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Raymond Boisjoly (born in Langley, British Columbia, 1981) is an artist of
Haida and Québécois descent, living and working in Vancouver. Boisjoly’s
practice operates as active speculation; engaging issues of aboriginality,
language as cultural practice, and the experiential aspects of materiality.
Boisjoly has presented work in solo and group exhibitions at institutions
including the Senter for Nordlige Folk, Manndalen; Simon Fraser University,
Vancouver; Esker Foundation, Calgary; Catriona Jeffries Gallery, Vancouver;
The Contemporary Art Gallery, Vancouver; The Power Plant, Toronto; and
Western Bridge, Seattle. Boisjoly is participating in SITE Santa Fe, and

La Biennale de Montréal. He is represented by Catriona Jeffries Gallery in
Vancouver.

Adad Hannah (born in New York, USA, 1971) is well known for his cleverly
staged videos that often revisit or re-enact artworks or historical photographs.
Hannah has exhibited nationally and internationally, including at the Prague
and Liverpool biennials. He has been long-listed for the Sobey Art Award three
times, and his work is in many public and private collections including the
National Gallery of Canada and the Musée des beaux-arts de Montréal. Hannah
lives and works between Montreal and Vancouver and he is represented by
Pierre-Francgois Ouellette art contemporain, Montreal and Equinox Gallery,
Vancouver.

Ken Lum (born in Vancouver, British Columbia, 1956) is a distinguished

artist, writer, educator, and curator. Lum’s teaching career includes an extended
term at University of British Columbia, Vancouver, with additional teaching
positions at Bard College, Annandale-on-Hudson, Ecole Nationale Supérieure
des Beaux-Arts, Paris, the Akademie der Bildenden Kunst, Munich, California
College of the Arts, San Francisco, and the China Art Academy, Hangzhou.
Lum is currently the director of the Undergraduate Fine Arts program at the
University of Pennsylvania School of Design. He is co-founder and founding
editor of Yishu Journal of Contemporary Chinese Art, and was co-curator of the
7th Sharjah Biennial (2005), and Shanghai Modern: 1919-1945 (2005). Lum
has exhibited widely, including the Sdo Paulo Biennial, the Shanghai Biennale,
Documenta 11, the Istanbul Biennial, and the Gwangju Biennale. He is currently
represented by Marc Jancou Gallery, New York; Galerie Nelson-Freeman, Paris;
Galerie Christian Nagel, Berlin; Misa Shin Gallery, Tokyo; and L.A.Galerie,
Frankfurt. Lum lives and works in Philadelphia.

Kevin Schmidt (born in Ottawa, Ontario, 1972) works primarily in photography
and video. He has a strong interest in landscape, music, spectacle, and popular
culture and has presented his work in solo and group exhibitions across Canada,
the United States and Europe, including exhibitions at Musée d’art contemporain
de Montréal, Montréal; The Power Plant, Toronto; Art Gallery of Alberta,
Edmonton; and the Vancouver Art Gallery. Schmidt is represented by Catriona
Jeffries Gallery in Vancouver. He works between Vancouver and Berlin.

"SIBOA

(0T uey} 210w J0J 99eds uonIqIyxa AI9A sIy} ur suny sgunured oy ], "UONIA[0d
jusuewad oy} JO sno[oNU oY) pauLIoy P15 oy ‘SorreIodweIuod 1Y) PuL UdAJS

Jo dnoin) a3 Aq s3unured 197310 USZOP © Y)Im FUO[R ‘[OPUSIA P, ‘Oesoweu

s A19[1e3 oy) £q G961 Ul A19[[BS 9y} 03 pajeuOo(] "UONOI[[0d JusueuLad A1o[[en) 1y
[OPUSIA 93 Ul I10M Ao © SI (Jodse[ Teou surejunow) pajizjuy) ‘SLIBH UQIMB T,

~Adwod 9q 03 s1eadde yorym aoeds e

y3noxy) 10430 yoed jodpge A[[edrsAyd ueo s3ury,, ;juswale)s urjodwos 1ayjous
SoYeW JH . "PAIAAIS U2IQ SBY JOBIUOD [BIISAYd A1) 19)J8 Q0URISIP © I8 IOYJO [OBd
Uo 108 0} 2NUNUOD JAYIO YILD YIIM JOBIUOD UT UG U0 JARY YIIYMm SSUIY],,
:sare[ndns 10178] Y] "UOIFLIUO)) JO JOBIUOD) JO MBT JU} PUB AJLIR[IUIS JO MBT 9U)
:so[drourid [euonepunoy oM} payIIudPI I9zel 213vpy onayinduidg Jo e[[aI1quin
o 1opu() “aIneIAI pue A30710ydAsd uo seouanuI SULINPUD pue ‘A30[0100S pue
A3ojodoryiue Jo spjoy SUISIOWR-UY) U0 douanyul punojoid e pey y3nog uapjon
2y ‘0681 ul paysiqnd 1s11] ‘UOISI[oI PUL JIFLW UO JSIIBAI) [RUIUDS SIY Ul JOZBI]
931090 sowref 3s13ojodoIyiue Aq PIsn W) B WOIJ PIALIDP ST I} UOHIQIYXD YT

“A)uap! pue ‘pooyuoneu AI0J111d} Jo

51daou0o uo puedxd 0} — JPIWYIS UIAY PUE ‘WNT USY ‘YeuueH pepy ‘Ajolstog
puowAey — s}snIe ueipeue)) A1e1odudjuod Inoj Jo JIom a4} YSnoay)  YiIou o,
JO uren1d) xo[dwod oY) y3noIy) JIOANSUBW 0} SYIIS UONIGIYXD oY [, ‘KBME JBJ WIS
IoAou Aoty 39X “oxe] k& Jo ‘Furddoroino Axoor e ‘ourd pojsim) € 23S SUOAUR [[Im
Iou “u1v u12]d ua poyured seisia sunsud ou e 1Y [, JudsaId ATUTRIIOO ISOW ST I
nq ‘. JIoMm O1U0dT SLLeH udIme T Jo syead paddes-mous Jerjiure] ayj 99s J0U [[Im
KI91Te3 2} 03 SIONSIA "2IUST AU} JO SWOIPI A[qBZIUS0021 Ay} ur ojerodo AIoLns
jou so0p Jey) 2dedspue| UBIpeUR)) O} INOGE UONIQIYXS UR ST 213Uy d1jayinduldg

{,0S 31 ST AYAN 00B[dSIp 03 JNOLFIP A[QIPIIOUT OI8 SSOUIIP[IM WILIOU

Jo sadon odeospue] uerpeue)) 194 “JUSWUOIAUD [e0ISAYd d13 pasdife A[[edrper
set] Juowdo[oAp 201n0S31 JAISSAIZ3Y odeospue [eontjod oy} parndyuodar
aaey Korjod uS1o10] pue o1)SOWOP UBIPLUL) 0} SOSURYD ‘SILOA JUDAI U]

‘Juowdo]oAap 103 odLI pue ‘s90IN0SAI UT JUBpUNQE ‘AINBoq [BINJBU Ul

youLI ST epeur)) :Jur[[d) a1e adeospue| oy jo suonordap reindod -ooerd pajdoadun
pue ‘powrejun ‘ounstid e st uonipen odeospue| ueipeue)) 9y} Jo sIoyIne ay) Aq
pajowoid se Anunod Y], ‘WsI[euoljeu pue uoneu — jydnoy) Arerodw)uod ur
adeospue] 0} AjIuyge Ue YIm SPIOM U0 0M) I[N J0U IY1050) payjouy] dIe
suonejuosaldor )1 pue pue| oYL, ‘AL0ISIE] 11E piigy UI SOAISSQO UeLIg, O Uyof
UBLIOISIY JJB Sy "PROIQE BPBUR)) PUE dWOY Je 2019eId onsnie pauyap yjoq sey
KuoFoid 111 pue u2AS Jo dnoiry oy Jo uononpoid oy, -odedspue] wISYIIOU
9Y) YIIM UOIOIUUOD I[[OqUIAS SUONS B PAUIBJUTRW PUB PIJRAN[ND SBY BPRUR))

Sympathetic Magic

June 27 to September 14. 2014

Reader’s Notes by Troy Gronsdahl




Raymond Boisjoly
a relative position and direction, 2014
Acrylic vinyl

Where we were is no longer where we are
and where we will be is not yet.

In his enigmatic text installations, Raymond Boisjoly uses ambiguity

to open multiple readings. His work often meditates on notions of
Aboriginality and tests the certainty of knowledge. For the exhibition,
Boisjoly has applied the principle of perspective to a short text to create a
work of complexity that belies its formal simplicity.

Boisjoly begins his statement by assigning the problem to a place: is he
speaking of a physical territory or is he using the word in a figurative
way? Could it be both? His second word further complicates the
statement: is his use of “we,” the first person plural pronoun, an oblique
reference to the first peoples of Canada? Is he referring to a discrete
group of people or does the group include the viewer? Is it us and them?
Is it something like the “royal we?”” The interpretation of this little two-
letter word changes the reading entirely.

The statement points to a tension between the anticipation of that which
may yet be realized, with the realization that what we have known is

no longer there. We find ourselves in the middle of a process with an
uncertain resolution. How will this play out?

The text is distorted and its legibility changes in relation to the viewer’s
physical position. The artist uses this skewed perspective as a formal
device to introduce the concept of positionality, a term that describes how
the landscape we inhabit informs the way we interpret and understand the
world. As social and political contexts shift, our perspectives change as
well. In this sense, we are always becoming.

Adad Hannah
The Russians, 2011
HD Video

Boy Sitting on a Tire, 4 min 17 s
Russian Woman at Home, 8 min 57 s
Cyclist Stopped on a Path, 5 min 09 s

Soldiers Resting, 5 min 41 s
Two Russian Couples, 5 min 57 s
Six Russians Eating Ice Cream, 4 min 27 s

Adad Hannah’s The Russians series was inspired by early 20th-

century Russian photographer Sergeii Prokudin-Gorskii, who
documented Russian life, cultures and customs during a period of rapid
modernization. In 2010, Hannah visited the Russian countryside near
Saint Petersburg, engaging with local people to produce a large body of
photographs and video portraits.

The artist enlisted a variety of individuals, recording them in domestic
settings, at work, in moments of relaxation or recreation. The poses do
not appear overly contrived, nor does the scene seem staged or dressed
for the camera. The video portraits sit within a documentary tradition,
recording details of Russian life with a veneer of objectivity. As the
subjects attempt to hold their poses, however, subtle movements draw
attention to the mutually performative acts of posing and taking a
photograph. The physical movements of Hannah’s subjects are revealing
— they shift uncomfortably, their eyes dart nervously. The encounter
between photographer and subject is palpable, and creates tension in the
work.

Hannah'’s project rubs against the problems of representation in the
documentary tradition by making evident the hierarchical power dynamic
between the subject, the author, and the viewer. His beautifully composed
photographic images pique the viewer’s curiosity in the other while
revealing the subjectivity of the photographer.

Kevin Schmidt
A Sign in the Northwest Passage, 2010
LightJet print, cedar frame

Wild Signals, 2007
HD video, 9 min 42 s

Kevin Schmidt’s photograph, 4 Sign in the Northwest Passage,
documents the artist’s project that took place near Tuktoyaktuk,
Northwest Territories. Working with local guides and workers, Schmidt
installed a large handmade sign displaying apocalyptic text from the
Book of Revelations. The artist posted the warning on the Arctic ice of
the Northwest Passage. In anticipation of the seasonal melt, the sign was
designed to float away, broadcasting its apocalyptic message to unknown
places.

The sign lists a variety of horrors that will mark the end of the world
and has the visual treatment of a homespun doomsday proclamation

— perhaps the kind scrawled on a signboard or the side of a van. Such
prophesies usually recede into the noisy clutter of the urban environment
and may be received with disinterest or derision. It is not apparent

if anyone will encounter Schmidt’s ominous warning and there is
something mildly absurd in this artistic proposition. There is humour

in this work, but it is not flippant or frivolous. Situating the sign in the
physical and political crux of the debate on Arctic development and
climate change is a politically charged act.

In his video installation, Wild Signals, the artist stages a choreographed
light show in a winter landscape. Against a backdrop of mountains

and snow, a fog and light display accompanies a sparse five-note
composition. The soundtrack was inspired by the Steven Spielberg film
Close Encounters of the Third Kind — scientists in the film use a variation
of five tones to communicate with a visiting spaceship. Who is the artist
reaching out to? The lights have an otherworldly visual effect, evoking
sci-fi imagery or the striking natural phenomenon of the northern lights.
It is also, most certainly, a rock show. The lighting rig and speakers are
plunked in the centre of an otherwise perfect landscape composition,

as if to compete with the aesthetic allure of a pristine winter scene. The
wry spectacle of music, smoke and lights suggests how encounters with
nature are highly mediated. How is one’s experience of a place shaped by
representations of it?

Ken Lum

Cheeseburger, 2011

Chromogenic print on archival paper

Collection of the Mendel Art Gallery.

Purchased with the support of the Canada Council
for the Arts Acquisition Assistance program 2012.

Ken Lum’s experience as a Chinese Canadian living in East Vancouver
has informed much of his art practice. In his signature works, the artist
pairs portraits with text to explore issues of identity within the context of
immigration and globalization.

Lum photographs his subjects within ordinary but staged situations and
juxtaposes the image with text. In his 2011 work, Cheeseburger, Lum
photographed a male subject in a commercial kitchen. This is a familiar
scene: a worker pauses for a cigarette and a brief moment of rest from
the demands of restaurant work. The photograph is juxtaposed with a
list of menu items from a typical Chinese Canadian restaurant — the sort
that has populated small towns in the province and in most urban centres
across the country. The text might read like folksy shorthand for a kind of
banal Canadian multicultural experience. This juxtaposition of text and
photographic image situates issues of cultural identity, labour and class
distinctions within a familiar context.

It is not apparent if the photograph is a candid portrait in the tradition

of street photography or if it has been orchestrated for the camera. This
ambiguity invites a moment of pause to consider the subject, and the
idea of the subject. The term has many connotations: a subject is both a
topic for discussion or art making but it also refers to an individual under
the control of the state or crown. Canadians are subjected to laws that
prohibit certain types of behavior, policies, institutions and spaces that
promote others. How is our identity shaped by the social and political
structures that frame our public selves?



