work so new it 's often sti l l
wet. His paintings are gloriouslyrich in
hue.  w i th  the  p igmenr  p i led  up  and
smcared about  l i ke  i c ing  on  a  cake.

Lucy  Hogg:
Us ing  ar t  to  address  issues

Hogg is one of those cunning artists
who manage to juggle issues and
ambience without sacrifi cing either.

The Vancouver-based Hogg, better
known on the West Coast than in the
rest of the country (though surely not
tbr long), makes paintings that deftly
destabil ize issues in the privileging of
the male prerogatives in art history.

A typical Hogg reportrays a historicallyMuch of Szilasi's work revolves around photographically assisted ruminations
tocatea mate iiastirpainier, rendering 

' upon the..nature of her own body - or of the world it moves through. It's
him in such scorching. searing colo-ur. technically demanding slull. but alwilys irresistable in it's lyricism.
the subjcct ends up being satirised by
l o v .

Szilasi: Her works are irresislable in tbeir lyricism.
Andea Szi las i :
Poet ical ly  charged photography

Thrs young Montreal-based Photographer, daughter of the veteran
photographer Gabo Szilasi, makes highly ambitious and poetically charged
photo-works, rather than photographs proper.

h t t p : / / w w w . m r c h a e l a d a m s , , '  c r / r e v i e w s . h l m l



LUCY HOGG BY BAUDELAIRE 

 

          

  

I shall not pay my friend Lucy Hogg the insult 

of an exaggerated panegyric 



for having so successfully mastered 

the affect of her pigments, nor for having 

placed her figures correctly upon 

the canvas. Her talent is beyond these 

representational niceties. I 

am commenting above all upon the wit 

of her painting. I should like to attempt 

to express in prose the louche structures of 

her collars for they communicate a 

great and mordant intent; here simplicity, 

forthrightness and selfless dedication 

are seen marooned in ungrateful 

modernity. What is it when the turn 

of a lapel directs itself toward 

the inevitability of genius, 

when a crisp neck cloth articulates the 

mortality of a concept? Yet her 

wit glides beyond the sartorial, beyond 

the transparent hatching of the balustrade 

or urn. With sublimity it makes you 



think of an extravagance of rivets 

among the gilded domes; the cock 

and the body and the thigh, the masses 

of women in the invisible and 

distant street, a density of intention 

moving. It brings to life all the slow, frail 

and unreliable memories through which 

we display our civic charm: the slow turning 

of escalators, the harmonized postures 

of adolescents, the long-suffering 

slope of sunlight on gentlemanly shoulders 

call us into comradely if unwilling 

being. Her description is too mortal 

or it is not mortal. We must decide 

and we giggle. 

 

 

 

  

To complete this too-brief analysis 



it remains for me to note one last quality 

in Lucy Hogg - it is the expression 

of a unique and persistent melancholy 

become an ornament. Lucy Hogg has 

a fondness for acts of disproportion 

and spatial discomfort. Her useful 

instruments of depiction show awkward 

joints left undisguised, the rehearsed 

spontaneities of genius, ambition 

and anguish themselves become instruments, 

so we may, upon her moot surfaces, embrace 

something irreverently free blithe and 

social. At the same time her surface insists 

upon itself as the little poem born 

of an interior, a studio, say, 

all crammed and gleaming with the fragments 

of a hundred utopian fantasies 

and tools of one sort or another. 

  
                                -Lisa Robertson 
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Closet hintings
At Anodyne Contempomry until June 2O
. Et Bottx Lnntxcs

tn any review, the temPtation to
condense and categorize an artlst's
pract ice is  enormous.  Hel l ,  i t 's
more than a temPtat ion,  i t 's  a
habit, a well-beaten Path between
tired old synaPses. If I hadn't iust
spoken to LucY Hogg about the
oaa Uttte paintings she calls Closet
AbStracts, I 'd have thrown this
kind of lead at You: 

"LucY Hogg is
best-known as a feminist artist who
appropriates and reworks historical
plintings in order to critique the
ionventions by whtch Patriarchal
values are PerPetuated in western
culture." Something like that. I'd
p r o b a b l y  h a v e  a d d e d :  " S h e

employs visual language as an
intervention of itself, deconstruct-
ing brush strokes and using unex-
pected colours and textures to
Lndermine our comPlacenry atrout
visual conventions." Yeah, some-

*::.q.1*.1*l:.199-:.........-=-:.:a.r:..::.
SEE PAGE E4
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FROM PAGE 82

When I asked Hogg how and
why  she  began  to  pa in t  sma l l
abstractions-the other side of the
moon, it seems to me, from her
museum-scale figurative works-she
gave me a brief history (started
them in 1995 on a painting trip to
Paris), then said she simply wanted
to explore her medium, to play with
its techniques and technolo$es. She
was interested, too, in "the pure
pleasure of painting". Then she
added, "But I was also tired of the
polemic that was following me
around: 'Lucy Hogg: feminist histo-
rian-type artist'. I was starting to
feel like a bumper sticker." Oops-
h e r e  I  a m ,  i n  t h e  b u s i n e s s  o f
bumper-sticker manufacture.

The Anodyne "outing" of these
unusual paintings causes me to
rethink critical strategies. (These
works are "closet" abstracts in the
sense of being hidden from public
exposure, and of presenting quite a
different tmage of Hogg's art prac-
tice from what was on view in her
solo show at the Vancouver Art
Gallery in 1994.) It also causes me
moments of quirky delight, unfet-
tered by theory or cultural agenda.
Well, unfettered for a while. As
Hogg readily admits, an agenda
inevitably adheres to the act of
paint ing,  even i f  the or ig inal
impulse was pleasure and the work
in question resembles a doodle. In
an interview published in the Sep
tember 1999 newsletter of Emily
Carr Institute of Art and Design
(where she teaches), Hogg said that
"culture and gender affect even tbe
simple act of putting a mark on a
piece of paper." The brush stroke is
loaded with more than paint; it
canies the freight of social condi-
tioning, signifying many, many
conditions and hierarchies, from
the heroic to the domestic.

The abstract motifs Hogg has
invented here are the opposite of
he ro i c .  They  make  re fe rence ,
instead, to smallness, banaliry and
undirected play. Overlapping loops,
ribbons, tubes, and squiggles, they
look like elaborate and sustained
doodles. In their repetitve, scrolllng

forms, they allude to the Spiro- -
graphs we played with as children,
but they also suggest likenesses to
Celtic knots, obscure calligraphies,
and the formlines of Northwest
Coast Native art. Hogg spoke of
their "cursive" nature, their relation-
ship to handwriting. She was think-
in& too, she said, of visual language
and the significance of organic form
to assumptions about a feminine
approach to ab'straction.

The organic app€arance of Hogg's
mot i fs  a lso provokes thoughts
about the body (some of her loop-
ing forms are suggestive of viscera);
the oval shape and small size of her
canvases also reference the artist's
own body and the span of  her
wdterly gestures. Uke her large-scale
figurative paintings, Hogg's small
abstracts undermine conventions
from within-that is, they quote
what seem to be established and
familiar forms and means, but sub-
tly altered, subtly undermined.
Another important connection
between Hogg's figurative and
abstract paintings is their palette:
they share the same acidic violets,
oranges, greens, and blues (painted
light over dark) and the same re-
duced tonal range (what Hogg calls
"close-toned diminished colour").
They also employ the same tech-
niques of glazing and scumbling,
the same layers of transparency and
opacity, the same variegated surface,
the same considered brushwork,
and, in some instances, the same
properdes of illusionism.

Hogg is concerned that viewers
not be able to apprehgnd her work
instantly, that there be the potential
for long looking in her work-and
there is. T-he flip side of this dynam-
ic, however, is that her abstract
paindngs are difficnlt to photograph
and almost impossible to reproduce.
They're unaccountably silly, too,
which is a big part of their appeal.t



p ainting well is the best revenge. And if painting is seen

I historically to be a masculinist project, then for an avowedly

feminist painter like Vancouver-based Lucy Hogg, bearding the

lions ofart history in their own lairs, repainting pictures by and of

some of the great figures in (mostly) French painting-

Delacroix, Gdricault, David, Chardin, Fragonard, as well as Hals,

Van Dyck and Salvator Rosa-and doing it with considerable

panache, is both a noble and a rather naughty, puckish enterprise;

a way ofindicting your cake and eating it too.

Hogg's first solo exhibition in Toronto, at the Pari Nadimi

Gallery last April, was called "The Complete Artist"-a title which

was doubtless meant to render ironic both the presumed self-

assurance and inviolate nature ofher illustrious subjects, and at

the same time, provide a little special pleading both for her

obvious relishing ofthe painterly act, and for the aesthetic bravado

L u c y  H o g g  < <

Lucy Hogg
Bilter Artist 20OO
Oil on linen
53x45cm
Courtesy Pari Nadimi Gallery

generated by what Patrick Mahon so charmingly

referred to,in Parachute (rgg8), as her "'cross-

dressing,'where a woman artist identifies herself with

the codes of patriarchy as a form of disguise in the

name of achieving feminine agency."

Hoggt tack in "The Complete Artist" is to abstract

and thus isolate.and examine her subjects by painting

them in monochrome. Each painting is, in fact,

duo-chromatic: her figures incarnated in one colour

and her backgrounds in another. ln Amateur Artist,

for example (based apparently on Delacroix's Portrait

ofBaron Von Bisch), the vertically elongated, lushly

painted figure ofthe dandified baron is entirely the

colour of glowing charcoal briquettes, while

the background is a cold grey-green with dull orange

highlights, as if it were slowly cooling down. For her

Two Boys (a Van Dyck cited, with an almost callous

lack ofscholarship, only as a "portrait oftwo

members of the English aristocracy"), the boy on the

left is a searing electric blue, the boy on the right

a livid green, while the background is a millg sort of

pea-soup colour like something from a poorly-

adjusted rv. Her cocky luvenile Arfisf (Frans Hals,

The Itinerant Painter) is a saucy Thrills-purple

on a bilious green ground.
- The artistt Pez-dispenser colours-irreverent,

keyed-up, r'trv versions of a traditional palette-are

clearly both a critique and a homage, satisftingly

disrespectful as well as gorgeous. Furthermore, her

painterly program provides her with a reason to swirl

her pigment brashly and joyfully in and around the furs, laces,

bows and pleats ofher hapless subjects, glorying in their grandeur,

licking and probing with her brush at their dynamic calligraphic

givens, both bringing to earth and valorizing her enlisted subjects

and painters with her exuberant, risky retreading of their

classicizing, romanticizing footsteps.

In the end, Hogg gets intriguingly close to a point in which the

critical stance gives way to total hedonism: in Bitter Artist (her

reworked Salvator Rosa self-portrait), for example, she obviously

delights in the incendiary red in which she limns the painter (feral

eyes glowing out at the viewer), and in the romantic cloud behind

him, its edges ignited by the heat of her disdainful, imperious

subject. The effect is fully as operatic and enlarging as

it is levelling and severe-more cauterizing than caustic. r

b y  G A R Y  M I C H A E L  D A U L T
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liberating changes in our percep-

t ion of the world and could cy-

bernetic tools themselves be used

to break open systems which are
"closed"? With their instal lat ion

The Furnace, Alan Dunning and

Paul Woodrow are suggesting that

the process of adopting new ways

of seeing also produces new forms

of social organization. I

T h e  F r r r n a c e  " E i n s / e i n ' s  B r a i n , "
"In/Here/ Out/There, The Alb erta Bi-

ennial of Contempordry Art" was on

exhibition at the Glenbow Museum

from September 5, 1998, to January

3, 1999; and at the Edmonton Art

Gallery fromJanuary 30 toMarch2S,

1999.

Gerry Kisil contributes to Border

Crossings from Edmonton.

O V

Through a Glass Repetitively

by Sky Glabush

uring the early I990s the

crit ical heat emanating

from painting's corpse rose

to an almost fevered pitch. People

on both sides of the critical divide

were hell-bent on either laying it

perrnanently to rest or extolling its

remarkable fortitude. At the end of

the 1990s-and I suppose the end

of, take your pick: the century the

millennium, history, time-the

question concerning painLing's \ ' ] l -

tality, or lack thereof, is "Who

Cares?" Whether from a feminist

perspective, as an ironlc tool, as a

theatncal gag, or whatever posit ion

you take standing on paintings scar-

ified terrain, one thing is clear'. marry

anisB are choosing to express them-

selves through painting.

In Kent Archers ambitious shoq
"Copycat: Adventures in Intertextu-

ality," Reginald Baxter, Lucy Hogg,

Damien Moppet, Brigitte Radecki

and Monica Tap all use appropria-

tion to tackle the question of whether

paint ing (read male-dominated,

modernist and exclusionary) can

yield something beyond its histori-

cal ly restr ict ive nature while pre-

sewing ils sersuous physicality If this

work were simply another attempt

to invest painting with new-found

relevance or to rescue it from the

limbo of obsolescence, then I say,
'Job well done. Can I go now?"

Bngitte Radeckis installation tack-

les the issue of paintings relevance

head on. With a slightly hubristic

agenda, Radecki asks whether "the

historically male-dominated field of

abstract paintlng could be mined for

new meaning." Her work consists of

miniature, stylized versions of Fraru

Kline, Kazimir Malevich and Cy

Iwombly paint ings. By insert ing

snippes of tex from NathanielWestb

Miss Lonelyhearts alongside these

modemist prototypes, Radecki tries

(left) Monica Tap,

Diffetent times,

different views lV,

1 998,oi l  on canvas,

46x46':

(left below) Brigitte

Radecki, Untitled, oil

on canvas,

installation view.

(below) Lucy Hogg,

Giiles #1,2,3 (detail),

1996,oi1 on l inen.



to contaminate their stoic certitude

and subject them to a narrative in-

flection. In the same way that the

protagonist in lr4tss Innelyhe ar ts be-

comes engrossed in the lives of his

correspondents, Radecki becomes

int imate with the nuances and

character of her imaginary associ-

ates. In the case of Franz Kline, she

mimicked the physical as well as

O V

emotional dimensions of his

methodology by getting drunk and

working on her "homage" late into

the night. While Radecki takes on

the guise of the male protagonist

in an effort to subvert the

grandiose machismo of mod-

ernism's now limp virility, the rev-

erence and seriousness with which

she goes about replicating these

paintings (text notwithstanding)

only seem to further entrench their

fabled importance.

Lucy Hogg also uses the correc-

tive lens of appropriation to ex-

plore the analytical and creative

yield of painting. Her work con-

sists of three overblown versions

of Jean-Antoine Watteau's Gilles. In

this piece Hogg responds to the

legendary nature of Watteau's
"master"piece using three distinct

strategies: restricting the palette to

monochrome : exaggerating ges-

tural marks; and playing with

scale. By restricting the overall

colour of the paintings to a mono-

chrome, Hogg has found a way to

reinvest in the emotive and psy-

chological elements weaned from

modern disinterestedness. In her

thoroughly tongue-in-cheek di-

dacticism, green stands for enr,ry',

red for anger, blue for sadness, et

cetera. She also plays with the no-

tion of the monochrome as the

teleological conclusion and thus

the death of painting which, as she

points out, has "alwapqeemed 
!o

be a male prerogative." H;gg'r;r"

of exaggerated, albeit relatively

tame, mark-making is a means of

dandifying Watteau's beautiful
(and, some might argue, aheady

vulnerable) Gilles. The exaggerut-

ed flourishes and romanticized

colour subver siv eIy ercticize Gilles

in a manner that calls into ques-

tion myths of the masculine, hero-

ic individual. As for scale, these are

large paintings, so big, in fact, that

they had po be hung sideways,

which, although a pragmatic so-

lution Lo restrictions of space, is

nonetheless a happy accident that

Hogg uses to further destabilize

724-l I  AVENUE S.W CALGARY IEL: (403) 253-1167 tA)(: (403) 252-9425
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and question the authority of the

work. While Lucy Hoggs painLings

succeed in testing preconceived re-

sponses  to  Wat teaus  s to ry .  I  fee l

s o m e t h i n g  l e s s  a g g r e s s i v e .  l e s s

s c r u t i n i z i n g  a t  p l a y .  H o g g  i s  a n

artist who loves painting. All the

critical tools at her disposal seem

more like justifiers allowing her

the freedom to do what she wants.

To her credit,  Hogg admits this,

stating, "Of course, the other agen-

da is jusL lo [ ind a way Lo paint pic-

tures I really iove and encounter

in museums." If only we all were

so candid.

Alongside the obvious predilec-

t ion for mimicry, another cohe-

sive element in the show is the

use of humour. To varying de-

grees each of these artists pokes

fun at paintings stodgy conven-

t ional ism. Both Reginald Baxter

(a .k .a .  Mark  Be l l )  and Damien

Moppet use humour to great ef-

fect in their installations. Baxter

addresses  no t ions  o l  a r t i s t i c  mer i t

a n d  i n t e n t  b y  e x a m i n i n g  h i s  e x -

perience as a professional painter

work ing  in  the  basement  o [  a

mid-town New York gallery, pro-

ducing endless copies of the King

Charles' Cayalier Spaniel.  In the

p r o c e s s  o f  r e p e a t e d l y  p a i n L i n g

Lh is  dog por t ra i t  and s ign ing  i t

Reginald Baxter, Mark Bell  as-

sumed the f ict i t ious identi ty. Even

after his stint as a "professional"

painter, Baxter has continued pro-

ducing versions ol Lhis paint ing at

lhe rale ol four or f ive a year since

I990. Looking at these 15 seem-

ingly exact copies, you cannot help

but  marve l  a t  the i r  per lec t  mime-

sis, but with further reflection the

viewer is made aware o[ minute. yet

significant, differences. This googly-

eyed cur, painted with "o1d master"

deltness and remarkable aLtention

to  nuance.  i s  a  subs tan t ia l ,  ye t  en-

tertaining, affront to the idea oforig-

inality and authorship.

Damien Moppet 's  ser ies  o f

drawings, "The Four Seasons and

t h e  T h  r e e  G r a c e s  
"  

a l s o  b l e n d s

technical precocity with wry wrt

to have a little fun with the 18th-

century (yet surprisingly contem-

porary )  sens ib i l i t y  towards  a

genteel and arislocratic disposit ion

in art. lnterlaced between exquis-

i tely rendered reproductions of

Frangois Boucher's ptet ly fercs

galmttes are grotesques ofthe comic-

book variety Moppet uses the most

excessively pleasure-loving of the

Rococo painters to draw attention

to the frivolous ebullience of what

is  seen as  "p rea t  a r t  .  H is  co l laL ion

o l  a d o l e s c e n t .  P o p  a b e r r a l i o n s

w i t h  t h e s e  r a r e f i e d  d r a w i n g s

demonstrates that the exagger-

a ted  sensuousness  o f  what  we

consider "high" art is just as con-

ventional and prescribed as i ts
"1ow," j ocular counterpart.

While almost al l  the work in
"Copycat" adheres to a strict sort of

appropriation, Monica Tap's painr

ings are a little looser, a bit more

generous. At first glance, Taps work

presents as moderately purist ab-

straction in the vein of Mark Tobeys
"White Writing" series. Closer ex-

amination, however, reveals a com-

plex layering of modular drawing.

Her suite of paint ings enti t led
' 'Dif ferent Times, dif fereni views

' -  ^ ' ^  ̂ * ^ ' ^^ '1a t1c)n  o II .  I I I !  M J  a I I  a I r I 4 I S a I r

t h r e e .  I  7 t h - c e n t u r y  l a n d s c a p e .

pen-and-ink drawings. By assign-

ing  each drawing  a  par t i cu la r

co lour  scheme and layer ing  i t  in  a

specific order, Tap creates remark-

ably diverse paintings. She is thus

able to describe a pictorial space that

exists somewhere between Renais-

sance perspective and Modernist

flatness. While Tap's work has much

in common with that of the other

artists in the show it allows itself a

degree of fluidity and chance that

somehow makes the work more

personal. In this way Tap's work

stands as a bridge between sheer

cntical appropriation and a more

personal ized response to painting.
. . f  ̂ ^ . . ^^ r "  i ^  ̂  - i ^^ -^ , ,s  and co_-  uvP)r 'L41 r> a l r lSuruui

herent examination of the pitfalls

and potential within the fraught ter-

ritory of painting. The artists in the

show approach their work with a

rare and determined inquisit ive-

ness, and thorough professional-

ism. The irony, however, is that

while these artists share a concern

for not only the scrutiny, but the

c e l e b r a t i o n  o I  t h e  p a i n t e r l y  l a n -

guage. the singular emphasrs on ap-

propriation results in an artificial or

surrogate affirmation. These paint-

ings are, for the most part, replicas.

I believe in the inherent potential

within painting, but after looking

at this show my sense is that while

appropriation is an effective tool for

destabilizing grand narratives and

subverting expectations, it is less

successful in delivering the most

important ingredient: heart. I

" Copy cat: Adv enh.Lres in lntertexuali-

ty" was at the Kenderdine Gallery, Um-

v er sity of S ashatchew an, from O ctob er

30 to December 9, 1999.

Sky Glabush is a painter and wnter

who lives in Sashatoon.
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"  T H E  G L O B E  A N D  M A I L VISUAL ARTS

Thib's sure hand maps the boc
G A L L E R Y  G O I N G

G A R Y  M I C H A E L  D A U L T

1'eannie Thib has always taken
I u"ry seriously the artist's imper-

) ativ3 to Make It New. In Thib's-case, 
the ongoing inventiveness of

her work has resided, over the Past
decade, in the brave and cunning
ways she has elegantly pushed the
limits of printmaking to the break-
ing point. For her second solo exhi-
bition at Toronto's Leo Karnen
Gallery, Thib has once again de-
ployed her continuing fascination
with the mapping of the body and,
more particularly, with detachable,
almost fetishistically intense surro-
gates for the body - in this case
gloves and (new with this show)
purses. Also new in this latest exhi-
bition, called Token, is the degree
to which Thib's printmaking now
vies for methodological supremacy
with drawing. The purses, which
come in five pairs under the title
Trappings, are compact, indeed
testicular, little handbags drawn in
matte-black silhouette. She regally
isolates them - as is her way - on
huge, creamy sheets of PaPer, and
then imposes upon them white,
silkscreened imagery, landscaPes
on the left, pure pattern on the
right. Like much of Thib's work, her
previous sets of paper gloves, for
example, the paired purses remind
us of the handedness of the bodY,
its doubleness (its paired and more
or Iess symmetrical organs, its
right-left polarities), the superim-
posed textures and patterns serving
to impose a sort of restful order on
the wild fact of our organic selves.
Like the purses, Thib's glove-works
are also paired - into male and fe-
male gloves. Again, the gloves are
drawn as inked silhouettes and
screened in white, with patterns of
birds and branches and decorouslY
sensuous fruit. You can tell the
male gloves from the female gloves
because the males are bigger and -

as it is in the animal kingdom -

showier and more ornate. Gloues,
$2,200 each. Purses, $4,000 a pair.
Until April 29. B0 SPadina Aue.,

One of leannie Thib's
gloue works at Leo
Kamen: patterns
impose order.

Suite 406. 4 16-504-3 194.

Lucy Hogg at the
Pari NadimiGallery

The first Toronto exhibition by
Vancouver-based painter LucY
Hogg is rather wickedly titled The
Complete Artist. Wickedly titled in
that it's slyly unclear whether this
completeness rests within the his-
torically beatified self-assurance of
Hogg's ostensible sources, Paint-
ings (many of them about making
art) by Van Dyck, Delacroix, G6ri-
cault, David, Fragonard, Chardin,
Frans Hals and Salvator Rosa. Or
whether the completeness is an
ironic, almost sarcastic bravado
generated by a prodigiously gifted
young feminist artist who clearlY
loves to paint, and is re$ing on her
passion for pigment to carry her
safely through the all-man's land
that has been the province of West-
ern painting. As critic Robin Lau-
rence so succinctly Put it,
discussing Hogg in Canadian Art
magazine a few years ago, the chal-
lenge to seriously feminist painters
becomes "the construction of a

feminist critique from within a sus-
pect medium." Hogg wields the
suspect medium - oil Paint-with
great panache. Her monotonal re-
visitations of lTth-, l8th- and
l9th-century paintings bY some of
the big boys of art history are very
sumptuous critiques, strident,
scab-picking homages to the swag-
gering painter$ authoritY of her
male predecessors. Hogg's palette
is a chromatic critique all by itself, a
sort of Pez-dispenser version of tra-
ditional colour. The figures in Two
Boys (afterVan Dyck) are either en-
tirely searing blue (like the figure
on the left) or all livid ireen (the fig-
ure at the right), both qf them set
against a milky pea-green back-
ground that looks like an under-ad-
justed TV. The burning-coal orange
of her Angry Artist (aftet David) and
the saucy Thrills-purple of her Juue-
nile Artist (after Frans Hals) are, for
example, simultaneouslY gorgeous
and satisryingly disresPectfttl.
Hogg's vivid electric adjustment-of
historical colour means that' bY
thus abstracting, distancing, and
questioning the celestial status of

the (male) art icons of the past, she
can both have her Old Masters and
eat them too. $.1,800-$7,000. Until
April 29. 179 |ohn St. 416-591-9251.

New British Drawing
at the Pekao Gallery

Made Space: Contemporary British
Drawing, organized by Scottish art-
ists Fraser Staples and Gavin Mor-
rison, is cool, smart and almost
terminally elegant. Alan Johnston's
vast but delicate graphite wall
drawing gently but insistently re-
configures the gallery's airplane-
hanger volume, while Charles
Avery's pgrsuasive crayon drawings
of casually meaningful moments in
the lives of a fictional family huddle
over in the corner, keeping their
dysfunctionalism to themselves.
Margarita Gluzberg's gigantic and
exhaustingly labour-intensive line
drawings of empty wigs are both
weirdly off-putting and, at the same
time, as glowingly inviting as hay-
stacks in the moonlight. Claude
Heath's map-like configurations of
bright white points of light stencil-
led onto his deep black walls are

lucyhogg
Highlight



pieces. March 3O to April23; Art GaI-
lery ofYork Uniuersity, 4700 Keele St.,
Ross Building,B65169.
L. M. Montgomery. At the age of 16,
the creator of Anne of Green Gables
bought her first camera and set up a
darkroom at her glandparents' house.
So began a lifelong (and prolific) pas-
sion; the 156 photos at the McMaster
Museum of Art are part of a trove of
2,000 images by Montgomery in the
University of Guelph archives. Most
fascinating are Lucy Maud's carefully
posed self-portraits. There she is, a
feather boa-draped young woman,
soign6e beneath a black face veil, the
picture of sophistication (albeit within
the safe confines of her bedroom).
There are also photos of her favourite
houses (including the original Green
Gables), friends both human and fe-
line, and charming snapshots of her
two sons. Montgomery's writerly pen-
chant for the picturesque carries over
into her landscape'photos of winding
roads, and tunnels oftrees with a light
at the end. And at times it carries
her right over the top. Fiddling un-
abashedly for effect, Montgomery
contrived glittering "snow" scenes in
the darkroom: "Choose a scene with
evergreens or trees with bare branch-
es...." she advised in an article about
amateur photography. More fascinat-
ing fodder for Montgomery groupies
cannot be imagined. To April 9. Pay
what you can. McMaster Museum of
Art, 1280 Main St. W., Hamilton, 905-
525-9140, ext.23081.

KIDS'EVENTS
By Nora Underwood

Allce. Maristella Roca's adaptation
of Lewis Carroll's much loved Wonder-
land and, Loohing G/ass books continues
its world premiere production on the
Mainstage. Ages seven and up. To May
t4. $25. Young PeoplesTheatre,165 Ftont
st.8.,862-2222.
The Last Drop. Carousel Players pre-
sents this final instalment in the The-
atre for Young Audiences series-the
environmental tale of how a single
glass ofwater is essential to the lives of
a man, a fish, a plant and even insects.
Ages six and up. April 1. Pay what you
can. Auditoriam, Metm Central YMCA,
20 Grosuenor St., 469-2878.
Ontarlo Sclence Centre, Aside from
Timescape: Unearthing the Mysteries of
?tze, a show with more than 30 inter-
active exhibits, the OSC presents a
weekend family workshop about the
mysteries of geologic age. Participants
can learn, through hands-on activities
and a slide show, how geologists and

MALE CHAUVINIST DIG Just as a yel'
low mylar sheet lald oyer a prlnted page can sta'
blllze skewed letters for a dyslexlc, Lucy Hogg's
monochrome reproductions of lamous palntlngs
use colour to alter the relatlonshlps between thelr
male subrects and the settlng. A proud burgher or
stateiman looks less llke the lnaster of the unl'
verse when restated entlrely In fluorescent red or
acld green, and by lrradlatlng these icons of pri'
vllege wlth one colour (or, more recently, one for
the flqure and one for the backgroundl, Hogg
shows us the Iarger pathology of malo domlnance.
Not content to stop there, she .ccentuates thc
sensual (lemlninel lolds ol a garment or the lacy
loliage of a Watteau landscape. As Hogg acknowl.
edges, there's a love-hate relatlonshlp In these
works. Her testy approprlatlons retaln much ol
the hlgh-art aure ot the orlglnals, hlntlng'."1f you
can't beEt 'em, loln 'em"-but the red flag ls also
ug.-Betty Ann Jordan

Portralts by Lucy Hogg are on vlew 6t the Parl
Nadlml Gallery, 179 John St., from Aprll 8 to 29.
Gall 591.6464 for more Informatlon.

and 16. $5-$8. Varsity Theatre, 55 Bloor
st.w..96&3456.
Wlndows on Our World. A series of
doors are distinguished by photos of
older people (witnesses of what has
been), children (who will discover the
future) and such notables as Ed Mir-
vish, Libby Znaimer and Rush's
Geddy Lee. Behind each door is a box
that, in turn, contains an object; a re-
corded message explains its signifi-
cance to the witness. $2. Jewish Dis-
couery Place Childrenb Museum, Bath-
urst Jewish Centre,4588 Bathurst St.,
63&1880. ert.456.

JAZZ
AND STANDARDS
By Stuart Broomer

Jazz bookings are sublect to change,
Call ahead to confirm engagements.

Nathanlel Dett Chorale. named for a
Canadian-born pioneer of African-
American concert music and directed
by Brainerd Blyden-Taylor, devotes it-
self not only to classical but to the
rich tradition of jazz and spirituals.
Composer and pianist Joe Sealey, who
mined the black Canadian experience
for his moving .A,rSzcuille Suite, has cre-
ated a new suite , And Still We Sing; his
own quartet joins the choir for the per-
formance. April 15. $3O. Conuocation
HaII,31 King's College Cir., Uniuersity
ofToronto,340-7000.
Oscar Peterson, The world premiere
of Peterson's I'rail of Dreams Suite is a
major event in the Music Canada
Musique 2000 series. Topically, the
theme is an exploration ofthe Trans-
Canada Trail, but musically the piece
harks back to Peterson's Canadiana
Suite of 1964. Composer Michel Le-
Grand conducts the Roy Thomson
Hall Chamber Orchestra. April 11.
$35-$125. Roy Thomson Hall, 60 Simcoe
st.,972-4255.

CLUBS
Montreal Blstro. Leading a quintet
rather than lis jazz orchestra gives
Dave McMurdo more leeway to dem-
onstrate his prowess as a trombonist,
April 4 to 8. Pianist Fred Hersch in-
terprets Rodgers and Hammerstein
and Thelonius Monkwith equal grace,
following the harmonically rich path
of the late Bill Evans to create a per-
sonal, moving style, April 11 to 15.
Vancouver vocalist Shannon Gunn
returns for one night only with the
superb accompaniment of guitarist
Ed Bickert and bassist Neil Swain-
son, April 24. Gene DiNovi is a gently
swinging pianist whose jazz back-
ground reaches back to the '40s. He

paleontologists determine just how old their and feature films from different countries. appearswithbassistDaveYoung,April2Sto29.
finds are. g6-g10; children four and under are Among the selection at the weekend screenings $8-$15 cover. 65 Sherbourne 5t.,363-0179.
admittedfree. 770DonMillsRd.,6961000. (thereisaschool-onlyprogramaswell):Anna- Rex Jazz and Blues Bar. Vocalist Sharron
Sofar Stage Chlldren's Theatre. This month, luise and Anton, a German film about two dis- Mcleod possesses energy, range and a fresh
Munsch Delight continues to spill out stories by similar families brought together by two young approach to both the standards and original
the ever popular Robert Munsch, April 2, 9, 16 friends; The Aduentures of Aligermo4 a Danish material, April 6. Del Dako plays baritone saxo-
and 23. Then it's songs, jokes, yo-yo tricks and documentary about a Mongolian girl's dream to phone with passion, invention and unusual flu-
audience participation in Sping Into Summer, compete in the national horse race; Tsatsiki, a ency. He appears with pianist Bernie Senensky,
performed by the Stylamanders, Sundays from Scandinavian production about a son's dream April 7. Marking the release of a new CD, Jen-
AprilS0toMay2S.|S.S0.SolarStageChildren's tomeethisfather; xrdAnnehankbDiary,an niferRyansingsmodernjazzwithalackofaf-
Theatre, 4950 Yonge St., 368-8031. international co-production that tells, through fectation and a promising group that includes
Sprockets. This is the third year for the Toron- animation, the tale of a young girl hiding from pianist Craig Harley, April 14. Organist Daffud
to International Film Festival for Children, a the Nazis. For more films, check the Sprockets Hughes explores the funky approach with the
programoflive-action,animated,documentary Websiteatwrrw.bell.calfilmfest.April 8,9, 15 group Marvin Starr, April 19. Doug Riley's
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Lucy Hogg

Lucy Hogg has a degree in Fine Arts from Mount Allison University in Sackville, Nerv Brunswick,
and a Master of Fine Arts from the University of British Columbia. In addition to painting,

she works as a critic and curator, and since 1988 has been teaching at the Emily Carr Institute
of Art and Design. For several years, she has been engaged in a project that re-examines

assumptions about paint and painring. In a world that equates the role of painter with heroic
masculinity, Hogg has audaciously carved out a territory that upends that nodon and claims

a place for feminist practice by systemarically reinterpreting iconic images from the past. The

scale of her images often matches or exceeds the original sources, but our reading of them is
quite different. Where the nineteenth-century sources stressed action, three-dimensional

volume and force of will, Hogg's images are more tentative, with fluid sparial definirions, and
they leave us questioning the nature of both her images and their sources.

Warrior r is based on a dramatic composirion, An Oficer of the Imperial Horse Guards
Chargtng,by the French painter Th6odore G6ricault. A canvas first shown at the Paris Salon of y{arriorr r99z
r8r4, the G6ricault depicts a splendidly uniformed mounted cuirassier about to charge into battle. oil on canvas, 3o4'o x 233 o m

By radically foreshortening the horse and cutring offthe field of vision, G6ricault has the horse 
VmvuAn Gallerv' Girt of the Artist

and rider loom up over viewers. Hogg's work counteracm much of the drama of the G6ricault by
the application of the paint and by the palette, at once reduced and almost surrealisrically
enhanced. The dramatic smoke in the background of the G6ricault is a strange mist in the Hogg
canvas, and even the ground upon which horse and rider stand seems undermined.

Another reason for the deliberate lack of drama in Hogg's work is the use of colour. The
G6ricault painting attempts to suggest that the space of the mounted soldier is but an extension
of our own, but in Hogg's canvas, this strangely coloured world is clearly not one rhar we can
inhabit. Where the original source attempts to suggest smoke, flesh, fabric, skin and the cheetah
skin of the horse blanket, Hogg treats all these elements with equanimity and a consistent
application of the paint. What was heroic is parodied, and we are left in the unsetding condition
ofnot really being able to engage in the subject ofthe painring.

In addition, Hogg replaces the assurance of the G6ricault painring u,irh quesrioning.
We are asked to evaluate the reality of the G6ricault image and to ask ourselves about the role of
painting in the depiction of history. G6ricault's work, which preceded the invention of pho-
tography by twenty-five years, is part of a world view that can no longer be maintained. In a
similar fashion, Hogg proposes that our vision of painting must change. Long rhe prerogarive of
men, painting can be and is the province of women as well, and their presence can both support
and undermine that of men. The creation of masculine space by artists such as G6ricault and

]ean Auguste Dominique Ingres, another arrist whom Hogg has used as a source, is challenged
and subverted by images such as Warrior r.

lan Thom
Curator
Vancouver Art Gallery, 2O0O
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During the time that Cora Cluett's paintings
were displayed in a recent exhibit ion, the
preparatory staffofthe gallery reported hav-
ing to occasionally 

"touch up" the walls
surrounding several of the artist's densely
built works. Periodically, a little of the ma-
terial from her canvases would appear there,
having moved from beneath the skin-like
nodules of dried-over paint where it re-
mained viscous and (one would have thought)
trapped. Smudged onto the wall beside the
work was the evidence that someone had
not resisted the temptation to "pick the scab"
of Cluett's work. Presumably a finger be-
longing to the guilty party, coloured with
material that would not go away, was then
dragged across the wall in an attempt to
come clean. One imagines a cry of "Out!

Out!" might have emerged from the lips of
the violator ofthe canvas on realizing he or
she had become marked by the ubiquitous
coloured matter.

In the recent postmodern past it seems
that many hands have got paint on them
while finding painting blameworthy in
some of the most fraught critical debates of
the twentieth century. It is well known that
the fault-finding was initiated in the name
of those who were historically placed on the
outside of a modernist canon that put paint-
ing at its centre and other practices and prac-
titioners on the periphery. Yet even as the
echoes ofaccusations about painting's cul-
pability as the hegemonic medium of dom-
ination continue to hang to the arr, paintings

insist themselves everywhere within the
contemporary visual freld. Among them are
paintings by women who might have con-
sidered the medium unfit within the frame-
work of a feminist practice, paintings by
artists seeming bent on revisiting modernist
€sthetic projects once left for dead, and paint-

JOHN ARMSTRONG,
PAGEANT, 1992, OIL
ON LINEN, SAND-

CARVED GLASS, 162
X  1 1 2  C M ;  P H O T O :

JEREMY JONES,
COURTESY THE

ARTIST-

i ngs  by  t hose  whose
works seem to asser t
t ha t ,  i ndeed ,  i t ' s  t he
paint that won't go away.

The apparent 
"resur-

gence" ofpainting on the
contempofary scene appeafs
as an invitation to revisit ear-
lier modernist debates, includ-
ing those that yielded to the re-
ductive alliance ofpainting and
"high modernism." Such discourse
requires that one peer closely at the
specificity ofcodes ofproduction, and ask
questions about the cultural values proposed
through and as painterly representation.

Johanna Drucker has usefully argued that
this conversation, in fact, reiterates modernist
problematics that have indeed been central
preoccupations within postmodernism as
well.2

To take up the problem ofpainting as
representation here could arguably be anact
of  dressing the wounds of  paint ing and
mending its open sores. But if the discussion
were to proceed in an amnesiac manner that
attempted to restage painting as an auton-
omous discourse, then the many teeth that
were chipped and the scars from the body-
blows by the historical wielders of the med-
ium might simply be forgotten. Painting's
hurts - those it has dealt and received - need
therefore to remain in evidence for an authen-
tic address to the works of contemporary

pa l  n te rs
to take place.

Those hurts, in fact,
may be what invigorates the works of many
current painters as they simultaneously re-
sist a postmodern suspicion of their medium,
while refusing the utopic 

"grandstanding"

of the project of high modernism.
To develop a site ofdiscourse, bounded

by more than the material paint and notions
of production, it becomes necessary to in-
vigorate the term "representation" here, in
relation to the concept of space within the
frame of both painting and social life. Gri-
selda Pollock's now familiar feminist anal-
ysis ofspace is useful because it provides a
matrix where material and social discourses
coalesce.3 In that regard space can be consid-
ered with respect to the author's notion of
its three modern iterations: as location. as a
product of spatial ordering within paintings,
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I LUCY HOGG,

FANTASY CRITlC
( A F T E R  F R A G O N A R D ) ,
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and in the correspondence between the so-
cial and pictorial spaces of represenrarion.

Specif ical ly, space as 
" location" 

is the de-
pictable site where gender, among other so-
cial inscript ions, is produced; arguably i ts
presence, or absence, in painting is what in-
vigorates its power to overprodr-rce the view-
ing subject. The play of relations within the

spatiai order is the seconcl notable iteration

of 
"modernist 

space" according to Pollock;
for the author, the spatial devices women
painters experimenred with worked to dif-
ferent ends t l-ran those of their male coun-
terparts. Pollock identifies as a third modern

spatial paradigm the l ink between the so-

cial space of the represented and the picto-
rial space ofrepresentation. In the tripartite
program she describes, Pollock's main point
i s  tha t  the  gender  oppos i r ions  w i th in  the
spaces  o f  modern i ty  a re  c lemonst ra ted  in
formal terms within the works of modernist

painters (Cassatt and Morisot, among them).
Extending beyond this argument it is im-

portant to note, as Johanna Drucker does,
that the space of modernism, and nineteenth-
century modernist paint ing by associat ion,
represented a continuum between the pri-
vate/domestic and the public/urban, which
was experienced differently by gendered so-
cial subjecrs.r

I t  shou ld  o f  course  be  reca l led  tha t  as
modernism movecl into the twentieth cenrury
an emphasis on depicted space in paint ing
gave way to a preocclrpation with the e$ace
of the canvas, part icr-r lar ly in the works of
male artists such as Seurat, Cdzanne and Gau-

guin. In the present context, where social and
painterly space are being "reproblematized,"

the question whether a differing link can be
shown between the social space of the rep-
resented and the espace of the canvas in the
works of contemporary painters becomes
crucial.

A theoreticai matrix has been constructed
here: it includes "paint," "codes 

ofproduc-
tion," and "the space of representation." The
question of what force might allow this the-
oretical construct to coalesce with artworks
yields several answers. Useful to this discus-
sion and its preoccupation with a relation
between modernism and postmodernism, is
the response, "a 

dialogue with history"; art
works and theoretical objects address and
can be addressed by each other in relation
to the social and painting histories rhat sur-
round and inform thenr.

The paintings ofthe four artists ofconcern
here,  John Armstrong,  Cora CIuet t ,  Sara
Hartland-Rowe and Lucy Hogg, all func-
tion in reiationship to a rhetoric of space as
representation. In the works ofeach, space
is iterated so that there is an address to the
question ofa possible transition berween so-
cial space and the espace of the canvas - the
space of painting. These artists' reticent em-
braces of postmodern practice are further in-
flected by their interest in esthetic problem-
atics that can be conceived ofin relation to
history. That history is concerned with paint-
rng: painting's hurts.In the works of Arm-
strong, Cluett, Hartland-Rowe and Hogg
pa in t i ng ' s  h i s to ry  i s  i nvoked  v ia  spaces
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which never claim full auronomy, but refuse
a direct engagement with the social world.

Toronto artist John Armstrong's Pageaat
(1992) presents viewers with a painting that
operates as the sum ofa series ofpainrerly
and linguistic codes, a rhetorical tapesrry thar
begs one move through a synracric check-list.
Armstrong works within a large portrait oval
which rather than bearing a visage upon it
shows a series of twelve thickly painred red
roses caught in states of arrested animation
as they descend the oblong shape.  Their
states of arrest are heightened by the blue-
grey ground that surrounds them; it is laid
on with a knife to recall the stylized response
of 1950s abstractionists ro rhe plastic exper-
iments that Clzanne had undertaken fifty
years eariier. The edge ofthe canvas is rough-
ened by the numerous layerings of impasto
paint that have been dragged across ir and left
to form a palpabie and visibly striated crust.
Outside of this active perimeter, rhe work
is surrounded by a heavy glass frame such
as one might  see propped on a dressing
tabie with a photograph of a loved one in it
( though here i t  is  a lmost  the height  of  a
body); on this translucent halo images of
roses have been sand-blasted.

The spatial and iconographic hybridiry of
Pageant is among the compelling aspects of
Armstrong's work, reminding one thar only
after the advent of photography or more pre-
cisely film could such paintedy bricolage have
been conceived of. The arrisr's eighteenth-
century decorative sensibil i t ies casr them-
selves forward here to nod toward the oho-



tographic motion studies of Muybridge be-
fore turning ^ canny eye on late modernist
abstraction. Such quotational strategies have
been the stock in trade of postmodernist
producers for well over a decade; in Arm-
strong's hands, though, their initial quality
of esthetic cacophony, which might easily
be read as a surrealist juxtapositional strat-
egy, yieids to a spatially overdetermined it-
eration of class and domestic histories. As
such, one is reminded of painting's relation-
ship to the middle class in the context of the
home, particularly in North America of the
mid-twentieth century. Then the work's
normatively encoded esthetic assertions -
"decorative arts signify good taste," "roses

mean beauty," 
"painting equates with brush-

srrokes/knife marks," etc. - are set in motion
to pose larger esthetic questions: Can one
make a painting that appears "beautiful" to
both interested and disinterested viewers?
Can a space of esthetic engagement include
the middle class? If one of painting's "hurts"

is expressed here it is the suspicion that after
high modernism the possibility of making
an €sthetically compelling painting that is
recognizable to interested and disinterested
viewers alike may not exist.

In a work entitled Tbe ldeal Person or a
Mixture of the Four: Blud, Phlegm, Cboler and
Melancholy (1991-98), Armstrong stages a
sculptural retort to himself and his audience
that suggests that from painting's concerns
may stem spatial constfuctions that are si-
multaneously social and €sthetic in nature.
The work presents a tangle of thiny-five over-
sized porcelain and bronze (or porcelain and
wood and wax) roses glazed in colours that
correspond to the cardinal humours which

eighteenth-century Europeans considered
were needed in equal measure for health;
they fan out on the gallery floor to provide a
painting-like "explosion" that invokes a dec-
orative carpet such as Jackson Pollock might
have orchestrated. Here, as in Armstrong's
paintings, the work's artifrce proclaims itself
as "the real," and the question ofpresence
hovers around it. But whereas in his paint-
ings the evidence of the hand reminds one
of the means of production, in Armstrong's
sculptural installation the trace of the anist's
making is embedded. Thus a viewer is in-
vited to an experience where painterly strate-
gies are a subtext rather than a proclamation.
Furthermore, an invocation ofthe social space
of the middle-class home has been displaced
by the presence ofgallery floor, suggesting
the possibility ofa poetic enunciation of other
historically overdetermined sites - such as
a European grave where one might regulady
see porcelain roses strewn. \fith this ironic
gestufe, Armstrong proposes that from the
space of painting (the eQace) may proceed
the possibility for one to reengage with the
social world.

The work of Vancouver artist Lucy Hogg
appears almost immediately to be overwrit-
ten by a schizophrenic engagement with
painting history. The work Fantasy Critic
(after Fragonard) (1998) reads simultane-
ously as both a monochrome and as afi aca-
demic transcription of an "old master" work.
Painted in a narrow range oforange tones
with brushmarks that range between studied
scumbles and restrained gestural flourishes,
the work is both illusionistically convincing
and flatly decorative. A viewer experiences a
vertiginous sense ofdis-ease on encountering

such a wholly ambivalent relationship be-
tween pictorial representation and pure ab-
straction.

Hogg's work, like Armstrong's, advances
a rhetorical terrain in which historicized
painting codes fold together to invent a
space that is overcoded though it refuses mere
didacticism. While Armstrong's works re-
member the social landscape of mid-century
domesticity, Hogg's site of address appears
at first to be within the museum, and later
within the realm of feminist discourse. In
this second regard, which depends on a re-
lation with the earlier term, her work evi-
dences gestures that compel an identification
of painting with an historically "masculinist"

project. Coupling references to the French
Academic tradition through an appropria-
tion ofFragonard with an invocation ofthe
monochrome and its late-modern autonomic
associations, Hogg's work initially reads as
a double indictment of painting's role in
the project ofpatriarchy. A secondary read-
ing, where one attends to the artist's mate-
rial engagement with virtuoso brushmark-
ing to reproduce an image originated by a
dead "master," and also to the compression
of space via the use of a monochrome palette,
the conclusion that this feminist project is
a self-reflexiae critique is rendered. Hogg, a
feminist painter, necessarily inhabits two
positions. One proposes painting as "cross-

dressing," where a woman artist identifies
herselfwith the codes ofpatriarchy as a form
of disguise in the name of achieving feminine
agency. The other acknowledges the long
history of painters who have utilized their
medium as a social language, and thus it
mounts a critique of early feminism's dis-
avowal ofthe potential efficacy ofpainting
as a tool. Heqe the "hurts" that have made
women the subjects of masculinist painting's
dominating tactics and those that, in the
name of feminist redress, have made the act
of making paintings dismissable collide to
form a complex space that is neither fully
pictorial nor completely abstract. Hogg's
project is one fraught with risk yet eminently
important to both feminism and painting.

London, Ontario artist Sara Hartland-
Rowe's paintings also betray a preoccupa-
t ion wi th paint ing 's  h is tory,  but  unl ike
Armstrong and Hogg who offer works based
on unlikely permutations of elements seen
before in the history Hartland-Rowet works
are based on the "unseen" that has ostensibly
always been there. In Palace (1997), a jagged

geometric shape appears to mimic an uniden-
tified architectural source that refuses a sense
ofstructural coherence. The work bears heaqt
linear elements that resemble parts of letter-
forms or bits of information from street sign-
age. Hovering within the indeterminate
territories demarcated by the barrier-like

CORA CLU!TT, A DELICATE
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jags are cartoon-like drawings that fade in
and out of the white ground, suggesting a
literal "brush" with the Sunday comics or
perhaps with a less populist source of hand-
made illusration.

The shape of the work, one of several in a
series, is reportedly derived from a photo-
graphic document of a scarred fresco, recall-
ing an area of an original wall painting that
went missing due to age or some form of
accidental intervention.t \flith this infor-
mation, Rosalind Krauss' definition of the
index as "that which substitutes physical
presence for the more highly articulated lan-
guage ofesthetic conventions (and the kind
of history which they encode)," comes to
mind.6 Then a viewer recognizes that the
narrative traces in the work act as another
form ofindex, referring to the ostensible "tra-

d i t ional"  s tory wi th in narrat ive paint ing.
They read as fragments that both recall and
undo the "grander" narratives that are lost
to contemporary viewers. A further uncoding
occurs as the letter-like forms advance the
notion "sign" without offering themselves
to signification.

With Palace, Hartland-Rowe makes an
apparent ly  postmodernis t  ar tempt at  an
overt displacement of the normative at-
tributes of modernist painting: the ubiqui-
tous rectangle has given way to a "shape"

whose source is largely indeterminate, pic-
torial space appears not to be conceived of
in relation to the problem of illusionism or
its loss, and the relation between figure and
ground, though always in contradictory
flux, appears to result from a performative
activity ofadding and subtracting narrative
information, rather than frcm a process-based
activity. This set of refusals is as carefully
staged as are the rhetorical iterations of Arm-
strong and Hogg, yet here they lead a viewer
to recognize that as the previous works en-
gaged in a public discourse (albeit one that
both advances and problematizes the dis-
course), this painring proposes a priuate one.
Hartland-Rowe refers to paintedy syntax in
order to suggest that the medium itself is a
space ofsingular potential for individuated
and personal expression. Her choice to utilize
shapes that refer to damaged and hurt places
from what might be some of the most con-
ceptually important moments in painting's
h is tory -  wal l  f rescoes -  in  at tempt ing to
recover a space for visual storytell ing, is
uniquely resonant. The work also cannily
acknowledges the inescapability of modern-
ism's preoccupations by calling up the visual
qualities of a simple fragment or chip of paint
itself. \flith this complexity, Hartland-Rowe's
work suggests that through excavating the
layers of what was lost to painting, it becomes
possible to imagine unique spaces that are not
fully given to pictoriality or to abstraction.

Cora Cluett's paintings, including A Del-
icate Disorder (1996) and ln a Defemed Tinre

G997), advance readable modernist traits
that appear as if age and disease had re-
lieved them of their utopic optimism. Each
of Cluett 's square canvases shows a grid
stamped out with star-like shapes and cir-
cles that recall computer screen symbols
(including a sign for a "kiss"), and also sug-
gest the results of mishandled operations
with cookie-cutters and other domestic mark-
ers. In these works Cluett has co-opted and
abused painterly alchemy to produce sur-
faces that arc ripe with the evidence of un-
easy material marriages; they bubble and ooze
to remind the viewer what a /iue mediam is
the paint which has plagued and ingratiated
itselfon \Testern art for over one thousand
years. The colours of Cluett 's works are a
fur ther  means of  ins is t ing that  paint  is
alive: through a pasty pink glows a shade of
bruised violet, and out of the ridges of an
intense orange field seeps a whitish yellow.
These rapt material marriages produce sur-
faces where figure and ground assail one an-
other, insisting themselves onto and into
the other.

Cluett began these paintings several years
ago as a result of working with some of her
own photographic objects; she had begun
puncturing polaroid photographs of mouths
and noticed the viscous fluid that poured
out of them. In response, Cluett set about
producing similarly viscous paintings, and
eventually came to view the wofks as more
"real" than the images within her photo-
graphs.T This curious recognition addresses
what  Michael  Newman speaks of  as the
central problem for postmodernism in the
visual arts:

lAlltfrough we live in a culture of proliferating im-

ages, the future has no image. . . the sheli of the com-

puter and its circuitry does not represent its data pro-

cessing and communicat ional  capaci t ies.  The most

difficult aspect [for] postmodernity to deal with is un-

precedented, even more so. . . it is unreptesentable.8

Cluett's solution to the postmodern prob-
lem of the unrepresentabil ity technology
produces is to turn toward one of the ubiq-
uitous tropes of modernist painting - the
grid - and recast it to proclaim its agedness,
even as it oozes fresh, still-wet matter. The
works therefore thrust an historical moment
in modernist painting forward showing it
as scarred and sagging yet still recognizable
in its technological overdetermination.

\With this paradoxical gesture Cluett in-
vokes the space ofpainting as "the real,"
showing its potential to be produced as an
embodied site. Cluett inverts painting's re-
lationship to representational space by uti-
lizing the abstract espace to produce repre-
sentation: painting itself becomes a body
which breathes and spews, while reminding

the viewer of his/her own potential to become
a corpse. An ironic sense of "sweep" accom-
panies this proposal ofpainting as the ter-
rain where the problems postmodernism has
identified (but remain unsolved) are reframed
in relation to their modernist antecedents.

Cora Cluett, John Armstrong, Sara Hart-
land-Rowe and Lucy Hogg each clearly en-
gage with painting to pose questions. The
works of each are indeed themselves answers
which, in a somewhat circular mannet, make
paint the active verb. Even so, viewers are
reminded how fraught is the choice to rein-
vigorate a medium that has so violently hurt
and so painfully been hurt within the history
ofart. Yet l>y doing painting these artists,
like many on the contemporary landscape,
propose a place of mourning, a site of re-
dress and a space ofrecovery.
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Analysant le retour de la peinture dans le
travail de jeunes artistes, l'auteur remar-
que que, tout en r6sistant aux r6serves post-
modernes envers le m6dium, ils en refusent
le statut sp6cial li6 au modernisme. Cette
strat6gie esth6tique gravite autour d'une
pr6occupation caract6ris6e par les "bles-
sures > de la peinture: ses points vuln6ra-
bles, ses manques et ses failles.



Lucy Hogg

Lucy Hogg's large painting Cilles is red, before it
is anything else. A sequence of smaller studies,
each also keyed to a single colour-red or blue,
green or yellow-repeats and multiplies the large
work's content. Once past the vivid intensities of
the different chromatic registers, a stable image is
recognizable, common to all the pictures: it is
Antoine Watteau's Cilles (or Piercot, by its alter-
nate title), painted almost three centuries ago in
Paris. Watteau's work becomes Hogg's strong
armature and one she takes great liberties in
revising, overturning the gentility of his surface
labour to foreground a mark-making that is regu-
larly and deliberately sustained across the full
surface of all her works.

Still, the double-naming-and Hogg's repea-
ted doublings-of Watteau's picture do not allow
us to finally decide the identity of the actor; but
that is not the intention of either artist. Instead,
what matters more-for Hogg as for Watteau-is
the self-identification of the artist as an actor. an

actor who, in all these "curtain call" pictures, remains singularly in costume and purposely detached from
the play. In all the images, strong claims are made by the scale of the figure for attention to be paid to the
importance of the performative in life. Tt is artistry itself that is being celebrated. Following this reading,
these artistic performances become alternative self-portraits that mimic the improvisational actor-generated
performances of the commedia dell'arte tradition and a form of double proof that meditations on serious
questions in art-especially in regard to painting-work better framed obliquely and ironically.

- Carol Laing

Mercer union ++
439 King St. West, Toronto, Ontario MsV 1K4

tet 416-977-1412 fax 416-977-8622
email mercer@interlog.com

website http://www.interlog.com/-mercer
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metaphorical level. Pervading the kpe's imagery and the recollections of Obedander's

father is an intense sense of disiunction-between the urban culture left behind and

the strangeness of the Canadian wilderness in which they were interned, and befween

the view from behind the barbed wire and the official image of Canada as a country of

freedom and opportunity. The repetition of memories, gestures and details emphasizes

the difficulty of articulating a loss that frames " alarger consciousness and memory of

20th century Jewish culture. "'o

\Tithin Oberlander's installation Geography has floodel, the viewer moves past

a pile of dictionaries, in various languages, arranged in the form of a boat, as well as a

series of legal texts and personal letters inscribed on the gallery wall, in order to pass

through a narrow doorway that opens onto a small video projection with shifting images

of water, hands, books and fire. Geography has flooded,like Nothing to be written here,

is marked by a sense of travel, migration and displacement. The references root the

piece in the VAG's site as a former courthouse and underscore its history as a site

through which legislated discipline was enacted . Language appears as a tool by which

to navigate, while the personal texts act as testimony to simultaneous loss and survival.

Through these referen ces, Geography has flooded emphasizes the desire to ground

identity within cultural narratives, while at the same time acknowledging the continual

negotiation of memory and place that marks the individual subject's engagement with

the present.

\ / The position of painting as a viable and relevant mode of artistic production has seemed

somewhat tenuous at various moments during this century, especially over the past

tv/enty years. The conceptions of bourgeois individualism and authenticity associated

with the painterly gesture, the commodity status of paintings as singular objects and the

patriarchal paradigms that have shaped the history of painting have been widely critiqued,

to such an extent that it is not necessary to rerun the arguments here. Although they

acknowledge and participate in these debates, a number of artists have continued to

employ the materials of painting while attempting to reopen possibilities within a space

that has been pronounced "dead" or at least "bankrupt" innumerable times.

Landon Mackenzie, Lucy Hogg and Robert Youds are among those who have

maintained a long-standing commitment to painting while questioning and evaluating the

medium's history, its undedying ideologies and its particular processes of signification,

but their work is linked by more than the use of paint. Each of these artists has developed

an overtly performative aspect to her or his activity, and each deploys a discernible set of

parameters that shapes her or his production and underscores its investigative character.

All three avoid the cynical artlessness and disposable aesthetic that informs certain genres

of contemporary painting. At the same time, all three acknowledge what Hogg has

described as "the critique of the loaded hairy stick,"" avoiding rhetorical grandness

and the glorification of gesture associated with various forms of expressionism.

lucyhogg
Highlight
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Landon Mackenzie's large-scale vrorks Gabriel's Crossing to Humboldt (page 18)

and Ipterior Lowlands (page 19) are from a series of Saskatcbeuan paintings, in which

ideas of metaphorical and geographical space are investigated through a painting practice

that grapples with the problem of articulating female experience within a discipline that

has traditionally been associated with the masculine.

Saskatchewan is a place Mackenzie has studied and visited, but never lived in.

Her journeys to the province were undertaken, in paft' to gain anonymity-to become

a kind of semirural fl,ineuse and move through physical and social spaces without the

baggageone carries in environments where one is known and therefore defined.

However, her interest in Saskatchewan goes beyond the opportunity for writing in soli-

tude in Prairie cafes and bars. Saskatchewan is the only province in the country whose

borders are entirely arbitrary, and the southern part of the province has literally been

overlaid with a maplike grid of rural service roads. In viewing Mackenzie's paintings,

it is difficult nor to rhink of this process of systemization, in which order is projected

onro rhe land, as a parallel to the projection of patriarchal anxiety onto the female body,

an issue cenrral to the writin g of arthistorian Griselda Pollock, which has been a touch-

stone for Mackenzie's artmaking over the past decade. In addition' the history of

Saskatchewan-with its moments of displacement, takeover, resistance and rebellion-

offers up points of identification with defiance together with anxious moments in

which complicity in domination can be recognized.

These paintings are the result of a labour-intensive, semisystematic working process.

Stretched canvas is placed on the studio floor and meticulously covered with a painted

cursive writing based on entries from Mackenzie's journals and historical documents

describing episodes from Saskatchewan's past. Subsequently, fragments of grids, com-

pass points and bits of cartography-some taken from archival documents-together

with hazy atmospheric effects, bits of light and shadowy form are worked into a rich

and varied surface. Each painting is marked with "gaps" in the overall composition:

the black quatrefoils that flank the centre of the canvas in Gabriel's Crossing to Humboldt,

the ovals of raw linen that seem to punch through the paint in Interior Loulands. The

effect is a kind of polymorphic density in which things are hidden as much as they are

revealed, and what is omitted seems as significant as what is there.

\X/hile these paintings imply an understanding of the image as text and the body

as writing that has informed feminist criticism over the past fifteen years, the theory

Mackenzie draws upon doesn't fully encompass their interest. Their equivocation tends

to thwart attempts to read them in any singular fashion-the paintings do not seem to

be mute, yet it's impossible to determine if what is discernible is more important than

what isn't, or if representational content should be given priority over process. \X4rat they

do convey is a sense of struggle with the manner in which "language and prescription

organizethe spaces of the land and the heart and how we've internalized their forces."''

They propose a "crossing lofl emotional territory rvith historical and geographical

spaces" and, in this dual mapping, offer material evidence of the need to articulate
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experience outside of androcentric paradigms-to be "grounded in some individual shred
of agency."t'

The destabilization of the paradigms that have shaped painting-both in terms

of its production and its reception-is a predominant concern in the work of Lucy

Hogg. Over the past six years, she has focussed on reworking images of the heroic and

erotic from nineteenth-century French painting. She has maintained an interest in visual

sensuality while disrupting codes-especially the domination of figure over ground-

that inform processes of viewing. Hogg draws upon strategies of appropriation that
have become commonplace over the past fifteen years. However, while the composi-

tions of her paintings precisely reprise those of her sources, her attention to formal
qualities attaches a sense of singularity to a consciously unoriginal act.

The paintings in this exhibition look towards both the late baroque and modem

eras for their sources. Gilles #1 (After Monet) (page 2l) and Gilles #3 (After Yues

Klein) (page 20) are monurnental reworkings of Antoine rVatteau's painting from c. 1717,

Gilles and Four Other Characters from the Comnedia dell'Arte. lWatteau's painting was

undertaken at a time when the rigidity of the French Academy was breaking down and
its insistence on the primacy of well-defined line and balanced composition (which were
seen to appeal to the intellect) over colour (which was seen to appeal to the senses) was
losing currency. lWatteau's admission into the French Academy in l717 required the
creation of a new category, f€tes galantes (elegant entertainments), to accommodate his

work. The appearance of tWatteau's Gilles at a moment in which the relationship

between attributes traditionally associated with masculinity (the intellect) and femininity
(the senses) was being renegotiated carries a certain resonance in relation to ongoing
debates within contemporary culture. The blurring of the boundaries between theatre
and real life that chanctefized the f2tes galantes also finds parallels in current investi-
gations into the production of the real within representation.

The figure of Gilles is both comic and compelling. On an immediate level it is
remarkable for the confusion of codes through which gender is traditionally signified.
The theaffical setting emphasizes Gilles's status as a role player whose actions occur
within a predetermined scenario, while the excessive sleeves and too-short trousers of
his costume suggest that the role isn't an entirely comfortable fit. Historians have spec-

ulated that while Gilles may not have been an exact portrait of \Watteau, the image did

offer an opportunity for self-revelation. This positioning of the artist as a somewhat
equivocal subject, who has entered the Academy but does not comfortably inhabit its
traditions, holds out an unusual point of identification within a lineage of male masters
for someone in Lucy Hogg's position.

Hogg's engagement with \Watteau is filtered through Claude Monet's paintings

of Rouen Cathedral and Yves Klein's monochromes, which have supplied the colour
schemes for her versions of. Gilles. Monet and Klein bracket a period-the mid-nine-
teenth century to the mid-twentieth-in which painting evolved from a practice con-
scious of its shifting public and its relationship to political events, to a self-referential

I
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privatized discourse, relegated to the realm of "aesthedcs." In bringing together these
references, Hogg's work sets up a complex dialogue around the history of painting, the
institutions it inhabits and the processes through which paintings are produced and
viewed. Acknowledging the diminished role that painting occupies in contemporary
culture, Hogg's paintings underscore those moments of flux, when the provisional

nature of the categories that shape desire and identity becomes visible.
The paintings of Robert Youds draw upon a variety of sources, from the traditions

of high modernism to the aesthetics of suburbia. His work has shifted substantially in
its appearance over the past decade and ahalf. Youds has deliberately avoided devel-
oping a singular style, employingarange of pictorial strategies and technologies to produce
paintings that are consistent in their examination of perception and the fragility of
meaning, rather than in their appearance. Youds has usually produced work in series,
with each respective body of work shaped by a set of formal and material parameters.
For the series Soy' Works for Complicated Needs, he had a set of foam cushions, each
about five and ahalf feet square, commercially fabricated and covered in near-lurid hues
of velvet. Paint was brushed, sprayed and poured onto the cushions, which were then
bound into particular configurations and hung on the studio wall.

There is both audacity and humour in the execution of these works, allowing
them to traverse spaces of contradiction that characterize the dilemmas and possibili-
ties of contemporary painting. The physical intrusion of these paintings into the space
of the viewer playfully calls up the tension between flatness and depth that has been a
central preoccupation of high modernism. The poured paint that permeates the velvet
of Blue Rise/Soft \X/orks for Complicated Needs (page 24) suggests the post-painterly
abstraction of Morris Louis, but the theatrical character of the work is at odds with the
conceptual underpinnings of that moment in painting's history, and the relatively small
scale of Blue Reie suggests a kind of modesty in relation to the ambition of Louis's
immense canvases. \X/hile the paintings that make up Soft Works for Complicated Needs
initially possess a sense of wholeness or integration, this tends to slip away upon extend-
ed viewing. Formal coherence-set up through combinations of colour and hints of
luminescence-seems to dissipate, and the relationship between the painted cushions
and the system of rope that binds them to the gallery wall is marked by disjunction
rather than unity. The cushions themselves initially seem familiar, recalling sofas or foam
mattresses; however, they are the wrong scale to be either, and the familiarity of their
material and form is marked by an uncertainty in regard to their possible function.

These paintings vacillate between self-reflexive absorption in the process of their
making and a polemic that implies a reordering of the conventions that traditionally
divide high modernism and the rumpus room. In this respecr, Youds acknowledges a
debt to the traditions of modernist abstraction while underscoring the decay of the
certainties upon which those traditions were based. Through this play between past
and present, his work affords the viewer an opportunity to reflect on the processes of
cognition without the certitude usually required for resolution.
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' Robert Youds
Blue RiselSoft Works for Complicated Needs

1 995

acrylic on velvet cushion

1 3 0  x  1 3 0

collection of the artist
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Red DreamlSoft Works for Complicated Needs

1 995

acryl ic  on velvet  cushion

1 3 0  x  1 3 0

collection of the artist

EJ"rt Yord,
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Gallery exhibits
meet all tastes

A welcorne new adrninistrativo
policy from Confederation Centrc
offers free admission to the gallery
on Sundays, 2-5 p.m. Try to take 

-

advantage of the opportunity. The
exhibitions on vievi just now offer a
variety of. paintings, sculpturc, video
and drawings that appcal to every
age and taste.

The latest exhibition includes the
splendid In Search of Medusa by
Rebecca Burke, reviewed in my last
column. Also featured in the Lbwer
West Gallery are recent acquisition.s
donated by Clarissa Inglis ind
Island native Lucy Hogg.

All these worki com"piement each
other, engendering layers of.thought
ano pnvate muslngs about the
femiiist point of view and about the
way women have been traditionallv
portrayed in fine art.

What woman can fail to relate to
the two Inglis sculptures, one
cornposed of a series of white string
mops; the other, an orderly
collection of bars of Sunlight soap?
Think of La Sagouine, made fambus
by Antonine Maillet's play, who
rneasured out her life in bars of soap
as she scrubbed the floors ofaffluenl
English townspeople.

Both scuiptrires share the samc
unifying image: a squarc steel table
just the hcight ofa kitchen counter.
Suggestions of entrapment, routine,
monotony, -"wqmen's work" rise up
immediately. Such themes may well
reflect the past for some modein
women, but these themes definitelv
do not make you think of men. 

-

Lucy Hogg, on the other hand,
:pcqlF eloquently of another
Iamllrar rmage.

. This young woman, not yet 30,
has- clearly made a thorough study
of the history of art. An
accomplished painter, she challenges
the traditional and stereotypical 

-

female nude found in all arf
museums. By far the rnost common
subject in painting, the female nude
has always been presented from a
man's point of view for the
enjoyment of men.

Aside from the fact that.
historically, women artists were
never considered skilled or mature
enough to be exhibited in fine art
museums, imagine the consternation
if a woman had tried to interpret
the fernale nude - or heaven forbid
- the male.

Look at Hogg's paintings, then,
with the same tongue-in-cheek sense
of humor she uses-so cleverlv. She
deliberately focuses attention on the
skeletal framework of the bodv
rather than on the sensual.
curvilinear form. She emphasizes
the usual opulent draperies, lush
folds and gr-and backdrops to
distract us from the femile form.
She confuses us with her choice of
colors to further skew our reaction
to these very traditional poses.

Once we realize that the artist is
playing games here, these paintings
are lasclnatlng to examine and
dissect. We will probably nevcr look
at a nude painting the same rvay
agaln.

,, I{noyilg that Hogg is reworking
lne. palnr,lngs ot lngres rnatters
llttle, stnce we recognize the
common styles and poses
immedi-ately. Even dhe grid lines
used religiously by clasiical artists
are satirized here. Note the square
patterns in the floor designs and
arrangement of furniture.

Now look again at Mcdusa,s bodv.
also given an ironic twist. The
originality of this work invites us to
gaze.gt the very goddess reputed to
petnly any man who dared to look
aD her.

Such female parodies on
traditional themes are both fun and
provoc-ative. "But why not get
beyond that"? I asked of artist
Cathy Miller as we toured the
exhibition. "Why don't women
artists get on with the job of
interpreting life as they see it,
instead of reacting to stereotvpes"?

The answer rvai swift and-dlunt:"Because no one is ready for that.
Women- painters are being noticed
precisely because oftheir bold
statements. Give us time. We'll eet
there. Look at how long it took r*nen
to learn to paint?

Don't miss this exhibit. Gaze
thoughtfully. The images are
stimulating.

And don't forget that the art
appreciation group rneets in the
gallery Tuesday, Nov. 1g at 10 a.m.

Visiting artist, Gail Rutherford.
will present and discuss examples of
her work at at Art Rental Tuesdav.
Nov. 26 at 10 a.m. Evervone
welcome at both events.-Use the
Richmond St. entrance.

f Julie Dowling is a member
of the Friends of tf,e Centre and
a gallery volunteer. Her colurnn
appears bi-weekly in The
Guardian. She may be reached
at 892-O445

lucyhogg
Highlight
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a woman ts a movlng
bv Barbara Godard

"Crisscrossed subject," a subject-in-rela-

tion, is the theoretical intervention'of

Carol Laing's recent curatorial project

Piaure Theory. This'concept ,sets in play

many forms of crossaddressing,,ltt.lnd-

ing the interface of picture making and

theorizing, not as binary opposites, but

as border crossings of two,different tem-

poral and spatial modalities. Picture

Tlieory'speaks to a complex everlt

unfolding in pictorial images,'in words

and, significantly, in the in-between.

Space, according to Laing, is a major

axis for conceptualizing the.world, for

spatial forms configure social relations

ordering the production and viewing of

images. Such a "spatial turn" in the per-

formance of identity, of identity as per-

formance, is what Pic-ture Theory inviles

us "to behold" (theona Gk.\.
"X marks the spot," so the clichd

goes. As signature, though, X functions

as shifter, an empty signifier available

for any referent, any proper noun. Like
"you" or "I," it is fixed contextually only

in the instance of enunciation. Within

this paradox, temporally marked as both

situated and shifting - open to the

fleeting, the local, the contingent - one

interrogative line of Picture Theory is

positioned, into a politics ofrepresenta-

tion within the double axes of identity

and location. This entails, as Laing sug-

gests, a shifting offigure/ground rela-

tionships to highlight not whose body

signifiers represent bulwhere this repre-

sentation is produced and viewed.

As such, this line of questioning

focuses on the function ofthe exhibition

itself, specifically on the spatial/tempo-

ral relations between the hanging of

images on walls for viewing and the pro-

duction of an exhibition catalogue

describing andf or justifying the images

for reading later. Laing challenges the

conventional hierarchy of original and

representation, image-for-viewing and

catalogue-for-remembering. " Picture"

and "theory" are not autonomous but

interactive. mutuallv constitutive sisnifv-

ing practices. Word and gallery provide

different angles, different.moments that

multiply the potential meanings of

images, giving a new twist to the term

site-specific art, specific to the location

of the viewer rather than of production.

The Picture Theory erhibition itself

works against the closure ofthe curatori

al position to create expanding angles on

women's image making in Canada in

the r99os through the sequencing of

the pictorial images. Heterogeneity is

foregrounded. Though the seven artists

included are women, the regional

spread (from Vancouver to Halifax), the

diversity of stances with regard to race

and sexual orientation and the variety of

mediums presented preclude generaliza-

tions. Except, possibly, this description

of Lynn Hughes' work: "mixing binaries

that historically have been opposed." In

her lnclusion dffirentielle, women's bod-

ies and mathematics are brought togeth-

er, while in fin-me Yoon's lightbox

Souvenirs ofthe Self: Lake Louise, a por

trait of an Asian women pushes itself

into the gap between the two mountains

of a tourist-postcard image of Lake

Louise, making visible the exclusion of

Asian women from Canadian historiog-

raphy at the site made accessible for

viewing by the labour of (invisible)

Chinese railroad workers. As well as a

series of binaries - history/stasis,

progress/reproduction, knowledge/feel-

ing, culture/nature, male/female,

art/theory - it is the principle of bina-

rism itself which is in question here in

the elaboration ofa logic ofseries, of
"and, and."

Laing applies disjunctive synthesis as

the (dis)ordering principle of the show's

installation. Yoon's lightbox faces out

the gallery's storefront window onto the

street. Overshadowing from behind,

monumentally filling the gallery's back

wall, is Lucy Hogg's oil painting VI, a

reworking of Cabanel's Birth of Venus.

Situated low on the canvas so that view-

ers hover above. the conventional oose

of the nude is mimed in colouration and

brushwork that draws attention to itself.

refixing the illusion of human flesh.

Such contrasts in form and texhrre,dis-

turb the conventional categories and
periodization of womenrs art making.

Painting is not succeeded by photo and

photo.text-based works: all these modal-

ities of representation are co.terminous

and frequently found in the same work.

Hughes' installation is exemplary: a

black-and-white photographic portrait of

a woman is separated by a narrow band

from a black painting on whose surface

an organJike vessel and a bone-like

object are being measured by a surgical

instrument. Above, framing, is a math-

ematical diagram painted in black on

white. Across the gallery is another trip-

tych of coloured photographs, unframed

and held to the wall under glass, traces

from Buseje Bailey's performance Body

Politic.Fragments ofverbal text run tat-

too-like across body parts; only her skin-

screen makes the words visible. On one

side hang two monochromatic paintings

in oil and rabbit-skin glue by Kika

Thorne which also play with bodies,

fragmentation, flesh, colour, desire, self-

representation: the floating Hand.s poinl

to the artist's self-inscription, while a

Victorian fashion model's headless

dress, Decorum, displays, on closer look

in the skirt's folds, an articulated cunt.

On the other side of Bailey's photos

hang Judy Radul's grid of twenty-two

photocopies of colour photographs wall-

paper-pasted to the gallery wall, called

My Guy, which stages closeups of urban

places and situations wherein a woman

mimes a"Wy."

Motifs of traversing and transvesting

are played out again in Allyson Clay's

Twitch and Cigar,which combine

acrylic, photograph and silkscreen

images of two women meeting on a

street, accompanied by a verbal text

about being "recognized," and ofan

ambiguous figure depicted beneath a

text describins a woman addressed as
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PICTURE THEORY
group exhibition curated by Carol I-aing
Buseje Bailey, Allyson Clay, Lucy Hogg, Lynne Hughes,

Judy Radul, Kika Thorne and Jin-me Yoon
YYZ Artists' Outlet, Toronto, Ontario, March zz-April 15, 1995

PICTURE THEORY
exhibition catalogue published byYYZ Books, 1995
I S BN: o-92 o3 97 -r4-X, 48 pages, saddlestitched
Marginal Distribution

"Sir." Here the motility of the body, the

crisscrossing between private and pub-

lic, the blurring of gender in urban

space, are foregrounded. These images,

positioned directly across from Radul's

work, frame Hogg's miming of the eigh-

teenth-century monumental odalisque

and mark the gap between then and

now. Women are out and about, manip-

ulators of the gaze in the public domain,

ex-posing, putting (them)selves on dis-

play, mixing, reordering, to piay out the
paradoxical position of subject/object of

the gaze in self-inscription that Laing's

catalogue text marks as a "s/he." A

reworking of Wittig's "jle" for the split

subject, s/he marks the provisionality

and contingency of gender, a matter of

perspectival location or "spatial turn" -

the pragmatics of performance. As

Clay's text concludes inconclusively,
"She became used to being different

people in different places." This fore-

grounds the disjunction between image

and word where verbal signifier works

to deler rather than f ix meaning.

Laing takes up these issues within a

larger frame when not just picture but

exhibition becomes the site o{ difdrance,

place ofpassage, ofcrossing, or inter-

rogative shift. Meaning is constituted

through the combinatory (assemblage of

repeat ing  e lements )  in  a  spec i f i c

instance ofenunciation, as a situated

practice o[col lect ing or arranging, view-

ing or reading. My reading of the show

highlights the visual effect for the viewer

of position within the gallery space as

disjunctive inclusion, destabilizing the

representative authority of the female

nude physically dominating the room.

Laing, though, maps the site as clock-

wise spiral. This is figured in two ways,

as brief enumeration where the conven-

tional catalogue "documentation" is

reduced to a minimum: a verbal list of

titles, sizes and mediums of the nine

works exhibited, beginning with Yoon's

self-portrait as landscape. It is repeated

with a difference in Lains's crrratorial

text made up of a lyrically phrased series

of "word-paintings" which speak to the

exhibited works both in the catalogue

and in the gallery site itself, where they

are pasted directly on the lobby wall.

These prose poems perform a double

narrative transformation of inside out

which takes the viewer from the out-

ward-directed gaze of the woman as
interrupting " gap" in Yoon's Souvenirs

through to the inside out of Thorne's

skinned rabbits and invaginated dress
- the "gap" ex-posed. This is also a nar-

rative of the gap or slit within the pic-

ture, which works across the interval

between the pictures, inverting sub-

fect/object, figure/ground, to twist the
spiral.

Instead of the conventional reproduc-

tion of exhibited works common in exhi

bition catalogues, Laing's publication

articulates a parallel narrative oftexts -

the "word-paintings" mentioned above
- and presents another series of
images in the history of the individual

artist's production, hitherto unexhibited.

With a double-page spread for each

artist, these images feature the closeup,

the detail, marking the catalogue as a
performance of a more intimate kind

than the exhibition. This cross-referenc-
ing foregrounds a principle of reworking
prior images or parallax to make visible

the invisible that is a feature of each

individual picture.

In the catalogue, Laing's theoretical

frame rewrites the assemblage through

yet another lens to privilege connections

benveen Picture Theory and specific

curatorial projects in New York and

Toronto that have traced notions of situ-

ation and duration in relation to identity

and public space. She invokes continu-

ities to elaborate differences in the gen-

dering of spatial imaginaries. In another
direction, PictureTheory points to a cur-

rent curatorial interest in examining co1-

lecting and exhibition policies of institu-

tions as these produce artistic meaning,
as in Barbara Fischer's Mav roo< nre-

sentation of Toronto File: Alfred Ban,

ry& atthe Art Gallery of York

University.

Beyond these immediate curatorial
intersections, Picture Theory resonates

with a number of other theoretical con-

texts: with Irigaray's attentiveness to the

ethics ofdifference in a privileging of

the metonpnic chain, the mechanics of

fluids or the intewal where one thing
turns into another; with Deleuze and
Guattari's rhizomatics where lines of
flight or proliferating variation are gen-

erative of differing intensities, produc-

ing transformative affects and effects;

with fudith Butler's linking of such
work of repetition and the enunciative
instance to theories of the performative,

to identity as performance; with Nicole
Brossard's theorizing of reading/viewing

as performance, a figure of incomple-

tion in a complex network of turns and

counterturns which exposes in the
enunciation the place and energy of a
desiring subject. Brossard's own literary
texl Picture Theory reworks Wittgenstein
whose formulation of the picture as "ele-

ments combined with one another in a

definite way" underlines the importance

ofperspective in establishing a scale of
relations for showing meaning. The
intertexts of Laing's Picture Theory spi-
ral. In its combination of sensory visual
images and provocative theoretical

notions, the exhibition catalogue richly

performs its "picture theory," touching,

bordering on, living on... Proliferating
beyond the enclosure of the gallery.
Inviting the viewer to inhabit the spatial
imaginary differently.

Barbara Godard teaches Cultural Studies at

York University. Her essay "Writing on the

Wall" was in the Culture S1asfr Narion exhibit
at TPW and was published in Border/Lines.
She is the editor of Collaboration in the
Feminine: Witing on Wonten and Culture

from Tessera (1994) and Intersections:

Issues ofRace'and Gender in Canadian
lX/ompn' < Vlritino h ao<\
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aspects of recent BC art
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of the past-a sort of London Regional/London Life Pavi l ion

to  the  Obso lescence o f  the  Future .

The comedian  Sandra  Bernhard ,  once sa id ,  "Peop le  don ' t

speak of pavi l ions anymore-and that saddens me."

topographies:

VANCOUVER ART GALLERY

by Charlotte Townsend-Gault

irst come the baskets-black, white and red ochre

vertical patterns of Rena Point Boltons T!imshian-type

lidded basket pulling against horizontal coils of cedar

root, then the decorum and extravagance of Isabel

Rorick's Haida Chief s Hat with Three Potlatch Rings.

Baskets, exhibited as art at the Vancouver Art Gallery-an

historic moment.

Topographies, which opened this September, involved

eighty-three recent works by forty-one B.C. artists. Curators

Grant Arnold, Monika Kin Gagnon and Doreen Jensen selected

the works, a third each. The sponsor, Rogers Communications,

publicized the exhibition widely, launching news of it into

cyberspace and commissioning an engaging and helpful

introductory video. The exhibition is out there in a way never

before seen at the VAG. It remains to be seen if it will escape

the hazards of these big, baggy shows-wildly uneven' somehow

timorous in their diversitit

In fact, topographies is aesthetic plural ism in action. The

exhibition shows horv, if taken seriously, ideas about art specific

to a culture are, when set side by side with other cultures,

in danger ofcancell ing each other out. Thus, although Ki-ke-in
(Ron Hamilton) declines to be an "artist," because there rs no

such concept in Nuu-chah-nulth culture, he has allowed Jensen
to put him in a context where his huge painted ceremonial screen

must either take its chances with the other coloured rectangles

an art gallery habitually hangs or be judged as something else.

But then, hanging painted canvas rectangles in an galleries

for the purpose of. gazingafthem has been problematized

already-"the critique of the loaded hairy stick," Lucy Hogg says,

speaking of her own deconstructed paintings of Watteau in the

exhibition catalogue. indeed, the Post-conceptual aesthetic has

problematized most aspects of iooking at art: Daniel Congdon's

Form of an Optical Axis for Twisted Cinema, for instance,

expands on the contortions tfuough which a cinematic image

can be made to pass before it is seen. Cathi Charles Wherry does

the same in Grandmother Moon-she sings to me, asking what

we actually see looking at decontextualized objects-strands

of hair and a vanity mirror in her case; and in Halcion Sleep,

the dormant Rodney Graham is driven in the back of a van down

the empty avenues of Coquitlam, through the ciry of dreadful

night, into central Vancouver, seeing nothing.

So isn't pluralism triumphantly vindicated? In a work like

A Group of Sixty-Seven, Iin-me Yoon shows just how much

aesthetic hybridity an artist can allow herselfifshe wants to use

her cultural difference to make a point and to make art. She deals

severely rvith "classic" images of Canada by Lawren Harris and

Myfanwy Macleod
Detail from Thc Rednm Series 1995
Watcr@lou on paper,
16 works, each 17.5 x25 cm

Rena Point Bolton
Rou nd Tsi m shian-tyP e B 6 ke t
r99t-94
Spruc root with cedar bark'
cornhusk trim 30 x 30.6 cm

C A N A D I A N  A R T  S P R r N c  1 9 9 7



Walter  Harr is
Ki l ler  l l rhale (nrquctrc)  t996
Carved cedar polc,
he igh t  approx .2 l0  cm

Kev in  Mad i l l
Thinking Photographer 1995
R-pr in t  mura l  305 r  129 cnr

Rick James Rivet
Cosmic Zone Interface 1995
Acryl ic on canvas I  66 x 243.6 clr l

Dana C lax ton
The Red Paper
(produc t ion  s t i l l )  1995
l6-mm black-and-r.,hire fi lnr
installation with sound
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Yoko Takashima
AJll(dctail) 1996
Vidco installation

Lucy Hogg
Gillu tI (Aftcr Monct)
Oil on aru 293 x 234

r995-96
m

Emily Carr. Each becomes a backdrop for head-and-shoulder

photographs of sixty-seven Korean Vancouverites, back and front

respectively, arranged in a wall-sized grid. fu she sagely remarks:
"It's not the objects-it's the social relations-that's the work."

The Vancouver Art Gallery site itselfhas had an uneasy history

of social relations-felled forests, uProoted cultures, law courts,

a cultural institution searching for a mandate-and it is brought

into focus here by a martyrdom. In the elegant central rotunda,

a human-sized frog stands as if transfixed in a hail of assassin's

bullets. The Fountain heads,by Myfanwy Macleod, is a fountain

inasmuch as water, lifeblood, is spurting from the frog's wounds.

Frogs are the canaries ofthe environment. Their native

representations have wide currency, not only in the work

of Robert Davidson and Bill Reid, but in things like T-shirts' Ken

Mowatt has a frog bowl in topographies. It also is transformed

by holes, although presumably for different reasons. There

is a sense in which curator Gagnon's words about Macleod's frog

fountain could be applied to the entire exhibition: "' ..a collision

of strictly aesthetic and broadly cultural codes that creates

a kind of controlled pandemonium. . . . "

Topographies also raises the suspicion that aesthetic

pandemonium, or hybridiry may be no more than a euphemism

for unsuccessfrrl art. Amongst a number of other troublesome

works, Susan A. Point's Captive Maiden raises such a doubt. The

work may be a tribute to the women who worked the Coast Salish

spindle whorl, but it cannot evade other references (presumably

unintentional): Jeff Koons meets Disney's Pocahontas onalazy

Susan. Ofcourse, ifmy pre-Vegas ideas ofbeauty are offended,

I have only to move on.

Yoko Takashima's miniature video vignette, As lf---an un-

framed nine-inch oval TV screen set flush into the wall-delivers

more disturbing pleasure than is usually vouchsafed by video,

erotic or otherwise. The repeated swirling and pressing of the

much enlarged pink tongue against the screen is embarrassingly

wanton, because, like the giggling on the soundtrack, it could

be rapturous, or forced, or both.

Debra Sparrow, who, with Robyn Sparrow, made the Coast

Salish weaving In Fear and Faitlr, writes of a connection felt

with women that neither knew-when it is dark outside and

the children are in bed and the house is quiet, they pick up and

rediscover the old ways. Is this simply a truth about domesticity

in many cultures? Or does it reintroduce something lost to art?

Whatever the answer, it is immediately upset by the video Guerita

and Prietita, by Shani Mootoo and Kathy High. A lesbian vacation

romance, the video resists all cheesy conventions that might apply.

So does Dana Claxton's The Red Paper. A filmed costume drama

that turns narrative conventions around and puts sixteenth-

century European costumes on the conquered and reverses

languages of civiliry and barbarity. Teresa Marshall's Band Stands

is a grouping oftables, pictures, briefcases and stereo speakers

made into drums. It disposes its clever one-liners into a well-

orchestrated, tragi-comic chorus of hybrids, commenting, like the

exhibition iself, on conflicting meanings, witnessing the way an

art gallery can at once make aesthetic history and neutralize it. I

C A N A D I A N  A R T  S p R T N G  1 9 9 7



to rethink one of rhe bases of wesrem civ-
ilization, and ro open us up to a greater-
variery of responses. This can only be in-
vigorating for anistic expression. I

Her Kind: Stories of \Uomen
from Creek Mythology
b larwCaliU
Petafuroryh, Ontmb: Bruduiau Press, Ig5
Sofrcwer, 232 pp., $t8.95

Neal Dauis Anderson is a frction v"riter kving
inWinniftg.

V I S U A L  A R T

Air Wnnipeg
by Alison Gillmor

n "Linle Eden" C.arhy Collins mines
the rich history of the l0finnipeg
cityscape. Maybe it's ltst an historical
mursing, but worls like Doc Snlder's
Horse by Lionel leMoine FicCerald

are thought to have risen out of a won-
derfully Manitoban combination-rhe

- , : . %

Cattry Coflins, lhe Last Chinese Laurdry, 1995, oil on canvas,32 x 6{f. from'Liftle Eden S€ries."

s6 BORDERCROSS|NGS1996

impossibility of plein oir painting in rhe
winrer and the fact that so many aftisrs
had studios in the spare bedrooms at the
back of rheir houses.

Cotlins roo, tulns her artist's eye to her '

inner.city surroundings with a painting
style that tends towards dry understate-
ment. Dep*t, texrure and modon seem flat-
tened our and ffxed by the direcmess of her
gaze. The srength of her thematic con-
cerns-the mostly undocumented dearh
and life of affordable, high densiry, mixed-
use core area neighbourhoods-seems at
fint to overwhehn forrn But Colliru often
uses subtle stylistic quirks to make her
poins. In Th" Nury CM (1995), for in-
stance, the high, soaring vista suggests a
god.like omniscience. Btrt this isnt an ideal
city unrolling before us in rational, mea-
sured splendour. Perspective is skewed,
composition pleasantly haphazard. And
even earnest "Ashcan Realis[rt " the gfttty
2Oth-century alternative to the New
Jenrsalem, is foiled by the blittre gooffness
of the Nutty Club logo.

McDetmot u Harriet connasa boarded-
up windows and rhe "For sale" sign of one
house withthe meticulously tended gar-

dens next door. Again our
. viewpoint is improbably
airy, and a strangely elegant
sweep of road ends a little
anti-climactically at the
Balmoral Horel. McDermor
from the Garden evokes a
similar mood. There's some-
thing completely matter-of-
fact and everyday about the
dirt strip of the foreground
and the row of unremark.
able buildings in the back-
ground. But the way shad-
ows from unseen trees fall
on the house facades is a
little unsettling.

Collins, who is a fourding
member and president of the
McDermot Sherbrook Resi-
dens' Association, draws on
urban theory, paniculady Jane
Jacobs's eloquent defense of
old, unplanned ciry neigh-
bourhoods, with their charac-
ter, diversity and hurnan rale.
But Collins works out these
absnact ideas through a con-
crete experience of her own
turf. Her observations could

apply to dozens of North American cities,
but rhey're rootd in Winnipeg. One of the
pleasures of this show is rhe (slighrly setf-
satisfied) smile of recognirion ar the Little
Eden Church on Logan, or the ,,last Chi-
nese laundry" on Hargrave.

The one exception to rhe specificity
of Collins's work is Tlw Parlcs ad Lat<cs,
a sarire on suburban interchangeabiliry.
The scene is necessarily generic-grass
glowing green as astro-turf, pre-packaged
houses lining streets without sidewalks,
double garages pointing our rhe car-
centered nature of the commuter neish-
bourhood.  I r 's  b land to rhe poin iof
being sinister.

Sending up the smug suburbs is almost
too easy and sometimes C-ollins reaches for
a point. The first pan of Ttghr Sioe, a lg4
diprych, depigts a little house slap-up
against an old warehouse; in the second
pan the house is demolished and replaced
by a billboard offering the '.sneak.line"

phone number to report wellbre Faud. It's
" furyry visual narrative-and it might
even be a factual one-$ut Collirs's argu-
ment is m6t afecting when it relies on the
carefi.rl otnervation of very small truttrs. I

"Catlvrhv Collhs: Uttle Ederl," Galkrt
1C03, Uniuqsity of Virnipeg, Jantnr'1 I
nFebruarl 10, 1996.

tfrson Gillfltrr regularly cannihtes ro Border
Crossings on the uisual ans.
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Critical Beaury," pre.
sented at Open Space
Gallery in Victoria dur-
rng the month of Feb-

, upheld the sim-
ple virnres of colour, texnrre, materials,
process and form. It was expenly installed
within the gallery space; striking casual
symmetries and balances throughour. ,,A

Critical Beauty's" coherence appeared
to have been effortlessly achieved-a
serendipitous meeting of linked expres-
sioru. In shon, ir was beautiful.

Despite its look, the show took a criti-
cal stance toward both the standards and



c u l t u r a I  m a n i p u l a t i o n s  o f  p e r c e i v e d -
beauty. Patrick Mahon organized the ex.
hibit  to confront whar he label led, "the

postmodem notion thar'beauty' cannot
form part of contemporary art discourse."
This is a complex and incendiary inten.
t ion. The very concepr of "beaury" is
viewed with suspicion in the wake of
roughly 1,000 years of cultural objectifi-
cat ion aimed at reinforcing rhe value
system of Europe's power 6l ire. Ideals
around rhe "sublime"-which privilege
content, value and form, while they dis-
regard  contex t  and eschew deta i l  as
"ils6sdsng"-appear in hindsighr to have
constituted a misogynistic, ascetic male
s tandard .  But  as  Mahon has  wr i t ren
about his exhibition

the intenrion of "A Critical Beauty" is to
posit a dialogue berween the works ofsev.
eral anists who are linked in their interest
in developing an aesthetic that retains
'beauty' as legitimate within the syntax of
contemporary discourse.... Recovering
the notion ofobjecdve beauty with regarrd
to ideas of harmony and balance, or plea-
sure and sensualiw. the artists advance
works whose critical qualiry and aesthetic
beaury are inextricably linked.

Mahon himself is one of the two
artists in "A Critical Beauty" working
with colour. He has fabricated images of
domestic culture on grouped panels,
using frottage, clothi4g, rubber stamping,
graphite, canvas and wax. These seem to
be an outgrowth of earlier work in which
he examined domestic concems through
images of himself and his wife in casual
circumstances (watching TV or sitting
around in their underwear). The current
works are frankly decorarive, emphasiz-
ing what he cal ls "rhe pleasure of
process" found in simple mark-making
and fabrication. Sheets of frottaged sur-
faces are aligned in parallel stripes of
colour, referencing late Modemist hard-
edge painters while incorporating 19th-
cenrury wallpaper desigru. Mahon's com.
ments (both on the wall  and in rhe
artists' lecture series) comprised gently
ironic spoofs of artistic conventions, past
and present.

The only representational figures in his
pieces are tiny. In Pardlel miniarure men,
performing repetitive drills or exercises
on the parallel bars, are rubber-stamped

along the tracks provided within the
stripes. The sequences of movement are
the son that will ultimately get the small
figures to their unspeciffed destinations,
but due ro their sameness they also have
the illusion of going nowhere.

Gu Xiong employs a traditionally Eu-
ropean representational style to com-
ment on his and his family's experiences
as dmigr€s from C.ommunist China. Uni-
versal themes of displacement are ad-
dressed through a series of three large
graphite portraits of family members
with ubiquitous smiles, the all-purpose
response of immigrana to the bewilder-
ing range of new situations conftonting
them. The interface of work and leisure
is portrayed through anorher series of
three graphite drawings of backpacks
used variously for neks to work, school
or for recreation. Each of the series is
paired with rwo panels of text-white
lettering on glossy, rrd paint-in English
and Chinese versions. The texts-"I
smile when I don't understand the words
what people say to me"; "l smile when
people yell at me"; "l smile when I finally
can listen and speak"-articulate Xiong's
reveries around issues such as labour and
cultural assimilation.

The red panels, as well as delivering *re
textual meaning of the'smiles and the
backpacks, also provide a raditionally

Chinese design elemenr in an otherwise
monoch'romatic irstallation. The shapes in
which they are grouped with the drawings
suggest formal Chinese compositions. To
funher this Easr-West synrhesis, Xiong
has used the Eight Trigram Circle (the
mandala-like seasonal parrem based on
the l-Ching and Chinese medicine) as
the shape for his Camp Fire video instal-
lation. He combines technology and
Taoist ideology in a complemenrary
statement. Xiong's placement of objecrs
in Camp Fire synthesizes his'lTestem ex.
perience of leisure (his family's firsr op-
ponunity to put their experiences as im-
migrants into per:rective was on a
camping trip to the Rockies) with the tra-
ditional meaning of the "cenre" in the
Eight Trigram Circle-"mental ranquil-
lity and spiritual renewal."

Frances Grafton's reclamations of the
gorgeous monsters of an earlier age, or
Lucy Hogg's apnropriations of the
grotesque beauties of rhe Romanricists,
are easily misconstrued. Their pirating of
historic forms ready-to-hand, combined
with references to contemporary critical
views can appear facile, even oppomrnis.
tic. But what seems apparenr in these
works is the intent to connect the viewer
to an earlier European artistic conscious-
ness. Both artists evince a deep level of
involvement with their rirualistic process.

Gu Xiong, right "Back pacl Sories, left "Smile Seilos", centre: Canp Fre, all 1995, insbllation, open Spacs Gattery, Victorh.
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Each, in her way, makes reference to the
communal arrisric endeavours of the Miil-
dle Ages-the building of the great cathe.
drals or rhe epic nanarives tapesrried by
households of sequestered women.

Frances Grafron's Guardians series
(graphite, conte and charcoal on paper)' 
brings the griffins, hippogryptrs and gar-
goyles of Cothic archirecture down from
their lofty paraper and purs them on an
intimate level with rhe viewer. The vel.
vet black shadows ofcrevices and gaping
mouths-fraughr with Gorhic possibili.
ties-loom from rhe paper. Grafton com-
bines classical academic drawing from
sculprure and techniques of photo-realism
to promote a visceral, textural immediacv
in her drawings. You ger a sense of both
the stone of their making, and the living
myths the crearures embody. In her
artisr's lecftre for Open Space, Grafton
spoke of her childhood rendency to feel
"diminished" by the awe and mystery of
the Cathedral dragons. Her fascination
'with the generarional, collecrive process
of Carhedral-building spurred her ro ,.rry

to contacr the proces of the original ani-
san and the mediaeval sensibility."

The way Grafton draws her pho-
tographed sculptural subjects is consum-
marely.and sensually detailed. It sdmu-
lates a tacdle response to the work; you
feel the stone (marble or masonry) 2r.
faces of the objects in her confrontational
portrairure. The objective distance rypi-
cally obtained by photography is obliter-
ated. As for their content, they seem to
urge contemporary art criticism to recon.
sider rhrowing the baby out with the
bathwater. As Mahon wrote in his essay
for Grafton's 1992 show "stripped of
Sense': "Some will see insistence on plac.
ing marks of beaury within a context that
recalls violation and loss as merely prob-'lematic. 

Others will see this connadicdon
as a challenge to repair what is broken
and to rebuild."

Lrrcy HdFtrand thefts of Louvre
"rreasures" rework the original images so
as to make rhem resemble large textile
works. Flattening of perspectives by
means of equalizing colour values, pat-
teming the volumes and surfaces, and re,
placing naruralistic colours with bizarre
combinations are techniques Hogg has
used in the past to confirse the way in
which the viewer relares to her purloined
images. Their mythic subjects are no
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longer focal or isolated; no panicular fig.
urc or event is more importanr than its set
ting or conrexr. The theane of activiw is. it-
self, as significant as rhe allegorical event.
Female geniral shapes, textures and hues,
which have been used subliminally to borh
induct and exploit the so.called "decadence"

of female sensualiry, are incorporated within
the holisdc uniry of the overall panem.

Her painrings are subversive. She takes
the mythical heroics and fedshes of male
voyeurism, equalizes their values and

reweaves them. She lightly points up as-
sumprioru of sexual, culrural or prolirical su-
premacy-wirh elements as simple and
non.didacric as rexrure, dimension and
depth. She then makes her poinr difficult
to evade by presenting it on a grand scale.
In Gilles #1 (after Monet) and Gilles #j
(afterYws n2m), Hogg uses an heroic scale
to overwhelm and defeat the perceprion of
the heroic individual: she folds the huee
figure inro the overall composirion. The
figure no longer occupies rhe foreground

B I a k e  s e  n , i { l l r " n e , ,

M o r c h  r s  - t u n e l G ,  r g g 6

Organized by dre ttaJKcnzic An Gallcry
with thc suppon of Thc Canada Council
and thc Saskatchewen Arts Board

I v a n  E y r e

Pictures fgr:fiftflfili,
t u n e  2 8  -  S e p t e m b e r  8 ,  t g g 6

A travelling crhibition funded by the Muscum
Assisance Prognm, Depanmcnt of Canadian
Hcritatc. and orgenized by the Extension
Scruicc of dre Montrcal Museum of Fine Am

M o y S r  -  A u g u s t 2 S ,  , g g 6

Or!.nh.d by the t,lacKcnzie An Gailery
widt dlc jupport of Thc Canade Council and
thc Saskrrhcrvzn Arts Borrd

3.175 Albert Strces Regina" Saskatchewan. S.tS 6X6, (306) 522_4242



or sporlighr. She has used this ,levice in

the past to confound the objectification of

the female nude in hei appropriations of

French l9th-century masters.

Hogg's large pokes at raditional, mascu-

line, anistic conventions-and her reinte'

gration of objectively beautiful elements
'such as composition, pattem and form-are

furrny. Because of their humour and (ironi-

cally) their beaury, it is difficult to resist their

reprogramming. Their beaury is fie joke cnd

the punch line. It is also the substantive

validiry of *reir combined message: beauty
can be ued not only to enforce oppresive
codes, but also to undo them. O

" A Cndcal Beauty i' Frcalces Craftay Lucl
Hog, PatrickMahon, Gu Xiong, OPen
Spce Gallnrry, Victrifia, B.C.,F ebrvar1 8 n
March2,1996.

Yuonrw Oweas is a freelarce unim wln Uttes
inYictorb. This is h€, first conrriburion m
Border Crossings.
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I 
n considering the work of the four ortists in

I  th is  exhib i t ion-Fronces Grof ton,  Lucy

Hogg,  Potr ick Mqhon ond Gu Xiong-one

senses thot  thei r  commingl ing wi l l  breed o
rother  s tor t l ing orgonism. Wolk ing in to the
gollery spoce, o viewer might hove on experi-

ence s imi lqr  to  thot  of  moving in to q new

home in which yeors of chonging tenoncy hove

infused the spoce with indiscriminote esthetic

convent ions.

...in p/oces the flocked florol wollpoper

hos given woy to o more gorish disploy

of oronge ond brown geometrics remi-

niscent of the seventies. I n the bedroom

o motif of miniqture footboll ployers hos

worn owoy revealing lorge pink ond

yellow neon coloured peto/s. Ihe soot

stoined woll obove the fireploce pot-

terned with severol empty rectongulor

spoces ottests to o series of fomily
portroits now removed. . .

The imogined orchoeology of  such o spoce

would prov ide test imony to the chonging

economies of esthetic desires. Unlike. how-

ever, the experience of entering into the spoce

of  o new home ond declor inq i t  to  "hove

,9@4enflAn
potentiol," o declorotion which generolly com-

mits the spoce to the homogenizing tendency

of  yet  onother  overorching esthet ic ,  the

odworks in this group exhibit ion revel in their
lock of synchronicity. They ore pointedly out

of their t ime ond ploce. There is no conceiv-

oble spoce in which the totolity of these works

will offer o tosteful coherencv to the viewer.

I n  f oc t ,  ou r  f i e l d  o f  v i s i on  i s  con t i nuo l l y

destobil ized bythe peripherol intrusion of one
work in to the spoce

of  onother .  l t  is  th is

ospect of oltered per-

ception mode possible

through the collective

p rocess  tho t  speoks

to the "potent io l i ty"

o f  t h  i s  po  r t i c  u  l o  r

s p o c e - n o  m e l y  t h e

gollery. To disrupt the

si te of  esthet ic  en-  i : '

counter in such o woy,

is to intervene into o

domoin of sociol pres- .
ence thot  is  typ icol ly

c h o r o c t e r i z e d  o s  o

spoce of  composure

o r  c o n t e m p l o t i o n .

Hike Bog, chorcool
on convos, I 68 cm X

120 cm,  Gu X iong,  1995.
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Smi/e Englsh Text, oil on
convos, I 23 cm X 75 cm,
Gu X iong,  i995 .

Smiie Chinese Text, oil on
convos, I 23 cm X 75 cm,
Gu X iong,  I  995.

Smile #1, chorcool on
convqs, I 23 cm X I 08 cm,
Gu X iong,  1995.

Smile #2, chqrcool on
convos, I 23 cm X I 08 cm,
Gu X iong,  1995.

Smile #3, chorcool on
convos, 1 23 cm X 1 08 cm,
Gu X iong,  1995.
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These works closh. Thev invite octive com-
porison. They prevent undisturbed reverie.

As o result they overturn ony notion of beouty

os t ronscendento l  or  subl ime.

To rethink the production of beouty os scru-
pulously conditioned by idecs thot ore histori-

colly ond culturolly situoted is to ocknowledge

its inherently contingent stqtus. Through the

criticol deployment of esthetic strotegies these

four ortists position beouty os "the subject"

of  contestot ion not  merely  the obfect  of
pleosuroble distroction. Beouty thus becomes

onother importont site of struggle becouse it

constitutes o furlher struggle over meoning.

Within the context of this essoy the question

of "the individuol" wil l be set oside. Individuol
progrqms of wor( individuol intentions ond

desires sholl give woy to o synthetic notion of

colloborotive production. Assuming thot the

consolidotion of these individuol ortworks hos
produced o "new" hybrid form, the essoy wil l

now focus its ottentions on the offects of this

omolgomotion. This strotegy is one of imogi-

notive conjecture on my port which moy or

moy not olign itself with the positions of the
qrtists themselves. This is not to suggest thot

there qre no points of commonolity or shored

interests thot sustqin the production of these

ortists. Re-contextuolizotion merely encour-

oges us to reodjust our observations ond ihink-
ing obout the relotionship between individuol
qnd collective proctice. By this meons the

essoy olso connects up with o lorger problem-

otic which osks how might one endeovour to
tronscend the conditions of porticulority?

Men of Flowers,
f rotto gelclothing/co nvos,

one of four ponels,
'180 

cm X 98 cm eoch,
Potrick Mohon, 1994.
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As o viewer or crit ic one often iudges curoto-

riol intention in terms of its efficocy in moking

sense  o f  o  g i ven  exh ib i t i on .  The  uneosy

o l l i once  o f  wo rks  i n

A Criticql Beouty defy

on expl ic i t  reod.  The

point is not to provide

viewers wi th o quick

f i x  bu t  t o  c reo te  o

s i tuot ion thqt  is  em-

powering to both the

o r t i s t  ond  v iewer .  I

think we need to ques-

t ion our  re lot ionship

to  wo rk  t ho t  seems

too s impl is t ic  or  con-

s p i c u o u s - i n  s h o r t ,

too eosy. Much con-

temporory ort proctice

hos become formuloic

i n  i t s  re l i once  upon

theo re t i co l  conven -

t ions or ig inol ly  o imed

ot  foc i l i to t ing under-

stonding. This, on the

other hond, is complex

work  f o r  o  comp lex

historicol momentthot

demonds on equolly complicoted onolysis. To

consider these works thoughtfully os o viewer

is to engoge in on intellectuol colloborotion

with oll those responsible for the production

of meoning-this includes the ortist, curqtor,

writer ond crit ic.

Our discussion begqn with o visuol, perhops

even viscerol reoction to being ploced into

o  spoce  o f  es the t i c  og i t o t i on .  lmmense

chorcool drowings of gorgoyles, printed rope-

c l imbers  ond  ove r -p r i n ted  i t ems  o f  mo le

s l e e p w e c r  i n  o  r o n g e  o f  m u t e d  t o n e s ,

g roph i t e  d row ings  f rom fom i l y  snopsho ts

disployed wi th personol  poetry ond lur id ly

oointed convoses of the fomous French clown

G i l l e s .  B e y o n d  t h i s  i m m e d i o t e  s e n s o r i o l

exper ience one inevi tobly  seeks o logicol

e x p l o n o t i o n  f o r  t h i s  s t r o n g e  g r o u p i n g .

Throughout the preporotions for this exhibi-

t ion the ortists hove opporently worked in

relotive isolqtion. Their interoctions with one

onother  were l imi ted.  Col loborot ion usuol ly

suggests o close working relotionship shoped

by common ideos ond shored ogendos.  The

end product, if i t moteriolizes, would ideolly

embody the ospirotions ond lqbour of oll of its

porticiponts. The logic of this exhibit ion refuses

such conventionol understondings ofthe term

but engoges octively in the crit icql diologues

oround notions of colloborotion.

Upon entry in to the publ ic  oreno,  the indi -

viduol works in this exhibit ion beqin to hove a

Men of Flowers
(detoil), frottoge/clothing/
convos, four ponels,
I 80 cm X 98 cm eoch,
Pot r i ck  Mqhon,  1994.
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different relotionship to themselves, o differ-
ent offect becouse their identity is constructed
in reference to eoch other ond the externol

world. No longer exclusively concerned with
their own porticulorit ies, the ortworks now
med io te  be tween  the  i nd i v i duo l  and  the
collective-propelled into diologue with ideos
thot ore ot t imes completelv outside of their

The curotor, in solicit ing the porticipotion

of  these four  or t is ts ,  hos o lso ossis ted in
constructing on identity for this group, one
which he foregrounds in on intellectuol ond
moteriol concern with esthetic proctices.

While qll ore highly skil led "mark mckers," it
is the ortists' "progrommotic" 

ottention to this
process thot  d isc loses the impl ic i t  qr t i f ice

own conceptuol  purv iew.  The noture ond
extent to which these ortists moy hove collobo-
roted prior to exhibit ing together ceoses to

be relevant when one comDrehends thot o
rodicolly different work is produced in the
very oct of going public. Thus the collective
identity spowned by this body of work invites
further soeculotion.

operoting in their work. At the some time
their use of "troditionql" ;6sq65-pointing,

drowing, ond printmoking-ore considered
h i s to r i co l  ones  tho t  l ock  t he  necesso ry

contemporonei ty  to engoge cr i t ico l ly  wi th
cu r ren t  i ssues  ond  i deos .  The  co l l ec t i ve
orticulotion of these meons, however, insists
thot we recognize thot mostery of o skil l  is

Guordion ll, Guordion l\
Guordion I grophite/cont6/

cnorcoor on PoPer,
eoch 

'150 
cm X 125 cm,

Fronces Grofton, 1995.
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know ledge  ond  the re fo re  o l so

power. To dismiss these skil ls os no

longer viqble is to lose o potentiol

pol i t ico l  tool .  Through susto ined

discursive production these qrtists

hove creoted o collective spoce,

now focil i toted by the curotor, in

wh ich  ques t i ons  o f  o  c r i t i co l

esthetic ond o crit icol orchestro-

tion of the meons of Production
now constitute legitimote subiects

of public discourse.

Another woy thot one might regis-

ter the collective gesture of this

project is to onolyze the economies

of scole thot define on intersection

between systems of representotion

ond  i ssues  o f  o l t e r i t y .  F ronces

Grofton ond Lucy Hogg hove en-

lorged ond distorted their imoges

to such qn extent thot theY becr

litt le resemblonce to their "origins"

in French orchitecture ond pointing.

As feminists engoged in the Proc-
tices of drowing ond pointing, theY

ore  obv ious l y  consc ious  o f  t he

moscul ine pr iv i lege embodied in

conons of Western qrt history' Their
"grotesque" monipulotions sPeok

to the genre of  h is torY Point ing

Gr'//es #5, study,
oil on linen, 56 cm X 46 cm,
Lucy Hogg, I 995.
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which considered few subjects worthy of its

e levo ted  s to tus .  Gu  X iong ,  t oo ,  hos

theotricolized the scole of his drowinos of

everydoy objects ond

f o m i l y  s n o p s h o t s
(token upon orrivol in

Canodo f rom Chino)

so thot they olso moke

o pointed reference to

o history of ort which

selects ceftoin subjects

os  opp rop r i o te  ond

rejects others. lmplicit

in  o l l  o f  thei r  wolks

ore quest ions obout

history. Who gets to

choose? Whot history?

H o w  w i l l  i t  b e

recorded? By whom?

In the cose of Potrick

Mohon,  he reverses

t h e  u s u o l  f i g u r e l

g round  re lo t i onsh ip

in  on  o t t emp t  t o

dis lodge the moscu-

l ine subject  f rom his

ploce of centrclity ond

privilege. His endlessly

repecting rope-climbers ore so reduced in

scole thot  they become benign pot tern.

The over-printing onto pyjomos olso diffuses

o mosculine encoding of power, os pyjomos

locote the subject in o domestic spoce which
is not typicolly the domoin of the mosculine.

Scole in this cqse is used to question rother

thon to volor ize moscul in i ty .  The preoc-

cupotion with certqin historicol modes of

Climbing Wo// (detoil),
f rotto ge/clothing/co nvos,

360 cm X 300 cm,
Potrick Mohon, 1994.
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Guordion // (detoil),
grophite/cont6/chorcool on
poper, 150 cm X I 25 im,
Fronces Grofton, I 995.
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product ion ond representot ion br ings the

work of eoch or.t ist into o discussion with o

history of ort thot is neither sexuolly, rociolly

nor culturolly neutrql.

The spotiol orientotion of their work further

oddresses relotions of representotion ond dif-
ference. Risking occusotions of essentiolism

- -  - - - -

on my port, it would oppeor thot the two mqle

ortists in the exhibit ion ore preo€cupied with
the domestic reolm os o potentiol site for the

re-orticulotion of mosculine desires ond onxi-

eties, while both of the femole ortists hove
positioned their work within the porodigm of
fundomentolly mosculine spoces-the church

ond the museum. These ore public spoces thot

hove systemoticolly denied or l imited occess

to women. While this mon€uvre on the port

of Grofton ond Hogg con be reod qs o kind of
revisionist intervention thot f inds its impulse

in eorly feminist discourse, Mohon ond Gu ore
not intruding into o spoce thot hcs historicolly

excluded them. On the controry, "the dom-

estic" continues to be fromed by the outhority

of the potriqrchol orderwithin o Western model

of sociol relotions. Their project is therefore

not obout inserting the mosculine into the

discourse of domestic sociol sooce but obout
questioning the terms of their own engoge-

ment there. Whot oll of these ortists seem to

be doing is "redistributing o norrotive field"

thot  o l igns the moscul ine wi th the publ ic

sphere ond the feminine with the privote-o

progrom of work thot olerts the viewer to yet

onother contested spoce or site of struggle.

Ultimotely, A Crit icql Beouty produces on
intellectuol coherency where none seemed to
exist estheticollv.



To rec lo im on eor l ier  onologY.. .

the unpocking of but o few of

the mony orguments folded into

this exhibit ion hos been okin to

the process of moving to o new

home, o new citY. After the

initiol excitement of venturing

into unknown spoces, certoin

onxieties orose, the unfomilior

posed risks. Negoticting these

spoces  p roved  cho l l eng ing .

There wos o lwoys the Possi -

bil i ty of toking o wrong turn,

heoding down o blind olleY or

towords q deod end.  These

wonder ings  we re  necesso rY

de tou rs ,  howeve r ,  becouse

they reveoled other  ovenues

of explorotion-other woYs of

moving through ond onolYzing

the work. As o result of this

p r o c e s s  o n e  i s  o n c e  o g o i n

reminded of  the exceedinglY

provisionol noture of the con-

t roct  between the oudience

ond the ortwork. This exhibition

mokes no promises to secure

o spclce of obsolute certointy or knowledge

for the viewer- o spoce thot is sofe. lt does,

howeve r ,  p l edge  to  con t i nuous l y  impe l

the viewer into spoces from which one might

come owoy with o renewed perspective or

new insights.

Suson Schuppl i

Gilles #3 (ofter Yves Klein)
(detoil), oil on linen,
300 cm X 240 cm,
Lucy Hogg, 1995.

.1 AiAba/ B"z/'t, //
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T H E  T R A C I N G  O F  A N  I M A G E  I S  T H E  E F F A C I N G  O F  A N  I M A G E

Curatorially, this exhibition has initiated a theoretical search for

new ground and different terms that might work like sets of
metaphoric lenses, with differing focal distances, through which
to view the whole enterprise of the crisscrossed subject as s/he
appears in recent production. The choice of the seven artists
included here has helped cue that search for a description ofwhat
remains constitutively unstable - because it is always some-

where in process, gathering and losing focus as experience accu-
mulates and deepens, in force fields that influence always what
can be shown. Ifthere have often been serious attempts to close
the categories ofrepresentation, representation has proved itself
to be a remarkably elastic, even an eccentric, place oflfor prac-

tice. More open than closed, complex and overfull of phantasmic

sites, its residues track the body's traversals across histories and
cultures. Patently mixed, representation is never the work of a
single consciousness; and its signifiers - in surviving their origins
and producers - float free ofthe contexts that first shaped them.
Still, as orders of euid"ence, such signifiers leap easily to the eyes
(the etymologies of "evidence" and "theory" point to seeing and
siglzt), short-circuiting the linearity of language by materializing
instantaneous and spatially full images whose meanings often
exceed language's power to describe them. This does not mean
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that any picture has the power to stabilize what it means. Like
the meanings of crisscrossed subjects, the meanings of pictures

are generated from their contexts. The "same" image - or the

same form - can signify differently when locations and audience

shift. But a capacity to identify with a picture's content or intent
is never within any picture's absolute control. This availability of
pictures to "disidentiflcation" deepens their potential for making
meaning, even as it complicates them as signiflers.l For unlike

the history of discrete words, the history of pictures visibly
informs subsequent picturings, even if the meanings of subse-
quent pictures are at odds with the earlier meanings of the
repeated pictorial forms. This disidentiflcation shadows the art
production of the crisscrossed subject, where chains of prior

usages are braided into "new" usages in a reworking that is per-

formative but not strictly repetitive. What is repeated is repeat-

ed disloyally in acts ofrefiguration that insist on differentiating
what historically has been constituted as the same. This invoking
and contesting of conventional representations moves into view
that which has been effaced, displacing the assumed "complete-

ness" of pictures while refusing to reposition the shifted content
- the located s/he that is the crisscrossed subject - as any'thing
other than local and material, in transition and culturally specific.

In recent representation, and in the works in this exhibition, the
body takes on a different status - at once constructed,"naLtJral,"
semiotic and referential - performing transgressive and situa-
tional gestures. It is a body in process that plays with visual slip-
pages and the capacity of the visual to "picture" ambiguities,
even as its theatrical posturings refuse to be reduced to a single
image, re-proposing that the detail is a category in itself. But the
body is never situated nowhere. Instead, its spatial context is

always carefully considered; space itself is one of the primary

axes for experience and for conceptualizing the world, compris-
ing the site of a crisscrossing of configured social relations.

Understood in this way, spatial forms become capable of altering
the very histories which have produced them when they are

a a



mediated by the crisscrossed subject who visualizes the spaces

between categories that have historically been set up as opposi-

tional orders.

If this is a first attempt to say whal Pictu,re Theory might use-

fully name, theoretically it is already informed by work done

elsewhere, especially by feminist, postcolonial and queer theo-

rists. For it is in those zones of inquiry that the need for a multi-
ple and relational subject has been most acutely felt, to contest

the strict deflnitional lines that would proscribe a subject's right

to self-definition, and self-description. The crisscrossed subject,

like the recent subjects of feminisms and queer culture, traces

itselfthrough not only categories ofgender and sexuality but all

simultaneously inhabited "identity-constituting" and "identity-

fracturing discourses" - race, ethnicity and class, to name just

three. Taken together as a mixed group, all of the works in this

exhibition call - as s/he also does - for the highly conscious under-

taking of "particular, performative acts of experimental self-per-

ception and filiation": acts that only make sense when attached to

the first person,2 and to d,eltberate acts in representation. Acts

such as the image choice for the Picture Theory catalogue cover

of a black-and-white detail taken from the reproduction of a sev-

enteenth-century painting whose own subject is the "taking" ofa
"sacred" site. Here a single fragment reduces a dense crowd of

subjects, all caught mid-gesture, to one hand and the half-sole of

another's foot, and to the crisscross mark that pictorially locates

and links the differently placed bodies.s

N O T E S
1. This term is used by I
entiality and the categoq
Bodies That Mattn (Net
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N O T E S
1. This term is used by Judith Butler in an extended discussion ofrefer-
entiality and the category "women." See "Arguing with the Real," in
Bod,i,es That Matter (New York: Routledge, 1993), 787-222.
2. Eve Kosofsky Sedgwick, from her essay "Queer and Now" in
Tendencies, ed. M. Barale, J. Goldberg, M. Moon and E. Kosofsky
Sedgwick (Durham: Duke University Press, 1993),9.
3. The painting referred to is Nicolas Poussin's The Tahing of Jerusalem.
I would like to thank this catalogue's designer, Bryan Gee, for locating it;
and for his re-presentation of a reproduction of the bottom left corner of
the picture as a "nev/'work in itself. This act was delightfully in the
spirit of my curatorial efforts in Picture Tlt eory .



not  seen f rom be low

Behind, this pi.cture is another picture. Not literally, of course.

And, no, not the same picture at all; but, for the record, the

struchtring image is Cabanel's Birth of Venus in the Musde
d'Orsag, in Paris. This painti,ng claims the gallery's back wall,
and there, s/he's bigger than aLI of us, stretched, out languid,ly
on h,er frothy ochre waue. s/he looks at no one: a lim,p hand,
crosses aboae her eges. As aiewers,'tle ure Leuel with the red,

cherubim that houer ouer her striped, green fl"esh and green ha'ir,

in their green, green sky. Her title i.s a capital Letter,Y, and a
Roman numeral,I. As if s/he were already a stock item in
sonl,eone's inaentory. s/he mimes the pose of the trad;itional

female nud,e, but has last tlte colouration and, the inuisible

brushwork that bui.It the il\usion, that characterize tlrc category.

Hors de s6rie - out of order - s/he drifis, suspended and immo-

bi.Le. Somewhere in the shadows is her shed, skin.

ou t ,  and about

It's a sehtp. Infact,
teen closeups tu,rni:
tracks, the mnrket,
passersbg, the fagu
ger on the tracks,fi:
park, pissi.ng i,nthe
d,ering if they shoul
spot afier a while. l
ond, goatee giae her
blue tattoeil snnke.
"luin'l." Dressry W
u er s'ing, tran sa e st;ir,
streets. a marker: tl
uisi,ble th,ere, there t
colotn-copied,, align
posterings, onthe u
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BIOGRAPHIES

BUSEJE BAILEY has worked intensively, and nationally, to explore and
understand the diverse arguments and practices within the cultural
politics of "difference," across a variety of media that includes painting,
video and photo-installation work. She cur:rently lives in Halifax.

ALtYSOtl CLAY is a painter whose solo exhibitions and chapbooks
over a decade have addressed issues offemale experience as a subject
of, and in, representation. She lives in Vancouver where she teaches at
the School for the Contemporar;r Arts at Simon Fraser University.

LUCY H0GG is a painter whose recent production has focused on the
reworking of images of the heroic and the erotic found in nineteenth-
centurlr French paintings. She lives in Vancouver where she teaches
painting at the Emily Carr College of Art and Design.

LYl{N HUGHES is a painter interested in the histories ofscience and
technology. Her recent mixed media project on women and mathematics
situates seience and art together, mixing binaries that historically have
been opposed. She lives in Montr6al, and teaches at Concordia
University.

JUDY RADUL is a performance artist, and a producer of artists' books.
Recently, she has been making installation works that situate her
concerns on issues of gender and desire in gallery spaces. She lives
in Vancouver where she oversees programming for the Front Gallery
at Western Front.

KIKA THORI{E is a Toronto-based artist whose work intenrogates
"femininity" and shift,s conventional representations of female desire.
Her current production is largely time-based; in her films, embodied
subjects work to change notions of the sexed body, across a range of
sexual orientations.

/
JIN-ME Y001{'s history ofphoto-based production has centred on
preoccupations with memory, subjectivity, location/displacement and
the continual process of (re)inventing identity. She lives in Vancouver,
and teaches at the School for the Contemporary Arts at Simon Fraser
University.

CAR0L LAll{G (curator) is an artist/writer whose concerns in art
production have focused on female experience and female desire.
She writes critically for a range of art catalogues, magazines and
anthologies. She lives in South Bay and Toronto, and teaches at
the Ontario Collese of A-rt.
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t IST OF WORKS IN THE EXHIBIT ION

Jin-me Yoon
Souuenirs of the Self: Lake Louise (1991/95)
lightbox version: duratrans, metal, vinyl lettering

65.5 x 75 cm

Lynn Hughes
M arlene Frigonl Inclusion Differenti,elle (1992)
installation: black-and-white photograph, aerylic painting, black paint

275x225 cm

Allyson Clay
T\nitch (1993)
acrylic, photograph and silkscreen on canvas
6Ix722 cm

Allyson Clay
Ci,gar (1993)
acrylic, photograph and silkscreen on eanvas
6lxl22cm

Lucy Hogg
yI (1993)
oil on canvas
234x 404 cm

Judy Radul
Mu Gua 099?/%)
22 colour-copies; photo credits: Kathryne Cowie
directorial assistance: Brice Canyon
165 x 170 cm

Buseje Bailey
three details trom Bod'y Polit;ics (1992)
colour photographs and glass

60.8 x 40.5 cm (each)

Kika Thorne
Hand,s (1990)
oil and rabbit skin glue on canvas
? 1 x ? 1 c m

Kika Thorne
Decorum (1992)
oil and rabbit skin glue on canvas
t42x66 cm

2.

3.

4.

6.

7.

8.

L
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L U C Y  H O G G
Vancouver  Ar t  Ga l le ry

Lucy Hogg's installation of paintings at

the VAG is an extravagant refiguration

of the spectacle of the early- to mid.

l9th-century French academy as it may

now be seen at the Louvre or the Mus6e

d'Orsay. The exhibition occupies.two

rooms painted in a flat latex of bilious

mint, alluding to the fabric-covered walls

of sirlon galleries. The first and smaller

room oontains two pairs of paintings

quoging Ingres's TheBather of ValpinEon

and hi Gtude Oddisqtr. Hogg's reprises

of these paintings are composites of the

several versions of each that Ingres ex-

ecuted. The high-wall gallery continues

Hogg's reiteration of 19th.century ideal'

ization in monumentally scaled versions

of Cabanel's Birth of Venw, Gericault's

Char ging Chasseur and W ounded

Cuirassier and Insres's La Sowce. There

are also two intimately scaled renditions

of a portrait excerpted from Delacroix's

Orphan at the Cemetery and an enlarged

copy of David's Mal.ome Rdcamier.

The opening of tlre Louvre to the

public at the end ofthe 18th century

reflected the Revolution's and thb

Empirets notion that the museum would

serve an i:ducational function by pro'

viding for democratic access to human'

ity's achievements in art. The paintings

that Hogg cites were produced with

the notion that the proper place of art
- in this case, official French art - was

such an institution. To this day, learn.

ing how to paint at the Louvre involves

the production of polite, just-off-scale

copies done on site.

Hogg makes clear her reference to

these historical paintings - and to the

r e v r e w s

devalued procedure of copying - by

conspicuously outlining and gridding

up her sources in bright vermillion;

some of the grid's lines, along with un-

----7

Above right:

L U C Y  H O G G

Warrior ll

(1993,  de ta i l )

O i l  o n  l i n e n

1 1 4  x  9 6  i n

R igh t :

L U C Y  H O G G

Rebuilds lV

(1991, deta.i l)

O i l  on  canvas

6 0 x 8 4 i n

!
i

S U M M E R  1 9 9 4  C



finished passages, are visible in the fin-

ished work. Hogg copies the original

artworks brushstroke by brushstroke,

treating the xeroxed image from which

she works as undifferentiated informa-

tion. All of her paintings' elaborated sur-

faces are constructed of layers of scumble

and glazing, which far exceed the re-

quirements of a faithful copy. Hogg con-

tradicts academic paintings' subordina'

tion of the ground to the figure through

her use of arbitrary colours and comple-

mentary colour pairing: The bitumi-

nous chiaroscuro of Gericault or the

cool of Ingres's enamelled polish are re-

placed by Hogg's own evident education

in modernism's admission of the literal

and formal constituents of painting.

The l9th-century paintings Hogg

refers to stand as testimony to western

art's interest in grandiloquent nara-

tives of history and conquest in which

men are all-too-often heroically manly

and women passive objects of desire. In

Hogg's own paintings, Gericault's horse-

men are no longer overbearing heros/

protagonists but appear overcome by their

ostentatious military regalia - now recast

in Rococo powder blue - and somehow

diminished by their nervous, snorting

thoroughbred horses. Nineteenth-century

paintings lovingly described luxurious

fabric and costume; Hogg's treatment of

Ingres's taffetas, silks and satins pre-

cludes the materialism of her sources to

present a Byzantine interlace of sensual-

ly declarative paint held in lockstep po.

sition by a Cloisonnist underdrawing.

The female nude, a traditional

bearer of the erotic, recedes (like the

officers ofthe cavalry) into an advanc-

ing warm ground. The flesh of the

women's bodies is described by a layered

moir6 pattern of cross-contour lines

that both didactically charts and con-

fuses the position of the figure in space.

Grant Amold, in the essay that accom-

panies the exhibit ion, characterizes

these bodies as exoskeletons that deflect

the viewer's gaze. The erotic is

displaced, referring us to the process of

the painting's manufacture.

One of Gericault's dandified war-

riors carries anon finito emasculated

sabre; Venus and the symbolic figure of

LaSowce play out both the verticaV

active and horlzontal/passive archetypes

of gender as cool phosphorescent ciphers

uneasily located in environments of the

molten and sanguine. The protagonist

in these paintings is Hogg's insistence

on the paintings'facture. Through

this insistence she evokes a modernist

gesture of presence. The authority

of the museum and the artist's hand

are laid bare and then cross dressed.

John Armst rong

E D W A R D  " N E D "  A .  B E A R
Ar t  Cent re ,  Un ivers i ty  o f  New Brunswick ,  FREDERICTON

EDWARD 
"NED"  A.  BEAR,  K ikawi  Matow(1993) ;  Ins ta l la t ion ;  Deta i l

showing marb le  scu lp tu re

L

It is a trolitional belief of the natiue culture

that all. things of creation possess a uiabLe

Iiuing spirit. The existence of a spirit within

animate or inanimate objects is d concept

that I feel deep within my souL to be tue

and is a notion that I cannot easily dlsmiss .

Ned Bear, from his artist's statement

In his installation Kikawi matow (Our

Mother Cries), Edward "Ned" A. Bear

has offered a glimpse into another world
- that of Native-American culture and

spirituality. In offering this insight he

makes a plea to save the ground of all

our worlds, the earth.

Kikawi matow incorporated sculp-

ture, photographs and audio. The view-

er entered the work in two stages. The

first was a kind of mock interpretive

centre of the kind one would find at

the entrance to any ofour national or

provincial parks. On the walls were

rough-hewn portrait masks and archival

photographs of clear-cuts, pulp-and-

paper plants, refineries and other heavy
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V A N C O U V E R

Feminist arguments against the

practice of painting include its

luxury commodity status, i ts

promotion of elitist aesthetics,

its history of objectifiing wom-

en and, more generally, its per-

petuation of masculine ideals.

Still, some feminist artists -

like Lucy Hogg - are unwilling

to abandon the language, or the

pleasure, of paint. Their chal-

lenge then becomes the con-

struct ion of a feminist cr i t ique

from within a suspect medium.

Hogg makes huge museum-

scale paintings which challenge

our continuing investment in

Romant ic  no t ions  o f  o r ig i -

na l i t y ,  g randeur  and hero ic

individual ism. Her appropria-

tions include works by French

nineteenth-century masters

David, Ingres, Gdricault and

Delacroix. For instance, the

four paintings in her Rebuilds

ser ies  a re  based upon two

works of Ingres, La Grande

Odal isque G8r4)  and The

Bather of Valpingon (r8o8).

Hogg seeks to interrupt our

complacent viewing by using

non-naturalistic colour, areas

of f lat and repeti t ive patterning

and fragments of the draughts-

Lucy Hogg
V a n c o u v e r  A r t  G a l l e r y

Lucy Hogg
Bebuilds tV 1991
Oil on canvas
60 x 84 in.
Photo: Trevor Mills
Courtesy: Vancouver Art Gallery

man's grid. One of her favour-

ite techniques is to paint the

skin of her nudes in a moird

pattern, as if it were fabric on

padded furniture, an effect

intended to disrupt our voy-

eurist ic relat ionship to the

female model.

The enormous VI is a re-

consideration of The Birth of

Venus, a work by a now-obscure

French Salon painter, Alexandre

Cabanel. With its sprawling

female  nude f loa t ing  on  a

frothy sea and hovered over by

a gallery of fat, male cherubs,

the original painting can have

been little more than an excuse

for clammy voyeurism. Even

with Hogg's interjections of bi-

zarre colour (Venus is painted

a mossy green, the cherubs

br ick  red)  and moi rd  sk in

pattern, VI is still a work of

spectacular t i t i l lat ion. Nine-

t e e n t h - c e n t u r y  e r o t i c i s m

simply overwhelms twentieth-

century feminist interventions.

Far more successful is Hogg's

For longer than anyone now

living has been alive, painting

has been on the gangplank of

the pirate ship Art. But no mat-

ter how many times it has been

fed to the sharks. artists still do

it, insisting on its ability to nar-

rate, represent and reform the

real. An artist like Mina Totino

must negotiate, if not ignore,

the many admonitions levelled

template an unoccupied divan.

This is Hogg's most effective

appropriat ion, consol idating

in the space of its omissions a

complex array of issues, out-

rages and pleasures.

Robin Laurence

against painting as a medium

irretrievably fouled by its his-

tory as a repository of mascu-

line, white, bourgeois European

values, admonitions that have

led more than one notable

critic to issue the injunction

not to paint at all.

These two recent exhibi-

tions of Totino's work demon-

strated just how far-reaching a

R e v i e w s

Untitled (After Madame Rdca-

m i e r ) ,  b a s e d  o n  D a v i d ' s

Madame Rdcamier. Here, as

nowhere else in this show,

Hogg has eliminated the objec-

tified female figure altogether,

so that we are forced to con-

V A N C O U V E R

Mina Totino
C o n t e m p o r a r y  A r t  G a l l e r y / S i m o n  F r a s e r  U n i v e r s i t y

Mina Totino
0i l  on canvas 1993

96 x 76 in.
Courtesy: Contemporary Art Gallery

S u m m e r  1 9 9 4C a n a d i a n  A r l
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labored - the paint doesn't sing.
Brian Kipping's paintings (at the Bau-Xi Gallery',

3045 Granville St., until Sept.25) seems, on the
whole, innocent ofmuch ofthe theory in which
Hogg and Linsley engage. Based in Toronto, but
often travelling across Canada as a rock musician,
Kipping makes small, intimate paintings of urban
and industrial scenes encountered in places as
farflung as Montreal. Thunder Bay, I(ahloops and
Vancower. His ddserted streets and commercial
interiors, executed in a simple, literal yet atmos-
pheric style, are extremely reminiscent ofthe work
of Edward Hopper, 6ltered through a melancholy,
Impressionist lens. A lonely nostalgia seems io
prevail: Kipping's fondness for old buildings is par-
alleled by his rejection ofmodernist and post-

one has the sense of sad
redundancy, ofbrutal
progress encroaching upon
the more amiable past.

However, equally effective
is biue in Tomhston€s, a scene
of snow-covered eeriness, set
in some indistincl present-
future time. An anonymous
drivein station, circled by
tombstones awaiting sale, is
lit by hwe fluorescent lights
$ou can almost hear tiem -
buzzing in the frozen night
air), the whole scene swathed
in snow and cold and accent-
ed by a strip ofexcremental
shy. It's a hellishly effective

threedlinbns'ibnatity and skewer-
ing notiots blpaiuterly grandeur.

Robert Llnsley also evokes
aspects of l9th+entury painting,
his practiee being inspired by the
social realism ofGustave Courbet
and the leadgcapes of Camille
Corot (Ari exhibition of his recent
work is on at Simon Fraser Gal-
lery, SFU, Buirraby, until Oet. U:

Altho'rgh acutely aware of all
the critical and eonceptual argu-
ments against painting, Linsley
still chooses to exercise his ide-
olggies il oil on carivas. As is
noted in tbe sbow's catalogue,
Linsleyb ideologies arent tlat far
ofrthose ofall the photoconcep
tual JeffWallites in town. And
although their clirity, scale and
impact are not as great, Linsleyb
paintings often bring Wall's back-
lit Cibachrome transparencies to
mind. For instance, Linsley's 1902
painting Froser Rhrr Iandscape I,
with its horizontal format, bright
blue slv and industrial erosion of
the natural landscape, is immedi-
ately suggestive ofWall's 198?
workThp Oll,hison.

Given the intense and complex
interaction between painting and
photography over the past 150
years, and the easy access to visu-
al information that photography
affords painters, it is amazing that
Linsley's realism is not directly

ate and so evocative, can wield
such physical as well as emotional
power. Relinquishing its sensu-
ousness and physicality to the
more austere remove oftext or
PhOtatechnolog maY be more
than manyartists can bear.

a
Aln recsmnwnd.eil:
Paul Kuhn: Silts: these elegant

formal exercises by the Calgary-
based Kuhn are less about paint-
ing than about paint, suggesting
tbat Alberta may be the last bas-
tion of post-painterly abstraction.
At Diane Farris Gallery, 1565 West
Seventl Ave., until Sept. 28. +

Waking up the 'undead'
Bv ROBIN LAURENCE

epresentational painting in the
1990s is a beleaguered activity,
bombarded by accusations and
advocacies, cirtled round by criti-

cal discourse and cultural theory.
Not the least of painting's diffrculties is its sutr

posed state ofnon-being: painting, after all, was
declared dead a couple ofdecades ago, which
would make all that heavily pigmented, hpo
dimensional stuff currently showing in Vancouver
galleries a kind ofhorror - a long; lucrative night
ofthe living dead.

But ifpainting really is "undead"
or "vampiric" (as phote
tableaw artist Jeff Wall once
wittily remarked) why do highly
informed young artists still call
it up ffom the grave of art histo
ry? Why do they feel compelled
by the act of smearing pigment
across canvas or board in evo
cation ofsomething else? Quite
apart from art market consider-
ations, what is the attraction
about?

Lucy Hogg seems to use
painting as a means ofrenego-
tiating its own critical demise.
In a recent worlc Wdxnded
Wo'rrior I and Il she engages
in issues of representation,
originaliS, masculinity and
romantic "self-expression"
Her huge canvases (on vierr at
the Teck Gallery SliWest
Hastings St., until Sept.2D are
ambitious reworkings oftwo early
l9th-century paintings by 1b6e
dore G€ricault.

As essayist laura Lamb points
out, Hogg uses art historical
appropriation imnically, not to
further demolish the claims of
expressive painting as a creative
activity but to reinvest it with
meaning to reJegitimize iL
Hogg's allusions to G6ricault, it
seems, are as much a critique of
the recent art practice ofappm-
priation'as ofthe old art practice.
ofpainting.

Which is not to say that Hogg
endorses the romantie style by
which G6rcault's nilitary subject
matter is realized - all the jab'
bing ofpaint brushes and waving
ofswords, all the rearing ofhors-
es and stampeding ofsensibili-
ties, all the feverishly imagined
clamor and tumult of war.

Hogg's work asls us to consider
painting's relationship to the corr'
struction of "heroic" masculine
identity and, at the same time,
deconstructs both mark-making
and mimeticism.

Working flom photocopies of
reproductions, Ilogg flatteln and
mottles her brush strokes, drops
out realistic details, realigns ges-
ture into pattern, acidifies colors
and paints up rcd and blue lines
ofgridwork In her deft applica-
tion ofpaint she subverts her own
skill, undermining illusions of

WOUNDED

KEEFER STREEI Robert Linsley, elokes historical comparison

nediated onaided by photograltc
Prucess is a purpoaeftHy.altl ."

quated kind ofdeclaration in bis
work landscapes are painted on
site, and figurative.works are
painted from models, withwort-
ing drawings and notations devel-
oped in pencil, chartoal and oil
stetches. It's not clear, however, if
Linsleyl embrace of l9th<entury
techniques is entirely successful.

Although impelled bycontempo
rary political and economic con-
cerns, including depiction ofcul
tural interfaces and generational
conflicts, Linsley's large paintings,
Keefer Street andT'hzWedge, don't
really come off They're too

t-' The Woek€dd Sr



Wounded Warriors: Lucy Hogg
An E;ssrlg bg Laura Lamb

Appropriat ion as a strategy for painters

h a s  t a k e n  a  n u m b e r  o f  t u r n s  s i n c e
S h e r r i e  L e v i n e  e x h i b i t e d  r e p l i c a s  o f
famous modern is t  pa int ings in  the ear ly
1980's. As the practice has evolved and
then so l id i f ied in to a tastefu l  but  some-
what  l is t less academic genre,  appropr i -
a t ion has become a k ind of  borrowing
w h i c h . a t t e m p t s  t o  m a i n t a i n  t h e
D u c h a m p i a n  s u g g e s t i o n  t h a t  t h e r e  i s
noth ing to  repay whi le  at  the same t ime
sly ly  h in t ing at  homage.  Unfor tunate ly
i t  o f t e n  f a l l s  s h o r t  o f  e v e n  t h a t  a n d
b e c o m e s  a  p e t t y  c r i m e  w i t h  a l l  t h e
f i nesse  o f  a  mugg ing ,  and  a l l  t he  pu r -
p o s e  o f  v a n d a l i s m ,  b u t  w i t h o u t  t h e
romance of either.

Romance,  in  fact  is  exact ly  what  most
a r t i s t s  dea l i ng  w i th  app rop r ia t i on  a re
t ry ing to  avoid,  as wel l  as other  re la ted
qual i t ies such as sensual i ty ,  luxury and
hero i c  sca le ,  wh ich  made  pa in t i ng  the
dominan t  wes te rn  a r t  f o rm up  to  and
i n c l u d i n g  M o d e r n i s m .  T h e  r o m a n t i c
not ion of  or ig ina l i ty  -  wi th  i ts  baggage
o f  mascu l i ne  he ro i c  i nd i v idua l i sm and
i ts  connect ion to  ar t  as the product ion

o f  r a r e  l u x u r y  c o m m o d i t i e s  -  i s  o f
course the very th ing that  has been so
t h o r o u g h l y  c h a l l e n g e d  b y  L e v i n e  a n d
others.  The ideologica l  gears of  roman-
t ic ism have been exposed and i ts  qual i -

t ies can no longer  be regarded as natur-
al attr ibutes of art.

By  choos ing  to  exh ib i t  r ep roduc t i ons
and copies of art ists such as Kandinsky
a n d  E g o n  S c h i e l e ,  L e v i n e  s i n g l e d  o u t
exp ress ion i sm fo r  a t tack .  Th i s  made
e x p l i c i t  a n  i m p l i c i t  p o s i t i o n  o f  m u c h
post-conceptual art - art which deliber-

ately says nothing about the art ist as a
sensing corpora l  be ing (and very l i t t le
a b o u t  t h e  a r t i s t  a s  a  t h i n k i n g  b e i n g
e i t h e r ) .  R a t h e r  t h a n  c e l e b r a t i n g  t h e
ar t is t  e i ther  as a unique ind iv idual  or  as
an ent i ty  who is  mere ly  being wr i t ten or
drawn by culture, this art is mostly con-
cerned wi th  educat ing (and somet imes
perhaps amusing)  the audience.

The  Roman t i c i sm o f  Ger i cau l t  was  i n
par t  a  react ion to  an ear l ier  vers ion of
th is  very ro le  for  ar t .  The pre-eminent
t h e o r i s t  o f  R o m a n t i c  l i t e r a t u r e ,  M . H .
Abrams,  named the pr imar i ly  audience-
centred ro le  for  baroque and neo-c lass i -
ca l  ar t  o f  the 18th century the "prag-

mat ic" .  Ar t 's  purpose was to  " teac l t

and del ight" .  In  contrast ,  the romant ic
idea of the "expressive" function of art
-  t o  exp ress  the  though ts  ,  f ee l i ngs
and "vegetable genius"  of  the ar t is t  -

b e g a n  t o  d o m i n a t e  i n  t h e  n i n e t e e n t h
century and,  in  sp i te  of  the ef for ts  of
conceptualists, has never completely let
go  o f  t he  pub l i c  imag ina t i on .

In  pract ice,  or ig ina l i ty  is  s t i l l  an impor-
tan t  va lue  even  w i th in  the  a r t  i ns t i t u -
t ions where Levine has prospered.  Her
work and her  ind iv idual i ty  are ce lebrat -



e d  b y  c o n t e m p o r a r y  a r t  m a g a z i n e s ,
b o o k s ,  m u s e u m s  a n d  m a r k e t s .  S h e
made her  mark against  the cu l t  o f  ind i -
v idual i ty  by doing someth ing d i f ferent
f i r s t .  H e r  a c t ,  a n d  h e r  " u n o r i g i n a l "

product  as a re l ic  o f  that  act ,  s t i l l  ga in
v a l u e  b y  v i r t u e  o f  t h e i r  u n i q u e n e s s .
W h i l e  m a n y  a r t i s t s  h a v e  b e c o m e
bogged down beneath these contradic-
t ions,  i t  is  wi th in  them that  Lucy Hogg's
work plays. The wounded warriors are
not  just  Hogg's  painted commentary on
current  cu l tura l  problems and ar t  h is tor -
ica l  issues,  they are very much Hogg's
paintings.

Ger icaul t 's  s ty le  is  s t i l l  d imly  v is ib le  too,
to  about  the same degree as i t  would be
t o  t h o s e  o f  u s  w h o  c a  n  n o t  v i s i t  h  i s
paint ings in  the Louvre,  and who know
s u c h  w o r k s  o n l y  t h r o u g h  b o o k s  o r
sl ides. Hogg painted from xerox copies
of  reproduct ions;  between her  or ig ina l
and  Ger i cau l t ' s  l i e  two  d i s tanc ing  l ay -
ers.  Remin iscent  o f  the crude reproduc-
t i ve  e f fec ts  o f  xe rox  mach ines ,  Hogg
has bui l t  up the p ic tures in  l i t t le  b i ts  o f
rather  jar r ing co lour ,  each brushstroke
si t t ing on top of  the dark underpaint ing
s e p a r a t e  a n d  e q u a l .  T h i s  e g a l i t a r i a n
patterning has various effects. l t  l imits
the fee l ing of  depth and p ic tor ia l  space
wh ich  i n  t u rn  d im in i shes  the  d rama o f
the narrat ive.  The reconstruct ions are
no longer  pr imar i ly  the romant ic  s tor ies
of  so ld iery  which Ger icaul t  const ructed,
but  instead another  k ind of  romance -

the act  o f  pa int ing.

One of  the most  impor tant  s ign i f iers  of
exp ress i v i t y  i n  pa in t i ng  has  been  the
art ist 's activity made evident on the sur-
face  o f  t he  work .  Hogg ' s  ges tu re ,  a
met i cu lous ,  repe t i t i ve  s t rok ing ,  com-
pared  to  the  v io len t  pa in t  f l i ng ing  o f
m o s t  a r t i s t s  l a b e l e d  e x p r e s s i o n i s t ,
appears  subdued .  Hogg ' s  ve ry  ac t  o f
copy ing  bo th  d i spe l s  and  re jec ts  the

n o t i o n  o f  f r e e d o m  w h i c h  h a s  b e e n
attached to the various expressionisms.
She has clearly absorbed the post-mod-
e rn  unders tand ing  o f  t he  i nd i v idua l  as
someone upon whom cul ture is  wr i t ing
i t se l f .  The  pa t te rn ing ,  comb ined  w i th
c o l o u r  c o n t r a s t s  w h i c h  v i b r a t e  w e l l
beyond  tas te fu lness ,  and  sca le  l a rge r
than domestic comfort, lead to a feeling
of psychedelic vert igo, a transcendental
sensat ion of  pat terned connectedness
be tween  e lemen ts  usua l l y  cons ide red
s e p a r a t e  o r  o p p o s i n g ,  i n  t h i s  c a s e
between subject/background, f lesh/fab-
r i c ,  p a i n t e r / p a i n t i n g ,  o r i g i n a l / c o p y ,
horse/rider.

L i ke  Lev ine ,  Hogg  has  chosen  as  he r
subject  an ar t is t  who is  emblemat ic  of
expressivity and romanticism. The con-
nection between these art historical val-
ues and patr iarchal  codes is  h igh l ighted
in  Hogg 's  work  th rough  he r  cho ice  o f
images which refer  d i rect ly  wi th in  the i r
na r ra t i ves  to  ma le  he ro i sm,  v io lence ,
domina t i on  o f  na tu re  and  imper ia l i sm.
But Hogg's pictures are neither repeat-
ing Levines 's  ev iscerat ing i ron ic  proce-
d u r e ,  n o r  a r e  t h e y  a p p r o p r i a t i o n s .
Ins tead  they  a re  recons t ruc t i ons ,  and
through the corpora l  act iv i ty  o f  recon-
struction they are also re-expressions.

This broadsheet accompanies the exhibi-
ti"on Wounded Wqrriors bg Lucg Hogg
held at the Teck Galterg, Simon Fraser
Untuersitg. August 23 to September 25,
1993.
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