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I'm not sure I should characterize vhat I’m éeins htra a8 u reviev. Gr rather,
let me characterize it as precisely a revievt a rcvi«v of Philip Fbak talkiﬁg
to us about hia construction of this exhibi%ion.

‘Subjects in Pictures is not to be understood as simply six artists showing
works of art. And because it is not, never was intended as such, the'suhject

of this exhibition is a thesis whichk Philip Yonk presented last year at the
Rivoli, and published later in the lay issue of Van-uard !a;azine. *his Places
- ‘the artists included in the exhibitior as representatives; if we have troudle

" with trat, let us consider more carefull; the very subject of ”tilip's tresiss:
tte construction of sut jecthood in.subject-matter. . The work of these artiste
will be seer (has been seen) in other contexts, ard while here thej act as
réprcsentatives, that will become only a ﬁart of a complex Uistory of 'teing
geen! for cach of them; or ag Philip Yonk would say, of their relationship to
"she look'. That DRilip is hinself = male subjecting these seﬁtﬁ extists to

»

his lock Is only a dramatization of the couwlevz  tEat istory.

“Ang 28 we shall see, that somrloxity is 2 ‘ezdy icip at°d Jat i“ -“ﬁlxp‘
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Subjeets in .1c§u*cg, tica, regins nt 4ke Qivoli znd was fi-s, ,;bl sled i
Yay as an attaek bty Philip ilonk on‘expresslonlsu. Yot expreaa;num&u iu ité
crude sty 115 tic resurgence, so muclh, tul on tle zotien of expressian.sw, and
Philip attached tlis notion to 2 particular social circuastance in u‘¢ck\men:s,
iat is, males - found thezselves. Tis aitack could thereforerye seen &g an
uttuCk ox male art in T ronto, or at lezst certain male articte in Teronto
Man

Let me guote from that article: Philip has just characterized Tare de °u rre's

pointing ac "ikiltistic expre i nigz". Te thex ont:rues~
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ve necggsarily should sive value 4
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Subjectivity as a tern is not souethi:
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is truly sutjestive, hcwever, is socidl; it ie not 2 iattcr of

preecnce cor ex;raaslo“. Satjectivity is a process exacted in tre co
tetwecen the gﬁﬁxie ard private. It
to the pu*lic, c“ject ive, rational, uccknical, Shatever., Suujectivit; ic not
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unity of & consciousness as compensation for frustration elsewhere. It seems
historically that when men can no longer act in the world, they recuperate that
castery subjectively. The conditions and sites of subjectivity are in active,
contradictory process - constructed in totality, not consumed as content. One
can te complicit in that construction through consumption of that content or
act within the constraints of that construction through recognition of its

~ making. Representation seems to me to be a more otjective condition and avoids

subjectivity, or at least it displays one's place within it. Expression does

not. The work by women to be discussed has a more intinmate knowledge of and car
for the conditions of representation. To have the conditions of representation
inscrited within one, socially, not essentially or biologically, is to be aware

of the gonditions of representation in every aspect of one's own representationa

practice.

This passage is in fact the introduction to Philip's exhibition. In the article

Philip discussed all the artists in Subjects in Pictures except for Sandra leigs

and Nancy Johnson, and these two artists are included in the exhibition in order
to allow Philip to develop his argument more fully. What is his argument, how
does he develop it, and how successful is it? The Vanguard article was quite
accessible in its style, something which Philip's development of that article
in the catalogue is not. I am ambivalent on the merits of this. Read as a
public or informational document, Philip's catalogue essay appears to be'near
incomprehensible to the average reader. It fails as a tool of education, but

perhaps more profoundly it fails - because it promises - to connect with tlose

‘who would most naturally be his audience and his strength: artists and those

who appreciate art. The failure, however, is not to be blamed only on Philip.
Read as a treatise, as literature, if you like, it is poetic, logical, and - yes -
patient in its argumentation. It succeeds sometimes well, sometimes obviously,
as an interconnected series of personal notations by Philip faced with not
simply the paintings (which, after all, he has choreographed), but with the

task of painting. I said that Philip's essay failed for tje average reader.

I mnean by that each of us when we read 'as the avgrage reader' - something we do
most of the time. What is required is simply W0 reé& in a different manner, a
manner in which the aﬁility of words to carry more than one nuance ia accepted.
I am therefore not g;oing to 'translate! Tlilip lonk's arjument. I am going to
extract passages from it and knit theu together as é,series of developing
fragments in order to 'reconstruct' Lis argument for jyou in kis own words, I
will thern closc with a brief sumiary of low I see the argucient, and what I think

\



1t ‘accouplishes.
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n Pictires By Philip Monk.

For this exhibition, "subjects in pictures" is to be taken doubly. There are
~ subjects of pictumand ‘lﬁbjccti in pictures, The ﬁictur‘c is a means of

~ depicting su‘bjccta as content and representing subjects as individuala: in
ahcrt, subject-matter and subjectl .ocd. ,

In subjecting the viewer to its look and construction. the’ imcgc ‘helps constitute
a subject. | That ccnst;:ucticn occurs as an idcclcgical process. TFor the
purposes of this essay,’ subjectivity is acccpted as & social ccnatructicn.

 The subjcct, 1ike ms.ng. is never stable. In this exhibitiom ot six women
artists, the ucrk is conscious of, if it does not purtuc it as a &irect theme,
thc aubjectica of women in representation. But it is also much wmore, for the
wark takes itself as & site for the. construction of subject ivit; in general and
~ for the quesiioning of identity. In the case of artists, women are rastering
‘subjects; but as women they are traditionally mastered subjects. Therefore the
artist is a mastcring/mastcre& subject. The work Ly these artists ‘situates
subjectivity in and as an ordes of representation. Ve are sub,,cc»cd to the
.im&gav, a M"reality™ that Las the power to. constitite our very selves., Vhether all
the works are as direct as t,uis. &ll depict one form of the subjective momcxit,
‘the conditions for the constitution of fhe & bject - and its undoing.

’.I‘.’hc \fcrks ¥y these artista register and- disphy the ci'fcctc of the ix:abc, the
process by which one is made into a pro&uct. or in other ucréc a subject, Thc
turning of an individual into a subject is an active and ccntimai tc‘mpml prcccsa
by which a static structure is instituted and social relations sre maintained.
This process has its objcctivc and subjective moments, or rather an cbjtctiw .

" structure and a sub;';cctivc yrocccc. The works by the artists divide ncas thcsc
‘Mobjective" and "au&jcctivc" lines, (Objective and cuhjcctivc are not to be
_opposed as a‘bsolutcs in their conventional senses.) Janic Gurney and Joanne Tod -
rest ‘on the side of the objective (the cb;}cctimx‘::hin rcprescntnticn. that is);
smm;a Alexander, Sandra Neigs and Shirley Wiltasilo "err" on the side of the
nuhjcctivc. And Kancy Jchnson cccma to occupy a middle ground between -the two.

.. The paintings or cmticns by Janice Gurney a.nd Joanne Tod ut up cb*cctivc
relations. .of w thir the work as references tc pwcr rchticns outside it, _
‘ : or relations between image and viewer, That is, the
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cquetiw structures of Gm-m‘s and Tod's vork set up the conditions for a

' mtivo (1«&0@&1} process to take place. In their own case, that

bJe is shakeg.by the contradictary mitim of the artist that have

_ been described here. (The position of mastersd r.) 1In the works by
 Alexander, Meigs and Viitasslo ve vitness. the m ‘transformed. Ve are not

/- given an w that m ‘be taken as objectively constituted or that ‘can be
received as subjective impression. It is (in other words) neither iwhtin
nor expressive. The wocus of id&alogictl transformation is more than inpl:led:
its Qynamic precaas is taken over, distorted, exaggerated, cnd:mg m.u in
catastrophe, This image of catastrophn mrkn a limit, a structural and social
11m1t, we could say, ﬁm‘t couldbepomdby%ht mmo:m (Gurney a.nd
".l‘od), but Rot enacted. Rather than create enblens cf failed aaeinl intemntion,
for mmder. Heigzs and mitualo remunutim becomes a site of activity,

" of the eggressive struggle of representation against representation. The middle
term between these two types is found in Naney Johnson's drewings. This work
starts with the interiorization of the look, ‘and ends in a lock: tmt is solf- .
direeted, but that directs itself to and froc an irage. - : '

| . The artists share a place, a situation and a practice. 'I":eir mtm!. concerns
are re‘xlizcd within the processes of content and the temporali‘.:y of Iookin._,

(Inte"est:[n" - enough, ..ilip then goes on to canei&er each artist in ’c'.xrn
‘ alphnbetically. rether than by the groupings he has phctd thex into. This
serves to undemine, I suspect’ intent*onall. t..e absaiute qﬁalit* imp.ied -4
such grouping.) . . ' : E

- Shelagh Adoxander

That suo,,ectiv:!.t, is a process of eonstmtion res.nfcrced at every mozent can
perhaps best be shown in a’ narrative. There, izages ‘and razutim recur in a
omporal structuré that is similar to the construction of the m’b,,cct or the
{:aptxxrinb of the individual ‘in ideologye. shelag* Alexanger'a photam;s..ic
work situdtes itsclf at ‘the juncture of the i..zage and rarrative and p%aes two
processes. Oaz t"e one hand it elaaorates a yme;s wherety the sudbject is
carried thrm@.. and paaitiane& ina strncture of reaeived imgu. On the' cﬂm-
hand it deconstmts these imazes in a reeonstructim of space. The Mr and
the pathos of the image in The Sem mbul: st serieg is really a pttbolosy of the
irage.
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Janice Gurney

For a nwiber of years Janice Curney has been patiently exploring a complex Qexus
of inheritances from the past - history, tiology and tradition. She situates
herself doubly to the images she receives, re-presents amd represents, thgpse
that come to her as a social (sacxallzed) individual and those that come to her
as an artist. It is this double inflection that allows her work to question
jdentity and power relations in history tut also in the very situation and
practice of the artist. Tre-inseparability of p:actice and representation
leads to fragmentation. Fraguentation is a condition of representation here.
The artist enters into identity with this £ragmentation7but as a difference, and
not a desire for a lost unity. Rather, understanding is achieved through

maintaining that division within the look.

Nanecy Johnson

The graphic notations of Mancy Johnson's gouaches sketch out the relations that
issue in the look. mhis look facilitates the transfer of a secure identity
maintained in a proximate physicality to a problematic identity established at
a distance. In this latter, identity is held in an image or the look of another.
If this identity is established as a separation in the history of each individual,
the direction of Johson's work has been to probe its ambiguities and seek a
resolution on the levels of content, process and image. It is language rather
than image that institutes that separation; language sets up the subject-object
relation through its predicative capacity. 3ut it recruits the image to a
special role. If language also enters Johnson's drawings, and if a psychoanalytic
theory underlies the notions of identity and loss there, these drawings try to
overcome that separation through the pleasure of making and the pleasure of
viewing., Notably at times the text is phonic; its articulation signifies either
the pleasure of repetition or an anxious cry at the threat of this cut of
separation.

P
Sandra eips ~ 2.

e -
Sandra lieigs'! installations are dramas in which actions are focused even though

the whole subject may be dissolule or obsessive. They are false scenes, muiti-
media 'operas' in which pseudo-melodramas of solitude are enacted. These
dramas are played out in the space and time of installation, and its moments and

actions are recorded in the different media of watercolour (or gouache) and
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film and audio tapes. Film and watercolour expand and contract moments,
focusing and dissolving the scenes in gestures and actions. Both observer and
observed are disconnected: the latter unconsciously performing rituals in the
midst of activity, the former alienated from action through consciousness.

(As Meigs puts it in discussing one of the workss) "That is why gestures were
featured. The gesture is the most minimal action. As a minimal, yet willed,
event, the gesture contains personal signs, social signs, and worldly objective

signs."

Joanne Tod

‘ Representatlon itself can ve taken as a commodlty form through which (among other
thlngs) women are constituted as subjects and consumed as objects. The image
then is no sinmple presentatlon, and relations do not exist only within it. Outside
of its commodity status, we can determine at least three other relations in

Joanne Tod's paintings: relations within the image; a relation of the artist

to the painting (but also to the image);'a relation of the viewer to the image (tu
also to the painting). These are not natural relations: tue first as the
obtjective support of vision; the second of tue traﬁsparency of the artist to

the work; the third of the iumediacy and pleasure of viewing. Just as a depiction
is already a social rela*lon, these are all socially constructed positions. And
we shall find that they énter into 1dent1tv witl: one another through their status:
constructions. That one's place is a contradictory inhabitation that society
cannot resolve is pursued in the image of the "other". Identity and defacement
are realized within the structure of this "other". The work reveals the logic

of the "other" to be'a logic of exclusion. Identity with another takes place thren
through an identification in what is the same, or rather in what is\ggég the saze.

Even as a woran producer, the artist undergoes this reproduction.

Shifley iitasalo

An exhitition of paintings is not a series of isolated igstances; together they
compose a space, the space of an 1ns»a11a»10u,<§ space that includes tle viewer;
and they construct a fraue, that of the gallqry.‘ﬁﬁe can designate tlhiree spaces
successively situated within larger frames: the interior "spaée" of the painting;
the space of the gallery; the space of the "real". Uiat are the relations
between thex? Vhat mediates the public and prlvage, the personal and the social?

What constitutes the subject in these spaces, split tetween these relations?



What is between these spaces first presents itself as an absence: the frame,

Since that which presents itself in an absence is a representation, the frame
partakes of that construct, and has a constitutive capacity and function. And

the subject is constituted in that split., Mediation occurs through the frame,

The frame is not only a container, it is a relay: it mediates the inside to the
outside and the outside to the inside, the viewer to a content. Shirley Wiitasalo!
paintings address this mock dialogue. |

Within each of these paintings we find an internal frame., The inner frame
functions to divide but also to display the dissolution of the boundaries
between interior and exterior, public and private, and so-called subjectivity and
objectivity. It is a fulcrum in the vacillation between containment and
catastrophe. But contary to its appearance, dissolution is a sign of the
construction of the interior by the exterior, of the private by the public.

The inner frame mimes the edge of the canvas, which is the literal division
between outside and inside. By the evidence of the inner frame, hLowever, that
division between viewer and viewed is not as secure as the edge seems definitive.
The frame institutes boundaries and mediates relations. But because the
mediation (in her work) is one of reproduction (whether a TV image, an interior
room or external architectural space), a structure mediates or delivers the
individual to the social. One realizes that the divisions between the so-called
inside and outside are socially set, while the social continuity breaks cdown that .
division at the same time, penetrating and determining the private. Wiitasalo's
paintings show the construction but also the‘fragility of the subject in

construction.

Briefly, then, Philip Monk attempts to introduce us to an understanding of

. representation, of pictures, as a subjectivity which is constituted in three
parts; and significantly here by six artists who are women. Significantly,
because as women they are subjects in our society in a way in which men are not,
and that 'subjecthood' enables them to address the social institutions
'paradoxically' from a position of objectivity. It is $his gender-related
position, a position quite teyond questions of xQpd or bad, right or wrong,
male or female as positive or negzative attrithtes; which delivers to these women
the (unsolicited) dialectic between tremselves as persons and as representers,
"socially mastered" and "ideologically mastering". It is not that women artists
are better than men artists (or indeed the reverse'); it is that both mern and

women are served at this point by the circumstances of women artists.
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This circumstance Philip defines in his understanding of the current power
available to representation as Laving three legitimate modes: an address which
critiques the destructiveness of social institutions; an address which critiques
the destruction of those social institutions; an address which critiques the -
relations occupied by the individual between the destructiveness and the
destruction of those social institutions. And while Philip registers those
three modes separately between three groups of six artists, I would understand
him to mean that these modes are in fact simultaneously present in different

degrees within the subject-matter and subjecthood of each of the six artists.

Vhat does Philip accomplish here? VWhatever it is, I do not believe it has
anything to do witk béing true, or false, because Philip's thesis really

' only underlines the widely accepted understanding that making art is not a

neutral activity in which an individual transcends Lis or her social conditiors,
but is, rather, a dialectical process in which the artist's social conditioning
and Lis or her response to it ie the sutject of that dialectic. And this
understanding is so central to the way in which we view art that ite truth or
falséhood is only an aspect of our seeing. It follows that gender will

carry certain privileges, and flaws, On the other hand, it would be difficult
to take Philip's positioning of male/female artists literally; I do not thirk

. he intends us to see his position as one of social determinism, since tliere

would then be no dialectic. I accept his distinction simply as one which refers
to socialization as a function, one which peints to a role of representation
which engages with our current understanding of constructive meaning. In
pointing to these wouen artists, Philip is pointing to an understanding of
representation which has nothing peculiarly female about it, though women

may have a particular investment in it.

In stating that Philip has simply underlined a familiar and accepted understanding
of the role of art as dialectical representation, that is to say, critical

and self-critical socialized consciousness, I do not meap to belittle what
Philip accomplishes. I said that there was pog}ig in his writing. Quite

apart from the intellectual range of his thegis, which.is no mean feat of
elucidation in itself, Philip gives us a feeling for the complexitydof tre
relations we have between public and private. Uis writing StruCturé is

itself a fundamental part of his ability to infecﬁ us with that complexity.

It is, fiﬁélly, not what Philip has to say about the artists in this exhibition,



but how he says it, how his writing acts out a parallel to the processes
established by the artists, that makes his construction useful, influential,
and sometimes arresting. And because this is the case, Philip does in the
end return us to the. artists as more than representatives for his thesis.

His writing becomes an analogue for the paintings, and this does become, then,
an exhibition of six - individual - artists.
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