


out such an impasse within the hermetic 

occlusions of modernism. 

Perhaps in this there is an attempt to 

divert interpretation back from the infin­

ity of an undifferentiated semiology, the 

jingling of an overactive chain of signifi­

cation, to the ongoing circulation of 

meanings like the circulation of fluids -

oil, water or - hot air, say - through 

the conduits emerging from the hidden 

core of the building, the Frontenac. This 

building, where Arden lives, provides 

living quarters for artists, curators, archi­

tects and other such workers in the pro­

duction of meaning. Within this economy, 

the boiler room functions literally and 

materially as the base in the basement 

which underwrites the surface production 

and thereby refers to an institutional 

critique generated in the late sixties by 

conceptual art. 

The six smaller photographs show an 

area and contents usually nor seen by the 

residents of the Frontenac, bur one that 

would seem to be the workspace of an 

absent janitor or caretaker. This usually 

dark place is now well lit to allow its 

photograhic representation and the 

intrusion of us, the viewers, into this 

absent worker's inner sphere. And so we 

are given admission to where the sun 

don't shine, the powerful lamps penetrat­

ing the darkness and eroticising this tra­

ditionally male workplace. The larger 

photograph, separated from the rest on 

its own wall close to the flat black 

monochrome, gives us a gander at the Big 

Daddy boiler, in full frontal extreme, 

pressing right up close to the edges of the 

photograph. Arden lays claim to Wols as 

the historical precursor of his pictorial 

practice in this series, as we can see from 

the attention paid to the detritus and 

instruments of industrial society in these 

pictures - all the stray bits of scrap, bun­

dles of plastic-bagged god-knows-what, 

pails and coils of hose or pipe, ladders 

and abandoned cisterns, etc. 
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Images 90 
■ Euclid Theatre, Toronto

The "Images 90" festival offered an 

assemblage of film and video makers, 

workshops geared to their professional 

needs and screenings of nearly 90 alter­

native films and videos. Now in its third 

year, the six-day festival is hosted by 

Northern Visions, a group of indepen­

dent media workers. This year, program­

mers from five regions of Canada chose 

work from all over the world, reflecting a 

remarkable scope of concerns, including 

those of Feminism; First Nations People; 

Gay and Lesbian Rights; Racism; AIDS 

Education and Activism; Art Criticism; 

Self-definition and Self-determination; 

Alcoholism and Drug Addiction; 

Colonisation; Displacement and 

Rootedness; Cultural Assimilation vs 

Multiculturalism; and Capitalism and 

Consumer Culture. 

There is no presumption in this 

review to pass fair and thorough com­

ment on such an ambitious and eclectic 

exercise. Instead, I will discuss how cer­

tain of these works, through myriad 

strategies, successfully address the issues 

at hand, with the acknowledgement that 

others, for various reasons, fail to do so. 

All of the works in the festival are, or 
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at least intend to be, critical of the hege­

mony of dominant cultural values. They 

position themselves ideologically as 

"other" than the mainstream. Many, 

though not all of the works, by virtue of 

the ways in which they're made, are criti­

cal of prevailing values in commercial 

films and in popular television. Pregnant 

wich Dreams, a tape about the 1987 

Encuentro Feminista Latinamericano y 

de\ Caribe by Mexican artist Julia Barco, 

is a moving affirmation of women's 

potential for empowerment through soli­

darity, and an exhilarating call to action 

for those who've reached the limits of 

their victimisation by military, political, 

religious or personal domination. 

Avoiding the slick, sterile production 

values of so many institutional documen­

taries, the tape has a direct and "dirty" 

style, having been recorded mostly in 

available light. Pointing out that social 

and individual needs come together in 

women, this raw, earthy document 

invites the women to speak for them­

selves without the intervention of 

authoritarian voice-overs. Despite the 

rough "look" of the tape, Barco's editing 

is highly sophisticated, and she avoids 

the merely didactic while orchestrating 

an intimate, lengthy and patient engage­

ment with the process employed by these 

women in assessing past gains and future 
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