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Luiug this colour with suci precise tean-
ing perhaps too conveniently Tits the cu-
ratorial premise. Are all things pink a
reference to femininity? Knight's
presentation of the hfe of an snonymous
aun is seen 10 be “an allusion (o the ques-
ton of the patriarchal tendency 1o censor
many female contributions 1o history ™,
Does the artisi as a seventeenth-century
impostor/nun necessanly critique this sit-
uation? While the show guite legiti-
mately calls for a feminist reading,
some of Clay’s critical requirements
seem forced.

Women’s issues are undeniably
found within these works, but they are

* suggested ruther than pronounced. They
. are conccaled, like the shitting personae
- and personalities of the artists them-

sclves. This deliberate concealing and
revealing is interesting ia itsclf, how-
ever, and significant to our understand-
ing of the on-going struggle for defini-
tion and self-definition in womien’s art.
The recogninion of this perplexing con-
dition is perhaps the real valucof “Tng-
ger'.

Merike Talve

Grunt Or Artspeak
Charles H. Scott Gallery
Vancouver

Junc 51029

Curators Glenn Alteen, Ellen Rumsay
und Cate Rimmer included worksby 16
artists representing three Vancouver
galleries — Grunt, Or, and Artspeak . All
three of the contributing galleries were
established by artists Yor arusts, rellect-
ive of scif-help ind sharing wchivities.
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As an insiitutional venue with a prom-
inent focation, the Chares 13, Scutt Gal-
lery extended access 1o i Jurger, mowe
affluent and diverse audience than these
gatleries can draw o their own modest,
out-of-the-way premises. The show dis-
played sensitivity 1o proportion, concem
for a bruad range ol envitonmental
issues (from investiganons of yvolume to
practicul meuns of recychng waste), snd
a self-effacing sense of humour.

The eahibition space was divided into
three scetions with works represennng
ciuch gallery grouped together. To rep-
resent the Or, Etlen Ramsay chose large
works: constructions of sieel, woodand
concrete by David Congdon und Warren
Murfit, figurative psintings by Catha-
rine Junes ind an expancive Ekachrome
triptych by Sheila Hall. The Or's own
exhibit space ~ recently destroyed n a
fire —~was extrenely small, four by six
metres, and was used primarily for
instaltations like those prescoted in this
show. A single large construction
placed in the Or Gallery tvok on a cer-
taie presencz, and it was this strong
sense of the physical that characterized
Or exhibits. This feeling was missing at
the Charles H. Scott Gallery: in con-
irast, works were crammed together in
an arrangement that imadz it ditfiouit for
the viewer © focus i a pauttc ular picce.

In gencral termns the Or presentation
drew attention Lo the solidity of environ-
ment and the processes of churting and
traversing it. Sheila Hull's seascape,
tiled Synchronicity, comprises three en-
larged close-ups of sund dunes and wo
smaller photographs of a coastal high-
way inscrted i the central close-up on
its diagonals. Imprints in the dunes sug-
gest malleability, vet the ambiguity of
these footprints and windmatks, and
their siructural prominence within the
wurk, dJenote duratilite and make the
o] appear 1rivoious by contrist. The
position of e twa imapes of the road
sugmests i lokang pathr and therifore wn-
phes chowee  These sugpestions are
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made graciously so thit coneentual can-
sideration is snvated Lut not denanded.

The same wis true of the Artspea: ex-
hibit. Establishied in 1986 by the Koot-
enay School of Writing s s centre for
visual and Banpuage arts, Artspenk sceks
to promote discounse between thoue dis-
ciplines. Readings by writers from the
school were scheduled in conjum.tion
with the exhibit, but surprisingly linle
reliance upon text was apparent in the
visual presentation. Insiead, literary
aspects derived from the artists' inter-
ests in identity, identificaiion by record-
ing, and the presentztion of sequzntial
visual images. The strongest works of
the show were 10 be found here: a thiee-
part video, Utopias it a Little Box by
Laura Lamb, and The modern business
hen has no time for frunily duiies, a four-
part, mixed medis puncl by Doug
M:nday. Lamb filtned translucent sub-
stunces such as glasy and water moving
Ikrough topographics of malerials with
domestic or feminine assacistions, such
as sewing notions and fubric, perfume
bottles and plastic wrap. Doug
Munday's pancl, made froum varouy
reproduction processes, graphic and pho-
tographic printing, contains images of
hens and sore fect being souked. Both
the images and the image-making pro-
cesses wryly link artistic and doimestic
issues ol reproduction. Worksby Lornae
Brown, Reid Shic:. Nuncy Shaw,
Dezanna Ferguson, and Kathryn Mac-
Leod were also shown. While most
were mixed mmedizi, alt of the works used
photographic elements tosug gestthie pho-
tographic as the meeting pont of tan-
guage and visual acts, particularly regard-
ing issues of idznlity.

The Grunt exinibit featured examples
of wwork that has recetved considerable
attention and favourabiz response in
nmerous exhibits ut Giuat and its wsso-
cie pallery. Pitt Internatiowal, during
the fust yeur junk asacmblage snd toy-
ii\e modelling. Akthouph Glena Alteen
also selected puintings by Gariy Ross
and Hillery Waod, the ost stikiog

works he prosented were Bill Reiic's
paiuted cluy model of & mussive public
butlding, Sralinistic Grandewr, und as-
scinblages by Daav MacNab and Gary
Ouimet made from used materials and
discards, such as shards of glass, bits of
wire, pipes, bent screens, scrap lumber,
and braken applisnces. Assemblage of
itus sort has historical precedent but re-
mains rclatively free of technical and crit-
icill expeciations. Jis present scope {or
aesthetic expression and socio-pelitical
satire s therefore broader than other
visua arts and givess the viewer the wide
range of emotional choice asseciated
with nusic.

Moving through the antediluvian sil-
vaging efforts of Grunt and back to the
post-industrial, high-tech constructions
ptesented by Or, the viewer could sense
the strong commitment of these artists
to place. Their arimaking engages the
siational rather than the romantic,
characteristic g has beecome increas-
ingly prominent in Vancouver ari. Lack
of meaningful institutional and pro-
vincial support und the inaccessibility
of commercial gailerics have wracd
these artists into survivalists. The greal-
er comniunity of thic city, labouring
under similar conditions, may find
inspiration in this work. But in another
important aspect, the creation and main-
tenance of alternative working spaces,
this show failed 10 achieve its potential.
A viewer unlamiliar with receni devcl-
opments within the Vancouver art com-
munity, from the “*October Show™ of
1983 iand the **'Warehouse Show™ of
1984 10 the recent **Broken Muse™ ex-
hibit, would not appreciate why these
galleries were established or their impor-
tunce. The show Jucked adeguate his-
tories of these gulicries and the speci-
fic circumstances ot the arustic com-
munity duning their evolution. Thiese his-
torits would have established a clearer,
more meansglul representation of the

imiportance of Gnmt, Or, and Artspeuk
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