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The School of Image Arts

A Brief History
k

?
   After serving three years as a rehabilitation base for veterans of the Second World War, teaching 
skills and trades that would help them integrate into society, the Ryerson Institute of Technology was 
founded on September 16, 1948. 
   The institute first offered skills-based, two-year programs, including a School of Photography where 
students specialized in either black-and-white photography or colour technology. 
   In 1950, the school was renamed the Photographic Arts Department, and began offering courses in 
film.
   “The idea that you could have a film program and a photography program in one school was driven 
by this premise ‘Well they’re using the same material, they’re using film! They need to know how to 
expose it, know about cameras, lenses and lighting,’” remarks Robert Burley, a Ryerson alumnus and 
established fine arts photographer who now teaches in the photography program.
   “There were of course different spaces that were created, but the idea was that you could move back 
and fourth in the technology. We had those basic principles in common.”
   A student in the ‘70s who returned to teach in the ‘90s, Burley has seen the school through many 
different phases of its existence. Even if the programs were not solely focused on the technical and 
included conceptual elements, the structure of the Photographic Arts Department was centered on 
similar technologies. 
   In 1970, the school added a third stream titled media studies. All students completed a common 
first year before deciding to specialize in either photography, film or media studies. This third stream 
drastically broadened the artistic scope of the school to include other mediums such as printmaking, 
sculpture, and life drawing. 
   The addition of this stream — as well as the continued emphasis on art history, theory, philosophy 
and other areas of study that were having large impacts on the art world — highlighted the school’s 
mandate to educate students on the ever-changing outside world of art. 
   Using this third stream the school was able to include as many available and significant changing 
technologies or devices as necessary into the school’s curriculum. This worked to provide students with 
adequate and realistic training for life after school, and also forced the other two streams to define 
their own individual identities as traditional and evolving processes for that time period. 

   During the 1980s, digital technologies were gradually starting to expand to more easily accessible 
devices. By the mid-1980s, the Internet was being offered to members of the general public by 
commercial service providers, marking a significant change to global industries and communication. 
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   These changes occurred in the image-making world as 
well, starting in 1986 when Kodak invented the first mega-
pixel sensor and began incorporating it into their camera 
products. By 1988 early versions of software programs 
like Adobe Illustrator and Photoshop were starting to be 
distributed. Even within the early stages, these technologies 
appeared as valuable tools that would only become more 
utilized as time passed. 

   The students and faculty at Ryerson’s Photographic Arts 
Department were not immune to the growing fascination 
with digital. The first observable curricular shift came in 
1984, with the restructure of the school’s streams and 
the renaming of Media Studies to Media Arts, showing 
the school’s continued emphasis on acknowledging its 
function as a place where technological and artistic practices 
converge.  
   Instead of having three separate streams where students 
specialized in their desired field, the students would all 
complete two initial years of study where they could gain 
some knowledge in the technologies of each stream. 
   At this time the digital component consisted of studies 
on software and animation. The curricular structure of 
the school was focused on allowing students to participate 
in a plethora of available medias, both traditional and 
contemporary, before narrowing in on a definitive area of 
study. This structure remained within the school for over a 
decade, until another modification in 1996. 

   This modification was intended to better facilitate the 
incorporation of new technologies in image-making 
practices; the Photographic Arts Department would be 
divided into three distinctive streams with a shared first year 
to integrate them. photography and film still retained their 
places as streams of the school; the third was created as an 
avenue for people who wanted to primarily engage with new 
ideas surrounding digital art, it was called new media.  
   To mark this added platform, the department changed 
its name in 1997 to the Ryerson School of Image Arts. In 
a year-end review, the chair of the school Brian Damude 
commented: 

1948 

1950

1970

1984

1986

1988

Ryerson Institute of 
Technology founded

The School of Photography 
was renamed Photographic 
Arts Department

The school added a third 
stream titled media studies

Media Studies changed to 
Media Arts

Kodak invented the first 
mega-pixel sensor

Early versions of software 
programs like Adobe 
Illustrator and Photoshop 
were starting to be 
distributed

1997 Ryerson’s Department of 
Film and Photography 
was renamed the School of 
Image Arts
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   “Ryerson’s Department of Film and Photography was renamed the School of Image Arts to reflect 
the radical changes that have taken place both at Ryerson and in photographic imaging practice. The 
new curriculum permits students to take courses outside their core area of study and to graduate with 
skills that prepare them to work in a variety of newly converging media disciplines.” 
   The school realized the necessity of a third stream to incorporate new devices and to allow students 
to work in a variety of disciplines. However, when bringing on new media and technologies they 
inscribed in them a specific perspective, and at the core of these decisions was always a mandate that 
was focused on the image. 
   The choice to rename the Photographic Arts Department to the School of Image Arts at the 
commencement of new media shows this directive. The mediums and operations within that image 
were not dictated, but the acknowledgement of its presence was principle to the structure of the 
school. 

   As the school attempted different curriculums and programs there was also a concurrent evolution 
taking place in the outside horizons of the contemporary art world. 
   In the ‘80s and ‘90s, many image-based artists began testing out digital phenomena and utilizing 
them for their work. For example, even photographers who were still shooting in film began to scan 
their negatives so as to manipulate them in Photoshop and print them digitally, saving them the 
laborious effort of the darkroom. 
   Artists who embraced these techniques sought to expand their practices and incorporate whatever 
devices or media they saw fit to express their thoughts or create their ideas. 
   For instance David Rokeby, an artist who would go on to be Ryerson Gallery’s artist in residence in 
2011, began a project in the early 1980s titled Very Nervous System. This work incorporated video 
cameras, synthesizers, computers and a sound system to create sound or music from body movements 
and gestures of a participant.
   Rokeby is just one of many artists who began to delve deeper into the many possibilities offered by 
the digital revolution. During this time artwork was often produced that did not necessarily fit into 
traditional, established categories, but crossed over or blurred lines between them, making multimedia 
or hybrid work.  

   As the School of Image Arts entered the new millennium, this desire to learn and expand, to cross 
platforms and practices, was gaining more momentum. 
   Burley states there was still a lot of cross-teaching throughout the school, and courses that students 
from the three streams could take together. However, this blending of mediums was not ideal for all, 
and sometimes caused frustration. Discussing this time in the school’s history he says: 
   “The three programs, photography, film, new media really started to work on defining themselves 
and I think that desire to define themselves and their curriculum was driven by the phenomena 
whereby everything was starting to overlap and meld together.”

   Over the first decade of this new millennium, each program worked to find its stride; this was not 
done free of tensions. The mark of digital technologies, and how their presence and use could be 
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uniquely incorporated into each stream was difficult and 
often the programs ended up crossing over once again. 
   Eventually these tensions would culminate in the 
departure of new media from the School of Image Arts to 
the School of Radio and Television Arts in 2013. With the 
School of Image Arts once again becoming a place for only 
photography and film programs, this could appear as a step 
in the wrong direction, and for some it is. 
   Alex Anderson, the current chair of the School of Image 
Arts, oversaw the new media stream’s departure. She 
discusses some of the issues leading up to their move: 
   “Over the last few years, new media really began to define 
itself around robotics principally, and further away from 
image making, which was the foundation of the School of 
Image Arts. 
   “In discussions — which I’m not going to lie, sometimes 
got quite heated — key faculty in the new media program 
felt restricted by the two other options in the areas where 
they wanted to develop. At the same time, having new 
media there was preventing the other two options from 
developing digitally focused curriculums moving away from 
their solely analog formats, and turning their own programs 
into something more hybrid or cross-disciplinary.” 
   As photography and film attempted to integrate things 
like coding, animation or web into their fields, they stepped 
on the toes of a program trying to keep its own separate 
identity. 
   But this separate identity involved using technologies to 
delve into fields outside of image making, which shifted 
the new media program’s mandate to one that was not 
consistent to that of the School of Image Arts. 
   This, of course, does not mean that new media’s exit from 
Image Arts was unanimous or celebrated, but it seemed 
potentially positive as Anderson explains.
   “Half the new media faculty, not all the faculty, requested 
they wanted to leave Image Arts, and then they approached 
the Provost and said they wanted to take the program to 
RTA. Obviously everyone at Image Arts was fairly upset, but 
their own program was not being developed in Image Arts 

2011 David Rokeby becomes 
the Ryerson Image Centre’s 
Artist in Residence

2013 New media leaves the 
School of Image Arts 

2012 The Ryerson Image Centre 
opens

???? The school of Image Arts 
adds a third stream titled
integrated digital

and neither were the curriculums of film and photography, so we thought that might be a solution for 
everyone to move forward.”

   Now, as we finish the first full school year without the new media program, the school is once again 
striving to effectively integrate as many prevalent technologies as possible, and to create a replacement 
for the former third stream. 
   Like former curriculums in the school, this new program will be a specialty option when entering 
third year called “integrated digital.”
   “The integrated digital option is going to be the technological and curricular bridge (between film 
and photography) and will redirect the school to work more closely together,” says Anderson. “I 
think every program has to have that avant-garde and future focus to its curriculum, and I think we 
now have the structure to do that. Media arts (the third stream started in 1984) was very much a 
cross-disciplinary program, bridging technologies students learned photo, film, they learned a bit of 
everything and that’s our hope for the third program.”
   The school still recognizes the need for a third stream within Image Arts that can help the 
photography and film streams evolve while also being an area where separate, current and emerging 
image-making technologies can be taught. 
   With two streams whose practices are rooted in long histories but also consistently changing, this 
new stream can be hard to uniquely incorporate, so Image Arts is attempting to utilize the prevalence 
or popularity of cross-disciplinary studies. 
   With students being allowed the opportunity to learn aspects of numerous image-making 
technologies the school can represent this necessary third stream while also maintaining its mandate. 
   Over the last sixty-five years the school has gone through many different curriculums and gone 
from the Photographic Arts Department to the School of Image Arts. There of course have been more 
successful times than others, but with this constantly changing digital landscape it is interesting to see 
how the School of Image Arts attempts to incorporate many new technologies and disciplines into the 
image-making curriculum. New media seem to become old media at an ever-faster rate, and as the 
world of contemporary art changes Ryerson’s School of Image Arts will have to as well. 

Photographs courtesy of the Ryerson University Archives

Documents courtesy of Robert Burley
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Mandate
k
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   Function Magazine is a fine art publication distributed annually. It is a periodical whose entire team 
of staff has an annual turnover, and therefore each year’s issue can be far removed from the previous 
one, while being inherently part of a continuing history. Building upon last year’s issue, Function 15 
looks to expand the traditional notion of a magazine by allowing its foundation and content to spread 
freely across multiple platforms simultaneously.

   Today the artist’s studio is not only a physical space but also a virtual one. The Internet has 
accelerated the rate of artistic production  to the point that the artist must exist both physically and 
virtually. If one does not accept this duplication of souls  the flood of the stream is inevitable, and 
the artist will be washed away along with countless Tumblr posts, Facebook statuses, and YouTube 
videos. Function aims to deploy across three main platforms: a printed publication, a downloadable 
PDF version of it, and a website. Function uses Ryerson University as a point of departure to look 
at the physical and virtual artistic outputs of today’s artists, as a way to open up dialogues beyond 
the classroom and expand the network of Ryerson students. This issue of Function presents the three 
versions live within the same arena, one not being greater or lesser in terms of value or prestige, all 
being complementary to the whole. 

   The website, Function-15.com, hosts an exhibition space, featured content, and video interviews. 
The main page is our living and breathing Function Gallery; a virtual gallery that displays a single 
student work for one week. Function-15.com will host and archive all photographic and non-
photographic work, exhibiting the non-photographic based work to its full extent. 

   The PDF version of the print magazine, in its entirety, is downloadable on the website. The 
experience of reading the PDF for the screen-based reader allows for the inclusion of audio, video, and 
links to relevant or referenced material. Furthermore, by making the PDF “word searchable,” Function 
15 authorizes and encourages using the magazine as a research tool.

  The printed publication itself continues the tradition of being home to articles, interviews, and 
featured student work. The publication’s tactile form instills a sense of preciousness and value on its 
limited, and curated, content. The page-based reader is able to enjoy the object’s well-crafted form, 
thus encouraging a sense of ownership and pride over the publication.

   This year we are interested in focusing our gaze toward artists who strive to articulate concepts in the 
most appropriate medium to do so, such as Lili Huston-Herterich, Laurie Kang, Jason Gowans, Max 
Dean, and Gord Peteran. Writers and curators like Heather Corcoran, Lucas Soi, Brad Troemel, and 
Tara Downs will highlight the importance of critical thought, writing, and curatorial programming as 
a way to provide context for an artwork.

   With Function 15 existing as a platform that spreads across multiple mediums, the content and 
artwork featured this year will join the legacy of past issues while also entering into new contexts and 
conversations. In according the content to the form, Function wishes to establish a better and more 
direct link between Ryerson students and other art communities.

1. Romke Hoogwaerts,“Swimming in the Center of the Earth.”  Mossless Magazine Issue 2

1.

http://www.function-15.com/
http://www.function-15.com/
http://lilihustonherterich.com/
http://www.lauriekang.com/
http://www.jasongowans.com/
http://maxdean.grandportfolio.com/
http://maxdean.grandportfolio.com/
http://www.gordpeteran.com/
http://rhizome.org/profile/heathercorc/
http://www.soifischer.com/
http://main.bradtroemel.com/
http://tomorrowgallery.info/
http://store.mosslessmagazine.com/product/swimming-in-the-center-of-the-earth
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A Lecture Commisioned by LUFF Art + Dialogue
k
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   Brad Troemel is an artist and writer from Chicago, Illinois. Troemel received a bachelor’s degree in 
visual and critical studies from the School of the Art Institute of Chicago, which he attended between 
2007-2010. From there Troemel went on to earn a master of fine arts from New York University, 
where he studied between 2010-2012. 
   However, the majority of Troemel’s success came from a blog he created with Lauren Christiansen 
called The Jogging. Since 2009, Troemel has become one of the dominant voices in the post-Internet/
new media dialogue, by continuing to make art responding to such topics as the intersection of art 
and social media, and the effects of the Internet on art making. Troemel also continues to write, which 
both creates a context and provides affirmation for his own work. 
   In July 2012, Troemel and fellow Internet artist Parker Ito had an exhibition at Toronto’s Tomorrow 
Gallery entitled Vice Versa. In this exhibition, Troemel displayed obscured images of illegal objects 
purchased on an online black market called The Silk Road. 
   In recent years, Troemel has lectured at institutions including MoMA PS1, New York University, 
The Royal Academy of Art, Rhode Island School of Design, and Concordia University. 
   In October 2013, Brad Troemel returned to Toronto to give an overview of his writings and theories 
that frame his major projects. This lecture was commisioned by LUFF art + dialogue, a multi-platform 
programming body that works in tandem with Thomas Payne Architects in Toronto, as part of a 
lecture series entitled “2013 A Space Odyssey.” The following text is a collection of excerpts from 
Troemel’s lecture that ran 1 hour and 21 minutes. Soon the full interview will be available at www.luff-
art.org. Function 15 presents these experts that not only clarify Troemel’s own practice as an artist and 
writer, but also to provide a conceptual foundation for many ideas that reoccur throughout this issue

Lecture commissioned by LUFF art + dialogue
688 Richmond Street West, #202 
Toronto, ON 

Audio recorded by Natalie Logan and excerpts transcribed by Function Magazine.

~ Dual-Site Galleries ~

I ran a gallery in Chicago called Scott Projects. There are a lot of apartment galleries in Chicago — 
you take your furniture out of your living room and you paint your walls white and you have your 
friends over, and you have some beers and have some art exhibitions — so this was one of those 
examples. 
Throughout this time I was mostly showing undergraduate and graduate students from the Art 
Institute of Chicago, which is where I was going, and then eventually I started showing people from 
outside of Chicago; from Los Angeles, and Berlin, and London, and Toronto. And then people 
stopped going to my gallery which was really disheartening to me, but I noticed in this process that 
the website’s traffic went up exponentially in this switch from showing local people to international 
people, which was really interesting to me. 
So I wrote this essay called “the emergence of dual sites” in 2009, which basically just was an overview 

http://luff-art.org/
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of a series of different galleries that were happening across America at that time, that were not in New 
York or Los Angeles. 
This one right here that I used as the headline for the essay is called Reference Art Gallery, which is in 
Richmond, Virginia. This one is in Pope Swamp Virginia, it is called Jericho Ditch, so it is this little 
shack that is basically used as almost just a stage for install images. And then you have this one, which 
is a similar case in Mexico City it is called Preteen Gallery, run by this guy Gerardo [Contreras], and 
so this was just, once again, a tiny room that would basically function as a space for installation images 
that could then be published on the Internet. And this is how these galleries operated largely being 
known online then whatever their local city was. 
So this is the gist of the essay; so it was around this time then, when I was running the gallery that I 
also started this project called Jogging with another artist, Lauren Christensen. 

~ Athletic Aesthetics ~

Athletic Aesthetics is a term that I cooked up that is meant to define the ways in which people are 
releasing for free an ever-increasing amount of images, music, words, et cetera through social media. 
So the problem and the solution here is attention. So when it comes to garnering attention, art doesn’t 
stand a chance usually against things like people’s lunch decisions and baby photos and scandalous 
selfies, and Facebook comment threads about all-male sculpture shows in Berlin; and so what the thing 
is that athletic aesthetics tries to do is to fight fire with fire basically, producing an ever-greater amount 
of work to ride atop this wave of information bursting at viewers. 
So in this way artists using social media have transformed the notion of a work from being a series of 
isolated projects to a constant broadcast of one’s artistic identity as a recognizable, unique brand. That 
is what the artist once accomplished by making commodities that could maybe stand independently 
from them, is now accomplished from ongoing self-commodification.
This has reversed the traditional recipe that you need to create art to have an audience. Now today on 
social media you need to have an audience in order for what it is that you do to be contextualized as 
art. When we are looking at a screen we don’t really fixate on any bit of information for very long, we 
don’t try and memorize much, the act of scrolling is not used to memorize things but rather to identify 
patterns. 
As Marshall McLuhan said, “our electronically configured world has forced us to move from the 
habit of data classification to a mode of pattern recognition, we can no longer build serially, block by 
block, step by step, because instant communication ensures that all factors of the environment and of 
experience coexist in a state of active interplay.” 
In order to maintain this kind of aerial view that is necessary for patterns to emerge, you have to 
cultivate a disposition of indifference. To be indifferent is to believe that any one thing is as important 
as any other thing. Social media kind of anticipates this but also reinforces this attitude, so it presents 
your friend from high school’s lunch decision, alongside news from Afghanistan, alongside, you know, 
whatever else — there is no difference in size or formatting. 
Athletic Aesthetics inverts this mode of viewership, this indifferent mode of viewership that we all 
kind of exist in as we aimlessly scroll all day. Instead of making it a viewing mode, it creates a mode of 

production instead. Instead of creating a few thoroughly worked-over pieces, the Aesthletes produces a 
constant steam of work in social media to ride atop the wave of viewer’s newsfeeds, or else become the 
wave itself. 
For Aesthletes, the point of their work is not only what it expresses, but the speed at which it is 
expressed. So for the audience, what’s missing — because, you know, they are making tons and 
tons and tons of stuff — for the audience what’s missing in production value is recouped then, or is 
supposedly recouped, in honesty and the kind of personal connection they feel in being able to surveil 
an author so constantly, whose every image, poem, song, video, status update, becomes a chance for 
some type of direct interaction, some type of like or reblog or whatever.
There is a kind of instant validation and instant mode of communication between the viewer and the 
author that maybe is what is offered to recoup the fact that the work is often raw, and maybe slightly 
unfinished. 
Viewers no longer hope for a kind of momentary glance at the artist at an opening, people can 
constantly be liking and sharing and doing whatever with the object of their affection. So the artist’s 
aura has kind of been leveled and spread across dozens of daily opportunities to comment, like, and 
reblog. 
Athletic Aesthetics amounts to the supply side gamification of the art attention economy, so notes and 
reblogs serve as the quantitative basis for influence in an art world where the critics’ written words 
have been stripped of their power. 
Art making has become a fast-paced, high-volume endeavor, analogous to the world of automated, 
high-frequency stock trading, this mode of high-frequency trading, it gets rid of the floor traders with 
unmanned computers who are responsible for moving fractional tiny amounts of money according to 
complicated “if > then” sequences programmed by quantitative analysts. 
With the constant broadcast as a goal, editing oneself becomes a waste of resources. Time spent on 
anything is time worth being redeemed in attention by sharing it, so a private process of refinement, 
the kind of classic notion of a studio, is simply lost time in this attention economy.
For Aesthletes, the studio as a site for self-reflection and craft goes public; there is no middle ground 
or time lapse between production and publicity in this instance. For the audience, what is missing in 
production value is recouped in this honesty, like I said, so the underlying promise of rate-comment-
subscribe culture is that viewers can engage in a more direct form of fandom ,where their tributary 
comments or reblogs are directly acknowledged by artists. 
Eventually, the hope is that they become an element, this feedback from the viewers, becomes an 
element in their creative process, so audiences in this way believe in some sense that they are co-
creators; collaborating with artists by appreciating them publicly.  
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“When the male body is objectified and made available to the gaze, it loses its phallic armour 
and becomes vulnerable.” 

The male form is distinguished to be one robust figure that is constructed as a model of 
vigour, strength and masculinity. As an artist, my practice is inspired by my own refusal 
to conform to this construct. 

My fascination with exploring the male body goes beyond the surface. I am interested 
in what can be inscribed onto the body and the various modes in which I can 
deconstruct it. It is my constant goal to augment the process of stripping the male body 
of its ‘masculine shell,’ without compromising the elegance of its physical form. 

I am driven by the desire to create a strong relationship between myself and the sitter by 
securing him in a space that allows for his vulnerability to flourish and be visualized in 
the most poetic way. The subject’s intimacy goes from latent to nascent, and I oblige to 
the fact that my photographs bear the inevitable capacity to tease, invite or provoke the 
viewer.

Beau Gomez
Overview 2010 - 2014

- Igor Kon 
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Pitkä Koirat: A Horse in the Folds is set in 
a small farming community where an elaborate 
folklore that worships horses used to flourish. 
Arto is the last remaining person who still 
believes in the dated traditions of his people. 
After his mother’s untimely death, Arto has grown 
distant from his friends and family, exiling 
himself in the idea that through death he will be 
reunited with his mother, whom he believes has 
transcended into becoming a horse just like in the 
fables he heard as a kid. Meanwhile his father and 
his best friend try to convince poor Arto that not 
everything is meant to be taken seriously.

The film dances around the border of tragedy and 
satire, forming a concoction of tones that make 
for a truly refreshing motion picture experience. 
It plays off the idea that we as a people laugh at 
what we don’t understand, ultimately bending the 
rules as to when we should laugh at a film and when 
we should grieve for it. 

Pitkä Koirat: A Horse in the Folds will be 
screened along with the other 4th year thesis films 
at the Ryerson University Film Festival in May.
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Importing Auras explores the relationship between objects and their value, and the 
act of documentation. In one instance the project exists as an installation of gallery, in 
another it’s a video slide show documenting that installation. As the work exists in any 
form, it actively is expecting to be documented, as art objects are in a gallery. 

Documentation photos posted online are the primary mode that people will see and 
digest the work, and framing these photos with a white wall behind the art objects — 
having them situated within a gallery space — leverages both the object’s and the artist’s 
prestige. Value is subjective and bizarre and, like information and meaning, can only 
flow through, or be pasted on top of objects. Importing Auras displays found objects as 
artworks. 

The objects are chosen based upon their likeness to descriptions found on Craigslist.
com, of lost items that held particular sentimental value to the original owners. These 
descriptive origin-stories are told through audio within video components of the 
project. The objects are photographed, and these images are, in turn, themselves turned 
into art objects and hung on the gallery wall, waiting to once again be documented and 
circulated online.

Connor Crawford
Importing Auras
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One aspect of my practice that I continue to expand upon is the articulation of certain 
vernacular objective experiences humans have. Using the ideas presented by early-
20th-century metaphysical painters such as Giorgio De Chirico and Carlos Carrà, I 
began to explore the mystery hidden in objects and shapes from everyday life. Werner 
Haftmann’s book Painting in the Twentieth Century (1982) describes metaphysical 
painting in the following way:

“If a neglected object of this kind were forcibly isolated, that is, divested of its warmth and of 
the protective coat of its environment, or even ironically combined with completely unrelated 
things, it would reassert its dignity in the new context and stand there, incomprehensible, 
weird, mysterious.”

This method of viewing is a detached and objective daydream that takes the self through 
the nuances of shape and form. Objects, but more specifically shapes, are the symbolic 
vessels that I use to articulate these experiences. As I continue my practice I look to take 
myself beyond the printed photograph and explore other ways to perform the mystery 
of perceptual experiences.

Jes Cervoni
Overview 2011-2014
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Max Dean & Gord Peteran

The Hand of the Artist
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   Max Dean is a Toronto-based artist who has been producing work for 40 years. Born in Leeds, 
England he obtained a bachelor of art history from the University of British Columbia in 1971. His 
work often deals with the role or responsibility of the audience, and their relationship to the artist 
and artwork. His practice has consisted of video, performance, installation, and photography. Dean is 
not limited to one medium, working with everything from drawing, to cars, to kinetic sculpture, and 
more. 

   Gord Peteran is an artist who works extensively with furniture to create sculptures, drawings, and 
site-specific installations. After graduating from the Ontario College of Art and Design, where he later 
went on to teach, he has made work that has incorporated craft and furniture-making, and dealt with 
the artist’s relationship to the object. He has taught at numerous schools around the world including 
the Rhode Island School of Design and the California College of Arts.

https://vimeo.com/88994112
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Gord Peteran:  I have a number of ideas usually 
generating in my head, germinating in my head, 
but it is not until I get to my studio and face 
having to build them that the idea completes 
itself or becomes visible. 50 per cent of my 
output is speculative objects, 50 per cent is 
commissioned artworks of some sort. My shop 
involves a combination of a woodworking area 
and a metalworking area. I have one assistant 
who has been with me almost 10 years now, and 
who thinks like me, and makes things like me or 
how I like them made.

Max Dean: Well, I think that like you I probably 
think a lot about what I want to do. So there is 
a big process of getting an idea into my brain. 
First it starts off as something really wishy-
washy that I kind of walk around a lot; it is only 
when it starts to germinate that I start to think 
about making it. 
Actually I don’t even want to start about making 
it until I know that I have got it. There’s a 
moment that I know I’ve got it and then it just 
becomes this fabrication, so once it has become 
this fabrication thing then I can move into the 
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studio and make it. The whole idea is that I have 
to get to this point where I know I’ve got it. 
There is a sense of me knowing about it.

There’s certain amounts of resolution that has 
to appear, including a title has to show up, the 
materials have to show up, the form has to show 
up, and the target has to show up; which to me is 
either an exhibition or a client. Because without 
a landing you can falter in making objects, so 
there are a few components that have to show 
up for me. When I see them all fall into place, 
and when I see they do, then I go to the studio. 

Like you, I want all the materials in the house 
once I’ve got the idea and I’m only comfortable 
once I’ve got everything here.

I was thinking about the comparison between 
our practices and, first of all to be making 
artwork, I mean any human activity stems 
from an overcompensation for a perceived 
inadequacy of some sort. That is how everything 
happens. That is the way the human works. So 
if you say that art-making is a therapy — is 

Interview conducted on February 5th, 
2014 at the studio of Max Dean.

Interview conducted by Function 
Magazine.
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attempting to treat a disorder of some sort — it 
is a symptom. We have a colleague that calls our 
work a symptom of whatever the issue is that is 
bothering us. 

Are you aware what your issue is?

Yeah, recently and over the past few years you 
begin to twig. The problem of invisibility, which 
is your problem too, but how we get to that is 
completely different.

Wait a minute, what’s the making part for you? 
Is it the physical part of it? Or is it the making 
of the idea?

Oh, ideas are cheap; they’re a dime a dozen.

No, I disagree with you because that’s my real 
making part.

Yeah, you say that, you know? But, you’re not 
that smart, I know you pretty well, and you 
can’t work things out past a certain degree. 
There is only so far that the human brain can 
take an idea that has to move out into the 
real, which is the transformation the human 
attempts to make. The ideal to the real, which 
is absurd to begin with because it never works, 
but that transformation requires at some point 
to cross a line into the physical.
 There is only so much we can manage inside 
our heads, because inside our heads are ideals; 
they are not real things. They are objects of a 
different nature. Now, what I have realized 
about myself and about other people I watch is 
that everyone chooses a craft that pushes back in 
an exact amount for that person. The pushback 
is really important for the object to appear. 
It is a collision of the ideal and the real and 
then an object pops out; it is a short-circuited 

explanation. 
So, my ideas are really good and I pounce on 
them but it is only 30 per cent. The rest of it 
is as you are working the idea out into the real 
plasticity, so other humans can see the evidence 
of your investigation. When I hear that you 
have people working for you, but you are right 
there hovering, working, crafting.

Oh controlling, come on. I’m totally controlling 
it.

Well that’s it, one thing is overcompensation, 
and the lack of control is the other one. 
Somehow, at an early age, you lost control to 
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carbon fiber body. It was going to look black, 
like this Darth Vader of chairs. 
I was adamant that this had to be wood and the 
minute we got the wood veneer, or parts of the 
wood veneer on, I go, “YES! It’s right there.” So 
the minute it came back into the real world as 
a chair, rather than the Darth Vader of chairs, 
that was where it happened for me. 
So it’s always this kind of shift in the thinking or 
there is a little more to the thinking, but I think 
that is often something that takes place not only 
mentally, but also physically. You have to realize 
it in the studio. It is one thing to think it; it’s 
another thing to do it.   

That’s the interesting moment that has to occur 
under the circumstances of the hand, and being 
physically present. I don’t think that can happen 
prior in your head. The wish for it appears, but 
it doesn’t actually tweak until you’re right there 
with the materials at that moment.

Being present might also be saying being present 
in mind too, or spirit.

OK, whatever makes you present in mind and 
spirit. You will be focused enough to recognize 
when the object speaks and that moment it 
becomes itself and then it has its own words and 
so who signs it. Well we sign it, but maybe the 
object should sign itself, I don’t know.

But it’s a thing. Objects are things; you know 
how busy I am with things. No, you sign it 
because you’re investing in it. So what I would 
say is you’re investing in the object and therefore 
you sign it. 
The object is just a thing; it remains a thing it 
never moves beyond being a thing, that’s the 
definition of an object.

a certain degree, in your brain you thought 
anyway, and this controlling nature comes from 
that. I’m the same way. That’s why we’re friends, 
because we have similar issues.

One of the things that is interesting about this 
discourse from us — which has been going on 
for quite a long time — and the bit that I am 
always curious about is that I would characterize 
our work as insightful. 

We both think our work is good, is that what 
you’re saying?

No, I would say we are much more arrogant 
than that and would say that we are beyond 
good. 

Yeah, we are the best.

We’re up there. I’m not going to say we are the 
best, but the point I want to make is that it 
seems to me that at a certain moment there is a 
twist in the work.  
For example we have both worked with 
furniture, you much more extensively than me, 
but there is a moment when you know you have 
torqued it or twisted it in a certain way and you 
know that that particular twist is insightful. Are 
you aware of it when you hit that moment?

Yeah. You spot it and that doesn’t happen in 
your head, it happens in the studio I think. 
What do you think about that? 

Yeah, I think the situation is that you can say 
‘here’s the thing that might twist it, torque it, 
but now I have to make it real.’ 
Here’s a case in point; I think with the robotic 
chair there was a moment when there was 
some discussion about leaving it within a black 
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issue with ideas and you want to kill them off 
one at a time, and make them go away.

Yeah, of course I do. It’s the idea of things, and 
once we’ve made them, we don’t need them 
anymore because it’s like you’re saying: we’re 
in a path, we’re moving forward. From idea 
to thing like that, right in our brains, then we 
move from the next one to the next one, then 
we move there; then the ones that are back here, 
they’re gone. 

Yeah, but it goes too. The object it becomes 
invisible, moves into the blind spot, it goes right 
in. 

Well, we know certain individuals who would 
find that they would want to argue with that. 
The whole point of their essence is based on the 
fact that they maintain and keep objects.

I’ve never met anyone who was capable 
of sustaining an object, but that’s just my 
experience.

So your notion is that, even though you collect 
objects?

A collector is identical to an artist in every facet 
of their being, there is no difference. And the 
object that they purchase is the single thread 
that unites the two. One [who] can afford them, 
buys the collection, makes the object, gets the 
object. Artists are usually kind of lazy: they don’t 
have any money so they have to make it. One 
drills teeth, gets the money, buys the object. 
The other doesn’t feel like drilling teeth, rents a 
cheap studio, and builds it. When are you going 
to stop making objects?

But I was thinking about how objects come into 
being, following a desire. The human started 
conceptually making cerebral links and leaps, 
and language grunts probably showed up at 
the same time. Objects appear here first. When 
you discover an object you grunt; that’s what I 
mean, that’s all I mean. There are a lot of words 
that are dead true to their meaning.

Dead true?

Execute. We use craft to execute our ideas and it 
often does, it kills them off. We work on a piece 
and the piece is finished and have you ever tried 
to go back and find the original idea. It’s gone

No, no it’s not. 

Can you go back in your head and find it?

No, you didn’t say I had to go back in my head

Well go back in your head and try and find 
the idea after it is built. It’s not there. It’s 
unbelievable.

Why isn’t it there?
Because craft executed it.  

Yeah, it did.

Then what happens — have you ever noticed 
that objects, after their original inception, begin 
to become invisible? 

Of course.

This photograph is — the one you’re setting 
up here and trying to take — is starting at this 
moment to disappear already. So you have an

- THE HAND OF THE ARTIST -
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Never. 

See? You need a psychiatrist. I’m not either; I’m 
going to remake everything on this planet.

Once.

Once; it only needs one and I’m going to sign it. 

You have a lot to do, don’t you?

Yeah.

Is there anything you can’t do? If I said to you, 
“Gord, I want to go to the moon.”

Yeah, I could figure that out. 

Thank you.

Are you the same? You could figure it out?

Yeah, I could figure it out. Clearly, I can’t 
physically get you to the moon, but I can get 
you to the moon.

You can explain to me how to get to the moon?

No, I can get you to the moon. You might never 
leave the studio but you would get to the moon. 
Let’s get back to the notion of making because I 
think there is an essence here. I think one of the 
interesting things about it is that as an activity 
in the 21st century, it’s a pretty interesting one 
because the point of it being from the notion 
of the concept of something right through to 
realization of it, and the finishing of it — even 
the exhibiting of it and the maintenance of it 
— is ongoing and we’re one of the few people 
in the planet that still do that, at least in the 
Western world. 

So we belong in a historical museum?

No, we’re actually at the front end of the pack 
because everyone else has forgotten how to do 
this stuff. I want to be on a desert island or a 
disaster with you rather than a mouth mechanic.   

Oh, Max. What if you get a toothache after I 
punch you because I don’t think we could stand 
each other for too long?

No it’s not that. It’s that I feel like we could figure 
out how to get the tooth out of our mouths, but 
I’m not sure this other person would have that 
kind of skillset. 
So, my sense of although you use a lot of people, 
and we both have done this, I would think 
everything has my touch and it’s maybe not as 
apparent as your touch. 
But you’ve done some pretty esoteric stuff. 
You know and I know that we both do these 
things inside of our pieces that are these little 
references. You tweak something one little way, 
I tweak something a particular way that makes 
it mine.

I think that will become more and more 
apparent in 50 years. Your work will just look 
all the same. 

No, it won’t.

Well mine will. 

I struggled to get to a certain level like that and 
once I got to that level, I stepped back four steps 
to make sure it didn’t look like I had reached 
that level. 
So my level of ‘craft’ now is far superior than it 
was in my mid-thirties, but now I want parts of 
my pieces to look like that. I don’t want them to 
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look sophisticated or resolved. You know what 
I’m talking about you’ve done that. 

Yeah craft, I meant it, executes our ideas. A lot 
of great craftsmen — that’s why there is a field 
called craft. It’s just bad art. Because craft is 
an addictive thing, it’s like a human mastered 
a skill and then if that skill even is allowed to 
take precedent over the idea, even a little bit, it’s 
very visible and it can be very controlling and 
addictive. As a craftsman you have to back up 
and unlearn all those things.

Well that’s what’s so amazing about your work, 
because you undo all of that.

Well I had to for all the reasons you just said. 

One thing I think is important; when you were 
last talking to us, you talked about a piece of 
rope. Do you want to metaphorically describe 
how rope works?

Ok, so a piece of rope; they take jute and twist it 
into sort of reasonably long strands. You know, 
how they did it in the turn of the last century 
is they would take seven — five or seven — 
strands of jute, probably wet, and they twist 
each one individually. 
So if you have a circle of strands going like 
hundreds of feet and you twist it like wool, I 
guess. Certain things fibrous hold together 
as you twist them, and if you keep twisting a 
piece of string at some point it distorts like a 
telephone cord. When it gets to that maximum 
twist and it starts to deflect, then they sort of let 
it go it goes into each other because it’s all even. 
So they all go into each other and it ends up 
looking how rope looks to us, but who’s going 
to cut both ends and what’s going to happen. 

Well, it will all just unravel; well no not exactly 
if you actually study it, each strand is twisting 
in let’s say a clockwise direction and it’s forced 
quite strongly against another one, also trying 
to turn in a clockwise direction. This one is not 
allowed to undo because it is right up against 
one on this side that is trying to go, and one on 
this side that is trying to go.  
What keeps rope together? Only one thing: the 
desire to unravel itself. You have the human 
discovering technologies like that and utilizing 
them; that is actually brilliant. 

One of the things I’m kind of getting at is if you 
look at the description of the rope, that is really 
what we do. That’s when it really works, when 
something—

Take the path of least resistance through the 
idea.

No the idea is so natural, fluid and elegant, and 
all those kinds of things that the minute it tries 
to unwind itself it can’t; it’s just there. 

Yeah, we try to do that under the most unlikely 
circumstances though. We will go into a 
territory of impossibility and try to extract that 
equation out in those circumstances, you and 
me. We won’t take the easy way out that’s a 
problem.

Why would I want to go to the dollar store or 
go to the trade store and buy an entire jungle, 
put it on my desk, photograph it and say that’s 
it? That doesn’t seem like very much fun. 

I heard you. I was with right there with you. I’m 
going to build a jungle here full-size. I thought, 
“Yea, that’s right.” That’s how it’s supposed to be 
done because you have to fight something. It’s 
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Lili Huston-Herterich & Lucas Soi

Social Politics in the Arts & Curatorial Practices
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   Lucas Soi is an independent curator and the founder of Soi Fischer, a private consulting firm based 
in Toronto. Soi studied English at the University of British Columbia. Notable exhibitions that Soi 
has curated under the heading of Soi Fischer have been in galleries such as Cooper Cole, Xpace, and 
Butcher Gallery. Soi has also worked with Erin Stump Projects (ESP), The Power Plant Contemporary 
Art Gallery, and Art Metropole. Soi is the director and curator of the Thematic Residency Program at 
Artscape Gibraltar Point.

   Lili Huston-Herterich is a Toronto-based artist and curator. Originally from Chicago, Huston-
Herterich graduated from York University in 2010 with a bachelor of fine arts in visual art and new 
media. In 2012 Huston-Herterich was awarded the Emerging Visual Artist’s Grant from the Toronto 
Arts Council. Huston-Herterich has exhibited at the Power Plant Contemporary Art Gallery, The 
Museum of Contemporary Canadian Art, Xpace, and Gallery TPW, among others. In 2009, along 
with fellow artist Brad Tinmouth, Huston-Herterich founded Butcher Gallery, which had regular 
exhibitions for three years and is now pursuing “All Terrain” exhibitions. This year, her installation 
work will be exhibited at OCAD University for Nuit Blanche 2014.

https://vimeo.com/88994113
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Function: Let’s start off with having you guys 
explain the history of your friendship and 
collaboration with each other.

Lili Huston-Herterich: We started from 
Vancouver.

Lucas Soi: We met in person in Vancouver after 
we first met on the internet.

Ya we met on the Internet, I think through 
Preteen Gallery, because Lucas had an exhibition 
at Preteen Gallery in 2009.

Right, which is a gallery in Mexico City, and he 
[Gerardo Contreras] was very active in finding 
talent through the Internet which meant he 
had an international scope. He curated Brad 
Tinmouth who was Lili’s partner at Butcher 
Gallery, and I was interested not only because of 
Brad’s practice but because he was from Canada 
and was working out of Toronto. Brad had links 
to all his friends and that’s how I learned about 
Lili and her practice.

I was in an exhibition, the second Soi Fischer 
exhibition, and I met Lucas in person in 
Vancouver in 2010. 

I’m interested in both of your ideas on 
alternative forms of exhibition beyond the 
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white cube. Lucas, you curated an exhibition in 
Ian Scott-Harris’ studio titled The Kitchen and 
Lili; Butcher Gallery is an obvious example of 
this but also more recently the exhibition you 
curated in an abandoned apartment with Nadia 
Belerique titled Don’t Call it a Breakdown, 
Call it a Breakthrough! Is there an aspect of 
institutional critique in these exhibitions, or 
are these alternative locations important to the 
curatorial concept of the exhibitions?

The exhibition that I curated with Nadia 
Belerique was in an empty apartment that we 
mounted in one day and we did not light. It 
was a really spacious apartment with a lot of 
windows. All of the work was lit only by natural 
light and the exhibition obviously changed 
depending on the time of day that you were in 
the space. It was from 1 p.m. to dusk, and then 
after the light ran out in the summer it was over. 
That was a really great experience for me because, 
I mean Butcher Gallery too was in a living room 
and is now All-Terrain, which means that we’re 
doing projects mounted anywhere but a set 
space. 
What I really like about that is not that I find 
a problem with any kind of institutional or 
formalized exhibition space, but I think that 
there’s something to be said about the narrative 
of a space and how that contributes to work. 
Interjecting artwork with atypical spaces is 

Interview conducted on February 7th, 
2014 at 263 Adelaide, Toronto.

Interview conducted by Function 
Magazine.
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really interesting for me. It just seems like an 
extension of my practice, so as an artist and 
curator it feels more just to work with a ready-
made space rather than to work with a blank 
canvas. 

Well I think the show that you recently did 
with Nadia is a great example of what I think 
is a strategy that has developed out of us having 
the Internet. This generation of artists and 
exhibition makers has this incredible platform 
that is a part of everything that we do. If we 
do a physical show in a white cube you’ve got 
documentation, you put that online and that’s 
how everyone sees the show. No one experiences 
the show in person. All of us are learning and 
seeing art virtually. So in Lili’s show, people 
were Instagraming the show at different times 
of the day when they happened to pop in. You 
guys did officially document it, right?

We documented it but not in one instance, we 
documented it over the course of the day.

Right, and so the light in this space is an 
element of the exhibition which you’re not 
going to have in a white cube with static 
florescent lighting. The fact is that we can do 
a show anywhere, because everyone is going to 
see it online, they’re just going to see it through 
documentation. That now frees up all the 
possibilities and potentials. Unfortunately I feel 
like all the existing galleries, for the most part, 
don’t take advantage of all these things. 

The Internet also renders neutral spaces as 
almost too neutral : the walls are desaturated 
and all the photographs are edited a particular 
way to showcase the work. It’s really great 
to put something online that looks different 
because then you start thinking about an image, 
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Lili maybe you could expand a bit more on 
Butcher Gallery going All-Terrain. You guys 
have already done the Air Show publication 
which was really interesting. Maybe you can 
talk a bit about going forward with your plans, 
and the strategy behind going All-Terrain.

Butcher Gallery, since its inception in 2009, was 
located in a living room modified to be a gallery 
space. The first location was in Brad Tinmouth’s 
apartment and we just emptied his living room 
and white-washed everything including the 
floors, and put lights up and mounted group 
exhibitions there for a year and a half. 
Then we moved in together to Parkdale and 
had another opportunity to exhibit in a living 
room, in a bungalow which was a different vibe. 
Actually Lucas, when he first came to Toronto, 
stayed in that room for two or three weeks 
before he found a place, and slept in Butcher 
Gallery. He had a “Soi-Fischer Residency” on 
the pull-out couch. 
We established it because, at least for me it was 
a worthwhile opportunity to make connections 
with these people that I was casually 
corresponding with online. I could call myself a 
co-director without really having any experience 
in co-direction, and just learned through my 
mistakes. It was a really good experience that 
way, but once we got to the point where we had 
already established ourselves it became really 
evident that that space was just a limitation 
rather than any kind of asset. 
So we started All Terrain in the beginning of 
last year in 2013. There was also the issue that 
we are both artists, Brad and I both have our 
own practices and it didn’t feel like we were 
lending anything to these artists. We wanted 
to collaborate more. We decided that what 
we could do to continue as collaborators with 
these artists that we wanted to work with, and 

and what makes an image — what makes 
documentation of an image and what makes an 
image in it of itself. 
All Soi Fischer exhibitions have been 
documented really well, and The Kitchen was a 
good example of it because it was mounted on 
one side of the room, so you could see the entire 
narrative from one perspective, and then there 
were just detail shots of it.

My curatorial practice is based on the idea of 
privileging the exhibition as the ultimate work 
of art, and that requires you to see the entire 
exhibition in one shot. The shows are composed 
in that way, and then you can navigate it and 
start breaking it down into the individual 
components, learning more about the artists 
practices and so on. 
I editorialize my documentation, so I’ll work 
with a professional photographer, and I will 
have already taken all the photos on my digital 
camera and ask the professional photographer 
to replicate the compositions. I know in what 
order I’m going to present all those photographs 
so that as you read it on the web page, I’m 

telling you a story. It’s very conscious and its 
very deliberate. 
That is a way of giving one version of the show 
and then any interested viewer is going to go 
back and look at the pictures differently, and 
search out those detail photographs. It’s an 
amazing medium in which an exhibition maker 
like myself can work, because you do have that 
“IRL,” In Real Life experience. 
You can’t think about only your local audience; 
you have to think about this international 
contemporary art world that we are all trying 
to be a part of. It’s a single dialogue, and its one 
group, and that’s international.
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the pages and rearrange it. Or you can look at 
it as documentation. Now you are investing 
your imagination into thinking about the 
surrounding circumstances.

And documentation as exhibition in it of itself, 
which is something that I work with a lot. 

I think that one thing that we share in our 
respective curatorial practice is that we push the 
artist to exceed their expectations of themselves. 
We push them to learn more about their own 
practice, to discover more through the process 
of working. 
I think that Lili having a concept for her 
exhibition that is very authoritative and requires 
the artist to use what they have in order to 
execute the project. I think artists are given a lot 
of deference, that whatever you do is enough. 
But the fact is that artists are creators, they 
have new ideas all the time, and they love 
nothing more than working, evolving, and 
experimenting. I feel that one aspect of 
curatorial practice can be pitching artists’ ideas 
and giving

therefore respect their practice more than just 
mounting it and then taking it down, was to use 
the space as our main contribution. 
All-Terrain is starting with four exhibitions 
based on the four elements; the first one is air. 
Air Show was an exhibition mounted in mid-
air. We contacted artists from around the world, 
in Canada and elsewhere, and we asked them 
to respond to this prompt of a group exhibition 
mounted in mid-air. It was a very easy metaphor 
to relinquish our bounds, to let go of our 
falls and be more free and lucid, and kind of 
ambiguous. 
The idea was that if we were to receive physical 
work they would be photographed in mid-
air, literally. The documentation of the work 
became the exhibition. The exhibition resulted 
in an artist’s book. It has perforated pages, so 
each page can come out and you can use it as the 
work, separately. You can rearrange the work in 
the book or you can just use it as a book called 
Air Show that is a collection of these 10 artists’ 
response to our circumstances.

The curatorial premise for Air Show is again 
experimenting with the sites of art exhibition 
and where art can live. That was a really extreme 
initiative and the question is, is the art living 
in a publication, is the exhibition space in the 
pages of a book or is that just documentation 
of that physical experience of it being in the air? 

People used to ask us that all the time when it 
first came out, and my response is really pushy 
and not very accommodating, and it’s that 
this is the exhibition. You are experiencing the 
exhibition. The exhibition is in this format.

So you can choose to view it aesthetically, like 
how image is juxtaposed with image due to the 
format of how a book is. Or you can take out 

- SOCIAL POLITICS IN THE ARTS & CURATORIAL PRACTICES -
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them new scenarios and opportunities that they 
can respond to.
I feel that is a total win-win situation. It makes 
for a more dynamic and exciting exhibition and 
it also helps the artist be seen in a greater light.

It requires a particular kind of artist too. My idea 
was that if someone’s down to work with me at 
Butcher Gallery, then their practice has gotten 
to a point in which I feel I can get behind. 
I’m interested in artists who have an expanded 
notion of their practice. It’s an easy way to gage 
whether or not you are compatible to work with 
someone, if they’re open to your proposal. If 
they’re not then that means you’re not working 
with an artist that you can get anything out of. 
It’s a very good PH test.

If I’m not mistaken you started your curatorial 
practice to broaden your social world, and 
you’ve always worked very closely with 
everyone. Versus my practice, that I think the 
first four shows I did I didn’t know 70 per cent 
of the artists in those group shows. I just saw 
objects, or an image of an object online and I 
asked them to mail it to me. 
My practice was that very traditional curatorial 
over-seer and organizer of objects, and just 
coming up with original theses after the fact, 
after I’d gotten the work together and then 
working backwards, saying “Why did I bring 
this work together and what does it have in 
common? Can I come with an overarching 
theme or thesis to link it all?” 
Now it’s naturally progressed into working 
very closely with individuals who I see on a 
regular basis that I know personally. But it’s still 
important to me to always have a broad scope. 
Every exhibition I do has a local, a national, 
and an international artist involved. That’s just 
to create links between these disparate practices 

geographically by showing that we’re all working 
in the same line of thought. 
Because I was working with objects, the artist 
didn’t have to leave their comfort zone in order 
to participate in the exhibition, yet in the 
result that final exhibition, they saw their work 
presented in a totally new light. 

We used to fabricate artists’ work. We would 
ask them for their concept or maybe see a work 
online and say this is really great. 
“Andreas Banderas, you make installation work 
with a mirror and all these different arbitrary 
elements, we’d love this. You’re in Oslo; we have 
zero budget. Give us instructions on how to 
make it and a list of materials and we’ll make 
it and photograph it for you and get your 
approval.” 
Nadia and I did that also with Aude Pariset, 
who’s an artist from Paris. She got us to make 
this very unusual sculpture that we made the 
night before the opening. But that’s no skin off 
their back. We’ll do the work for you.

Lucas, in reading the exhibition statements 
produced by Soi Fischer, I see a common theme 
of building a back-story, or narrative context, 
for each exhibition that goes beyond art theory;
whether it is 19th century France and the 
production of silk (De-Accessioned), or the 
American dot-com boom in the 1990’s (At the 
Long Table). And Lili you recently employed 
a similar technique with your exhibition 
Pleasure of a Lazy Laity, where you provided an 
exhibition text, written by Jessica Carroll, that 
when paired with the documentation images, 
told the story of the artist and two friends in  
the space. I would be interested in hearing both 
of your thoughts on the use of narratives in your 
curatorial and artistic practices.

- SOCIAL POLITICS IN THE ARTS & CURATORIAL PRACTICES -
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The classic definition of a curator as a caretaker 
of ancient objects that were selected by other 
people still holds true to this day, in museum 
studies and people who study art history. While 
a curator can be administrator or a researcher, 
the curator can also be an artist. I believe that is 
the foundation of my practice because I started 
as an artist. 
The idea of coming up with a unique thesis, 
a concept, in which to do a show stems from 
that original impulse. Toronto has a very unique 
precedence in curatorial practice where the 
curator acts as an auteur. They are the ultimate 
author of the exhibition and they can include 
not only contemporary art objects — living 
artists’ work — but also memorabilia. 
Ydessa Hendeles, who is very famous in Toronto, 
started as a collector then ran a commercial 
gallery for many years, and then started her 
curatorial practice. Now she’s actually evolved 
into an artist. So she kind of did it backwards; 
usually it goes artist to curator, to collector, 
to dealer. In any case we have this amazing 
example where she would just show a whole 
bunch of stuff that meant a lot to her, yet there 
was a through line and all these disparate objects 
shared a single idea behind them. 
Most recently we’ve seen that influence in the 
last exhibition at the Power Plant, Mica Lexier’s 
One and Two and More Than Two, which Lili 
was a part of as an artist. Where Mica worked as 
a collector essentially, he made one piece out of 
these hundreds of individual pieces, and that’s a 
direct decedent from Ydessa Hendeles. 
Also, being from Vancouver, writing is extremely 
important to contemporary art practice. Artists 
are very active in writing about their own 
practices and so the exhibition text is a vital part 
of every show. With my background being in 
English Literature, that was a very natural way 
for my practice to evolve. It’s a way for me to 
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contribute to this enterprise, other than just 
being an organizer and physically putting things 
together. 
Writing is a way that you can lend your unique 
take on things that is by no means definitive. It 
is one subjective opinion, and it’s just a way for 
you to start your own thinking. It can just be 
a catalyst for you to be like “I don’t agree with 
that, because I think this”, but if you hadn’t had 
that text to disagree with, who knows if you 
would have taken the interest to activate your 
own thinking.

Lucas is really good at making an exhibition 
feel much more important culturally and 
historically. It’s really important to be able to 
have it contextualized, and the use of narrative 
is a really smart way to do that for you. 
There’s not enough people who are open to 
write about art and not mention the work. The 
work was conceived with so many pretenses and 
too often we are terrified to challenge these and 
apply our own presumptions to someone else’s 
ideas. That’s something that I think is really 
missing in this city particularly, and something 
that Lucas has made a point to maintain in his 
practice. 
Jessica Carroll, a Toronto-based writer, 
contributed a piece of writing based on a series 
of conversations we had to my solo exhibition 
at XPACE, Pleasure of a Lazy Laity. She wrote 
a script, and I used it as a supplement in the 
exhibition, not as my own but as Jessica Carol’s 
work. 
It was not tied to the exhibition at all but 
rather a gathering of her influence or of our 
relationship, and what had been going on in 
her life, and what had been going on in my life, 
and a synchronicity of those things. It was really 
difficult for people to grab that piece of text and 
read it as a script and then walk into the space 
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that kind of looks like a stage and try to force 
the two together. Ultimately the idea is that 
nothing really fits, so you should just work with 
what you have and see. The most satisfying point 
is when you can come to terms with the idea 
that you, as an art-viewer, have full authority 
to decide what matters and what doesn’t. If you 
can get there, if you can ignore my installation 
and cherish Jess’ writing or vice versa, I would 
consider that sincere engagement.

What I really respect about Lili’s practice is that 
where she is so multitalented is that she brings 
all this real-world experience like administration 
and registration; Lili worked at a commercial 
gallery as co-director for three years. Having that 
perspective and then being able to guide artists’ 
practices, create exhibitions with them, and 
then have a solo practice where you incorporate 
your different talents from those other fields is 
really unique. 
I think that she’s a real force in our city in 
showing the potential of what one person can 
do and all the different projects they can engage 
in with equal passion, focus, and interest. It’s a 
great example of the artist in the 21st century.

The reality of the longevity of exhibitions today 
is mainly through exhibition statements and 
documentation images distributed online. Are 
your uses of narratives, alternative locations, 
and unconventional documentation an effort to 
provide an enhanced or alternative experience 
of the exhibition for the screen-based viewer? 
Is there ever the thought of ‘Oh this will look 
great as documentation’ during the production 
of an exhibition?

I think that that is the burden of exhibition-
making, because I think that that totally 
controls how everyone mounts their exhibition, 

or anyone who’s smart, because they know that 
the most play they’re going to get out of it is 
whatever happens on the Internet. They’re not 
going to get thousands of people through their 
little gallery in Toronto, or at least not as many 
as they’ll get after the fact, once they put it up 
online. 
That is something that I think about a lot as 
kind of a distraction, in terms of exhibition 
making, because there is such weight to a space. 
I think documentation isn’t the contrary to 
aura, but I think that there is such weight to 
a space that gets overshadowed by the idea of 
composition, and I don’t necessarily think that 
spatial composition is something that can be 
rendered or synchronized with photographic 
composition. I think that those two things are 
really different. 
My solo at XPACE was an installation that 
was impossible, because of the way I arranged 
it and the particular dimensions of the space, 
to photograph it cumulatively. But that’s ok, 
because my intention from the start was to 
document it as a narrative. I documented it in 
small vignettes with people in the space. Those 
images were an effort to get away from that idea 
of mounting an exhibition for documentation. 
When I was first installing shows at Butcher 
Gallery but also very modestly contributing to 
group exhibitions, all I needed was the image. 
I did not need to put my work up on a wall 
next to someone else’s; that was not what was 
interesting to me. I think that’s kind of too bad, 
but you have to start somewhere. 
We can talk about Brad Troemel’s thesis project, 
at the Art Institute of Chicago, called An 
Immaterial Study of Our Peers which I was 
included in, as well as Brad Tinmouth. He 
photographed the Sullivan Galleries which is 
this huge space at the School of Art Institute, 
empty, and then Photoshopped in artists’ works 
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that he had contacted around the world. So 
it was an exhibition of these often times very 
large-scale sculptural works that were just 
Photoshopped, masterfully, kind of into this 
space and called it a show, and that was totally 
enough. 
Sending him a jpeg of a photograph, or a digital 
image that I had never printed and I have never 
printed, delegating some size to it that was totally 
arbitrary and then ‘mounting  it,’ and giving 
him directions for installation. It mimicked the 
experience of mounting an exhibition without 
even having to touch anything which I thought 
was really nice and clean and clever. 

In my own practice, every show I do is in a new 
location. My practice is very site-specific, so it 
always begins with walking into the space, and 
then having work and ideas and shows on my 
mind but walking into a space and saying ‘oh 
this is the perfect space for this show that I’m 
thinking of.’ Whether that’s using a mantle-
piece in an apartment room or using an artist’s 
studio. So you custom-tailor the show to the 
space, utilizing the space as an intrinsic piece 
in the entire show. The exhibitions are always 
created physically for how they’re going to live 
and work in the space. 
When it comes to documentation, the way 
that you look at the show in person and how 
you navigate it informs your first pass at how 
you’re going to photograph the show. Then you 
realize that some things don’t translate from 
the physical experience of the room to how it 
looks in a photo. Then you start composing 
photographs to more accurately reflect the 
experience that you’re having in the space, but 
you’re going to basically create a fictional photo 
which hopes to mimic that same thing. 
You just derive direction for the documentation 
from your physical experience but afterwards 
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the documentation and how you edit it, the 
order in which you present the photos, is its 
own experience.

When we talked about the direction of this 
conversation we mentioned the notion of social 
politics. The importance or value of this idea is 
often overlooked or is something people do, but 
don’t talk about. 
This leads me to the question of perceived power 
or assumed power by an artist or curator. Lucas, 
your choice to brand yourself as Soi Fischer, a 
private consulting firm, raises your practice to 
some sort of higher level of professionalism 
beyond that of a freelance curator. Also, Lili you 
have mentioned the establishment of Butcher 
Gallery as a similar pursuit. 
Could you both elaborate on your strategies 
with these particular examples, and perhaps 
your views on the broader issue of social politics 
in the arts?

For me it was all strategy, and I think it’s still 
working. I ran into Jon Rafman last night, and 
the only way that I know him, and he respects 
me, is because I told him that I was a curator 
when I was 19. That’s not true; hopefully he 
respects me for other reasons. 
Having Brad as a partner was really powerful, 
it was very easy for us to walk into a room and 
be like “Hi we’re Brad and Lili from Butcher 
Gallery” as if we had been doing it forever 
and you had just heard of us. It ends up being 
a little bit like a wolf in a herd of sheep-type 
thing, where you’re immersing yourself into 
something to become totally versed in it so you 
can screw with it later. 
It was really strategic to grant myself access 
to areas of the art world that artists don’t 
normally have. They just brand themselves as 
artists because there’s a particular place for each 
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The language that I have now started using in 
describing my practice denotes Soi Fischer as a 
private consulting firm whose services include 
content design, audience management, and 
business development. This is language that 
mainstream society understands. 
I believe that we, in our industry, can begin to 
communicate in more relevant ways rather than 
just closed communication. I’m not just talking 
about ‘art-speak’ but I’m also talking about how 
we engage socially and what we do when we 
say we’re an artist. If you’re talking to someone 
who’s not in the industry, how do we talk about 
ourselves? If we can embrace the strengths of 
communication, and learn that through simple 
language we can talk about what we do and how 
we do it, and we’re not dumbing anything down 
to relay it to a different audience. 
Through the language we use we can begin to 
create new alliances and new opportunities.

It’s kind of a conversation that always for me 
leads into the concepts of entrepreneurialism. 
People always call artists entrepreneurs just 
because they work independently, but I don’t 
think that that’s enough. I think that there’s 
something to be said about nuances of language  
— of  branding, of making yourself available, 
and deciding who you’re working with — is what 
true entrepreneurialism is. It’s not necessarily an 
individual working for themselves, but it’s using 
your resources and working with other people 
to create basically a monster.

To get jobs.

To get jobs, to make money.

person. I don’t necessarily think that that’s right. 
There’s a particular place for a critic, a curator, 
and a dealer. If you kind of secretly traverse all 
of those you have a better chance of maintaining 
your presence.

The traditional role of the independent curator is 
that you are alone, and you’re not doing anything 
until you’ve linked up with an organization and 
you’re working on a project. But what if you 
were to be very active and spread yourself wide? 
The easiest way for everyone to look at that is 
as a singular practice and to recognize that is to 
create an organization around yourself. 
This is what artists did in Canada in the 1970s. 
That is the root of the artist-run centre. There 
were all these individuals; they got together, 
they had a place to work from and this led to 
financing from the federal government, and 
then the municipal and provincial governments 
got involved in the following decades. 
So how can I profit from my practice? An artist 
manufactures an object to sell and that’s that 
traditional “I give you something and you give 
me something in return.” So how do I finance 
my practice where I am not exactly selling any 
concrete things? I created a firm and what 
this firm does is it consults with anyone and 
everyone. 
There are no limitations to our partnerships, we 
can partner with a bank, art gallery, or a private 
business. What we are doing is expanding the 
role of contemporary art in mainstream society. 
That is my goal. Everybody in the arts is trying 
to get a small slice of that pie, of that Canada 
Council pie, or that private dealer’s time to get 
an exhibition once every two years. My goal is 
to make the pie bigger. 
That is to create new opportunities where 
contemporary art can live. It goes right back 
to the foundations of our curatorial practice. 
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Function: I think we are going to start off with 
you guys talking about the history of your 
friendship with each other, where you met, and 
your collaboration together.

Jason Gowans: Laurie and I didn’t know each 
other super well at Concordia; we had classes 
together and we chatted and stuff. But when 
you leave art school the amount of the people 
who keep up practising is kind of minimal, and 
I always was paying attention to what Laurie 
was doing. 
When I started to run the gallery in Vancouver, 
I had been paying attention to Laurie’s practice 
for awhile, so I invited her out and Laurie stayed 
with us. I think we got to know each other a 
little bit more then.

Laurie Kang: In art school we knew each 
other vaguely, we had a few classes, but I was 
still figuring out what I was doing and what it 
actually meant to be to be an artist. 
It seems like our friendship only started to 

materialize outside of that context. 
It developed more after seeing that we were  still 
pushing our interests and practices outside of 
school.

The art world is really small too, almost smaller 
then a singular university.

When you look at your website, everything 
seems to be unified. You both gravitate towards 
working in a unique style, whether that be with 
specific aesthetics or the mediums that you are 
drawn to. I’m interested in what you both did 
before, and how you emerged into the specific 
visual style that you pursue? 

Should we talk about our embarrassing 
undergrad projects?

Absolutely 

Well, self-portraits… [laughs]

-LAURIE KANG / JASON GOWANS-

Interview conducted on February 2nd, 
2014 at Ryerson University.

Interview conducted by Justin Somjen.

- THE PHOTOGRAPH IS THE BEGINNING -

When I came out of undergrad, I was definitely 
like, “What do I do with this [degree]?” I kind 
of threw everything out that I had been working 
with, and I think Laurie is right, there is a lot of 
work you make in undergrad that you are kind 
of embarrassed about. 
But Laurie you kept on shooting and shooting 
and making a lot of work after undergrad. Not 
all that stuff is up on your website anymore, but 
you can see that trajectory forming within your 
work. 

Totally. A lot of making-as-learning post-school. 
I started with painting, drawing and sculpture 
in undergrad. With photography I started with 
representation, self-portraits, the constructed 
image. Then constructing sets, playing with 
fiction and abstracting that further and further, 
and exploring camera-less image and object 
making. Now I’ve started taking photos again. I 
didn’t do that for a long time, but it’s under very 
different terms. 
When I look back on it, my undergrad was a lot 
of fumbling around in the dark; it took a few 
years of experimenting post-bfa to unpack that 
4 year period, and that’s when I started to feel a 
genuine connection with art. 

The term “photo-sculpture” is talked about now, 
but it was developed in the 1970’s. There was 
a show at the MoMA that showcased photo-
sculpture artworks, and there wasn’t a very good 
response to it from the public, but then they 
reopened the show in 2011 at a different gallery 
in Los Angeles. 
I think there was a long time where people 
didn’t really accept it as something that could 
be binary, or photo that sculpture were binary 
things. You couldn’t have them connected, 
and I think now there’s a big trend where 
that is happening more and more. Maybe you 

guys could talk about the actual term “photo-
sculpture” and how you feel about it. How it 
relates to your work and to other artists’ work.

I think about that a lot too, and it’s sometimes 
hard to locate what the actual thought in my 
practice is, because a lot of my work is initiated 
intuitively and requires a lot of dissecting as to 
why I’m doing all these things.
 It’s essentially trying to push the boundaries 
and play with the grammar, or semiotics of a 
medium. If you talk about it in those terms, like 
what the structural components of photography 
are and then go to those structures themselves 
and question them as things that ultimately 
produce set the terms of how work is made and 
then consumed and then produced again, it’s an 
archeological treatment of the medium. 
Now, we also have the Internet and digital 
culture. There’s another screen and active agent 
that we interact with so it adds another layer of 
flattening and dimensionalizing (both literally 
and metaphorically),  and the confusion that 
their conflation brings is something to play with. 
But a part of me doesn’t even want to think of it 
as specifically photo-sculpture, because as soon 
as you start defining something, once again you 
are getting…

Problematic?

Yeah, and then it starts dictating what’s going to 
come out of that. I don’t want the ways in which 
I push the supposed boundaries of a medium to 
go and become the next set of limitations.

I’m really unsure of what a lot of these things 
do with the dialogue of photography and what 
they do for the dialogue of sculpture. 
Before, when people would be shooting in film 
they would go and get it processed, and you 



90 91

had something to hold on to. You’d drop that 
off, you’d look through your contact sheets 
and maybe you’d go into the darkroom, you’d 
process your negs, and you’d have this really 
tactile response to the medium. 
So in a sense, putting a frame around it was like 
taking something that you laboured over with 
your hands, and just putting it on a plinth. It 
was the resolution of the image. 
Now, when we work on an image, we have it 
scanned or we shoot it digitally and the first 
time we actually see the image is coming out 
of an inkjet printer. The first time we see the 
image is the first time we are getting to touch 
the image. That’s why people are responding 
to the medium in a different way because the 
photograph is the beginning and not the end. 
As photography is bottlenecked into the inkjet 
print, it’s opened up again and we are able to 
pursue it in different ways. I think that’s why 
your work Laurie, does so much for the dialogue 
for photography, because what became the end, 
is now the beginning. It’s something that just 
sort of happened. 
We were installing Laurie’s work at Gallery 
295 before she had a chance to come out, and 
we remember going and picking up this big 
roll from the Emily Carr darkrooms. We were 
sitting there with a couple-of-hundred dollar 
rolls of paper that is meant for a really specific 
purpose. It’s filled with chemicals that are just 
waiting to respond to light. Then you open it up 
and it’s purpose only existed for a second, and 
all of a sudden it’s dead. It becomes at the end 
of its death, something new. 
That’s why it speaks to this moment of 
photography right now, because in that death 
we are able to respond to the medium in a new 
way.

Let’s talk how abstraction plays into both of 
your works. Most recently with you, Jason, 
with your Dumb as a Painter exhibition, what 
you were working with was abstract, more so 
then your Landscape Modes, but I think it’s 
interesting to talk about both of them and how 
you abstract the landscapes even as well. Could 
you both give you opinions on abstractions in 
your work?

I should preface by saying Dumb as a painter 
was a duo show with Antoni Wojtyra. One 
of my goals in image-making is for people to 
be really confused by the space, and I like for 
people to be really confused about what they are 
looking at. I think that I’m more interested in 
the language of abstraction rather then creating 
abstract images. I really like how people come 
into abstraction in photography because we 
approach it in a completely different way than 
we approach an abstract painting. There’s always 
this tendency, and I really noticed this when we 
mounted Dumb as a Painter, that people were 
just like, “What is this?”

Yeah, or “how did you do this?”

“How did you do this? What am I looking at?” I 
think that question is frustrating but at the same 
time you see people trying to piece it together. 
There’s a nice space that opens up for dialogue 
about abstraction in there because the 
typical answers that we approach abstraction 
photography with are “How is it made?” “Well I 
made it in the darkroom.” Then people are sort 
of like “Oh, bravo”. There’s this aura of mystery. 
When things are made in other ways like 
dipping things in chemicals or digitally sticking 
things together, when these processes kind of 
overlap with each other, they get confusing. 
There’s a nice space where you understand the 
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language of how photography works and you 
can tweak the experience for the viewer because 
they have really particular expectations for an 
abstract photograph if you are willing to tweak 
them a little bit then there’s a new aesthetic 
experience that opens up.

I see abstraction as an alternate language, or a 
playing with the language of Photography. For 
me it creates space for a more direct collaboration 
with the material - acknowledging its structural 
restraints and uses and pushing those limits and 
expectations.
It’s also a collaboration with whoever is 

encountering the work where meaning and 
generating meaning becomes a more fluid 
process.  I agree with Jason- it’s about confusion, 
which is a productive tool to use. Confusion 
and abstraction can be linked, and through 
them opportunities for new or broadened 
understandings are presented.

Yeah, and I mean traditionally photographs, 
until the time of Jeff Wall, were viewed behind 
mattes under certain lighting and there was a 
really traditional way of viewing the photograph. 
That’s where things changed in the history of 
photography, when the photograph addressed 

- THE PHOTOGRAPH IS THE BEGINNING -
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the viewer instead of the viewer addressing 
the photograph. Or photography being about 
the photographer and their camera, or the 
photographer and his subject.

In the gallery and the art world, there has been 
an increase of the amount of photographers 
working in the studio rather than working out 
in the world. Arguably the constructed image 
is becoming more important than the captured 
image. What are your opinions on this and how 
important is the studio to your own practice?

I  kind of think that’s a bit of bullshit. I understand 
what you’re saying and photographers are 
turning to the studio more and more, and that’s 
what I think is kind of bullshit, because there’s 
so much going on in the world. There’s so 
much happening within photography, it’s been 
networked in such a way that we’ve never seen 
it before. 
It’s crazy that there’s not a lot of photographers 
approaching this, and I’m not really sure why. 
Maybe because the lens is so ubiquitous that we 
really don’t need it anymore. I don’t know about 
you Laurie, but I find it kind of shocking how 
much photographers are turning towards there 
studio as so much is going on in the world. 

I was thinking about that too… even captured 
images are so constructed. In the sense that 
captured alludes to something ‘just being 
there,’ or ‘objective’ in any sort of way. There 
is construction inherent in every single image, 
but it is the ubiquity of photographs and 
photographers and the over saturation of images 
that creates an inverse effect and makes me 
want to remove myself or work outside of those 
terms. If all photographs lie, then the return to 

the studio to make photographs/images perhaps 
only clarifies and exploits this idea.  

This could be one of these things where 
as photography is changing, people are 
looking towards what the other properties of 
photography are. As we are met with more 
and more images and more and more digital 
images that can be edited and edited and edited, 
photography loses a bit of its authority.

I’m interested in both of your opinion on 
authenticity and craft. Laurie, your hand is 
visible throughout your practice, whether it is 
the way you dipped each sheet of Ilford paper 
into the chemical bath in Untitled (wall) at 
ESP, or through the instructions you provided 
for Untitled Forms (Sufficiency) when it was 
installed at Gallery 295. 
Similarly, Jason your hand can be seen in the 
deliberate installation of I’m doing everything 
I’ve always wanted… and in the precision of the 
cut-out collage seen in Google Image Search: 
“May 1968 France.” What is your relationship 
to craft in your own practice?

My hand is pretty evident in my work, whether 
it’s dipping things, tearing things, or making 
marks. I’ve always thought of those gestures as 
being pretty detached from the work, meaning 
I’m not precious about them. I think about craft 
as being process-centric, or resolve-centric, like 
a honing of a technique. I almost feel my craft 
is a “misusing” of these things, where there is 
less intentionality involved. They are applied 
wrongly, or in an almost lazy way where the 
resolve remains open, it is not fixed and there is 
no goal that I am trying to accomplish through 
it. I see the personalized gestures that are 
apparent in my work  as trying to create tensions  
against the structures they reflect. Like “Okay 
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I’m going to dip 50 sheets of paper in chemical 
fixative and apply it in this very rational logical 
kind of way.”
But this is an intuitive gesture, and I think about 
the tensions that arise when those two things 
start colliding. But I’m also highlighting the 
fact that those things are always in conversation 
though they’re often presented as either one or 
the other. I like that they can both exist at the 
same time. The experiences and implications of 
my female identity are a part of this as well.

What’s surprising to me and what I never 
considered about the work is that it can be 
antagonistic. What’s really nice about your work 
Laurie is that you can say, “Okay we are going 
put the entire craft of photography aside, and 
still have a dialogue about photography.” 
I think that people who are very invested in the 
craft of photography find that obnoxious. You 
know it’s one of these sorts of contemporary-
art moments where people are like “Pff, now 
what”. It’s one of these moments too where 
you are actually able to fully engage with the 
medium, and fully engage with the history of 
photography, and not actually have to take a 
photograph.
What I find so interesting about it, others 
find antagonistic. You’re almost ignoring the 
modernist history of photography to pay 
attention to the modernist’s history of painting 
within the medium of photography.

Our last question is about location and place 
and about how it influences your art production. 
You both have lived in Montreal and now you 
[Laurie] live in Toronto and New York in the 
summer, and you [Jason] live in Vancouver. Is 
there anything about where you have been that 
has influenced you. Has it done that in anyway

When you talk about antagonism in my work, if 
anywhere in Canada, it’s probably most strongly 
perceived in Vancouver. Maybe there are some 
pretty adverse reactions to it there because of 
its history in photography.. which is something 
that I’m interested in and find humour in.  
If everything’s going to be just like “Oh great! 
I understand this!” or  “I’ll just do what she/
he did because she/he said so” then what’s the 
point? I think that confusion is a really great 
tool to use, but in terms of the way I work I’ve 
always been in a context where I’m not just 
immersed in one dialogue, or in one medium. 
At Concordia, I was doing painting and 
sculpture, and with sculpture I was always 
interested in soft-sculpture and things that 
were malleable, and now at Bard we’re still 
split into our respective disciplines but it’s 
a very interdisciplinary approach. So I have 
studio visits with faculty and peers from the 
departments of writing, sound and music, 
video, painting and sculpture. It gives me a 
broad approach to the medium so that things 
are not as fixed or specific to one dimension.

I think what you’re saying about Vancouver, 
Laurie, is true, and it’s commonly said in 
Vancouver that we are in the swing of rejection 
of the Vancouver School. 
There’s not a lot of dialogue with photography 
and if there is it’s either ignoring that tradition 
or it’s antagonistic towards that tradition. That’s 
why I think that your work fits in really well 
with the context of Vancouver because it fits 
well with this idea of rejection. 
For me, what’s been great about living 
in Vancouver is we don’t have much of a 
commercial art market right now, a few artists 
get picked up by galleries, but for the most part 
people aren’t getting represented like crazy and 
artist aren’t selling work like crazy. 

-LAURIE KANG / JASON GOWANS-

Conceptualism is strong within Vancouver and 
what’s nice for me is when artists aren’t selling a 
lot of work, and there’s not a huge commercial 
art market; it makes for some really interesting 
practices. There’s a freedom in that and I mean 
everybody likes to get paid for their work but I 
think that there’s a great dialogue that happens 
in Vancouver that’s been influential on me in 
learning about how to talk about my practice 
and thinking through it.

- THE PHOTOGRAPH IS THE BEGINNING -
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Laurie Kang - Erin Stump Projects

Laurie Kang - U
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 (Sufficiency)

Jason Gowans - Five Landscape Modes

Jason Gowans - Dumb as a Painter
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Leila Syed-Fatemi
Zainab I Zainab II

Matt Waples
Figure No. II Topographic Face

Justin Somjen
Overview 2010-2014 Untitled 3

Untitled 2 Birth

Soft Obstructed Portrait 1

Daphne Yuen
New Years

Yorkminster

Jordan Campbell
Untitled

Julia Hendrickson
Call it Blue - Film Stills

Rebecca Zynomirski
Bloody Nose

Sebastien Dubois-Didcock
Degaule
Elvis

Paige Sabourin
Hopeful Monster

Alex Flint
Hikikomori Hikikomori 10

Hikikomori 3 Hikikomori 4

Hikikomori 6 Hikikomori 8

Katya Koroscil
 Tulips

Bre Elbourn
Out the Flamingo (From Vegas)

Mary Anderson
Ektar 4 Provia 2

Manuela Morales
All End Statue Flag

Arianna Perricone
Self Portrait

James Morley
Parasail Dominican Republic

Julia Campisi
Untitled - View 1 Untitled - View 2

Zinnia Naqvi
Seaview 1 Seaview 2

Seaview 3
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When I first began taking photographs, it was because I was taking part in a 
subconscious documentation of my physical creations. It took me some time to realize 
that I was working within the space where an object is transformed into a photograph. 

I began using very simple visual tools to experiment with the transformation between 
the three-dimensional and two-dimensional tools that could help me contemplate the 
translation. I began making compositions using minimalist objects such as spheres, 
cubes, and rectangles. I found that there was a magical transformation between object 
and image; one that highlighted the value of representation. 

Further in my experiments I started to develop affection for the objects I was using, 
which led me to continue using them as art objects. The significance of the shapes came 
with an interest with spatial arrangement, and intuitive placement within the frame. 

Now, after developing a relationship with objects and construction, I am working 
with the out-of-frame and using the photographic image itself as an object for further 
construction. My work aims to sit somewhere between photography and sculpture — 
moving between space, form, and image in continuous flux.

Justin Somjen
Overview 2010 - 2014
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Call It Blue is a story about Benito, a relatable 
young man who is chasing the dream of success. 
Before he departs on his tedious journey of 
selling crop insurance to farmers in rural 
Ontario, he’s happened upon by an attractive woman 
named Ana. 

He obliges to her simple request of catching a 
ride, only to discover that she completely lacks 
a destination. In between attempted door-to-door 
sales and spontaneous expeditions, Ana teaches 
Benito that if you’re always looking at the road 
ahead, you’ll miss what you’re passing.

Log Line: If you’re looking at the road ahead, 
you’ll miss what you’re passing. 

Director : Julia Hendrickson

Producer: Alessia Lamonaca 

Writer: Julia Hendrickson & Kelly Steinhoff
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Hikikomori (引きこもり), “to pull inward” or “withdraw” is a term employed by 
Japanese psychiatrist Tamaki Saito in the early 1990’s to define the socially withdrawn 
youth of Japan. The Hikikomori condition is characterized as self-isolation within the 
home for a minimum of six months, with seclusion often spanning decades. The average 
Hikikomori subject, predominantly male, is 15 years of age at the time of seclusion.

While the cause of Japan’s socially isolated population remains indefinite, researchers 
maintain that the affluence of post-industrial Japanese society, highly competitive 
employment opportunities, and the social pressures of the countries’ rapid transitions 
from youth to adulthood have given considerable weight to the act of reclusive 
behaviour. Primarily a phenomenon in Japan, cases of Hikikomori have now been 
discovered in the United States, Italy, Spain, Oman, South Korea and France.

The accompanying series of images stands as a fictional interpretation of those living 
with Hikikomori, imagining the individual as situated within the serenity of an 
enclosed environment. It images the grounds on which their everyday life remains 
independent of human correspondence while simultaneously unbounded by time. 
Interested in the extremity of the refusal to acknowledge civilization, this selection of 
still images offers an intimate glimpse into the presence of the individual as they cease 
to assert their existence.

Alex Flint
Hikikomori
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Heather Corcoran

Archiving New Media and The Digital Gallery
k

:

   Heather Corcoran has worked as a curator at InterAccess Electronic Media Arts Centre in Toronto 
and FACT, the UK’s leading media arts centre. She’s worked with SPACE studios in London, 
England, where she was also deputy director of Film and Video Umbrella. Corcoran is a graduate of 
the new media program at Ryerson University. She is currently the Executive Director of Rhizome, 
an art and technology non-profit. Rhizome lives primarily as a website, supported by an expansive 
community it descrives as “dedicated to the creation, presentation, preservation, and critique of 
emerging artistic practices that engage technology.” Rhizome is also host to the Artbase, a unique 
and ever-growing archive of digital art since 1999, which is accessible online. Rhizome is ‘physically’ 
located within the New Museum in New York City.
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Function: Thanks for chatting with us Heather. 
Could you give us a brief overview of your 
position at Rhizome, concerning both the more 
everyday choices of Rhizome’s main operation, 
and of the archival process of Artbase?

Heather Corcoran: As director, I oversee 
the organization: programming, curation, 
fundraising, operations, and staff. A lot of 
what I do is advocacy. I talk to different kinds 
of people, not only about Rhizome, but the 
importance of contemporary art, new media 
and technology in culture more broadly. Day to 
day, my job is to get people interested in this 
still-burgeoning field, and artists or ideas within 
it, to various ends. 
The ArtBase is the bedrock of our digital 
conservation program. It’s our collection of 
over 2,000 works of “born-digital” art, a lot of 
it software- or net-based. I oversee the ArtBase 
and the digital conservation program much 
the same way as our other programs. Dragan 
Espenschied is our Digital Conservator, who 
handles the technical aspects of preservation 
and archiving. 

Artbase collects outdated software and hardware 
in order to preserve and present these works as 
they were originally meant to be experienced, 
can you talk a bit more about this process? 

In the early 2000’s, we started to think about 
how we could preserve these works in the 
ArtBase, and realized that it required a lot of 
research and experimentation, that we were 
uniquely placed to undertake on behalf of the 
wider field. 
Conservation process for other types of media 
— painting, sculpture, even film and video — 
are relatively well-defined; for digital media, 
we’re all still learning. However, we’re at a point 
now where I think we’re starting to understand 
that it’s possible to preserve this work. 
As a culture, we’ve moved past the idea of 
thinking that everything digital is immaterial, 
and therefore impossible to save. Our former 
conservator used to have a saying: “Every 
time you reinforce the myth of immateriality, 
somewhere, a hard drive stops spinning.” It may 
be code, but it exists on a hard drive, just as 
“the Internet” exists as a series of actual, physical 
cables that run under our feet. 

-HEATHER CORCORAN-

Interview conducted through Google Docs
from January 3rd to February 5th, 2014.

Interview conducted by Function 
Magazine.

Image courtesy of Fantavious Fritz

-ARCHIVING NEW MEDIA AND THE DIGITAL GALLERY-

In terms of what this conservation work 
tangibly looks like, it’s a bit complicated. 
Broadly speaking, there are a few approaches 
for conserving a piece of new media art whether 
that’s emulation, migration, re-interpretation, 
documentation or something else. 
For example, emulation is software that can 
mimic operating systems on contemporary 
machines in order to run other software — 
the artwork — without access to their original 
environments. Migration is moving works of art 
to newer, contemporary systems, and this can 
sometimes mean re-interpreting the work. 
If you have an artwork that was made for 
display on a particular browser - let’s say Alexei 
Shulgin’s Form Art Competition, which used 
the HTML objects like checkboxes or radio 
buttons to make images in an early browser like 
Netscape. Those checkboxes and radio buttons 
look very different in Netscape 2.0 than Chrome 
or something — contemporary browsers render 
those images much more rounded and sleek. It’s 
a re-interpretation of the piece, in a sense. 
One thing we’ve realized, though, is how 
specific each case of preserving a digital artwork 
is. You can develop tools and strategies, but 
often times, each piece requires some new bit 
of knowledge or research in order to preserve 
it. That’s exciting to us, and we’re constantly 
working to disseminate and publish this new 
research. 

I get the idea that most of these works were 
entirely software. But as you mentioned earlier 
about the myth of immateriality, all of these 
works need an interface in one way or another, 
whether this is a computer, projection, unique 
sculptural interface, etc.
Not only as Rhizome’s Executive Director, but 
as an established curator as well, how do you 
feel about the presentation of net.art and other 

software based art in the white cube? 
Is a ‘unique’ physical platform required to 
present works like this versus, say, a computer 
on a desk? Or should works like this live in the 
traditional gallery setting at all?

There is no definitive answer to that question 
— sometimes it’s appropriate to put works of 
net or software art in a white cube gallery space; 
sometimes it’s not. Sometimes they’re best on 
screens in those spaces; sometimes they’re best 
as interpreted through other means when they 
make that leap, like prints or sculptural objects. 
I will say that more and more, artists and 
curators, and audiences, are comfortable with 
the relationship between IRL and URL. They 
are confident enough to leave someone online 
that should stay there, but also to put work in a 
gallery when they want to, for various reasons: 
money, audiences, contexts, whatever. 
I often paraphrase the influential net artist Olia 
Lialina when I’m asked this question. For her, 
audiences are her main concern when thinking 
about bringing a net or software-based work 
into the gallery. She says that in the past, it only 
made sense for her net art to be experienced by 
people in front of their computers and on the 
Internet. 
Today, however, she’s comfortable with it, 
because visitors to the gallery will have all 
just gotten up from their computers. They 
understand the medium, enough to get the 
jokes and the ideas. 
The conversation around ‘post-Internet’ or ‘the 
networked condition’ is also relevant here. At 
Rhizome, we look at contemporary art that 
engaged with the role of technology in culture. 
This can be art that uses technology, but it 
can equally be artwork in other media that 
illuminates the role of technology. 
Post-Internet work (though a somewhat 
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contentious term) from people like Ed 
Fornieles, Harm Van Den Dorpal, Bunny 
Rogers, Aleksandra Domanovic, comes from a 
place where we acknowledge the deep impact 
the Internet has had on culture offline as well 
as online, in terms of our relationship to others, 
our consideration of space, and pretty much 
everything we do. 
Or even further, that “the Internet” as this “other 
place” is no longer true — it’s so embedded into 
everything we do and every part of our culture 
that we can’t really think about “online and 
offline” in binary terms anymore. 
I’ve been enjoying the musician and artist Ben 
Aqua’s Never Log Off series lately — if you 
can call it that, it’s just that phrase interpreted 
through different products; stickers, t-shirts, 
videos, et cetera. It’s a subtle phrase - Never Log 
Off could read as a call to action, but I think 
it’s more an acknowledgement of the default 
state of inaction. We’re never logged off, even 
if we’re completely disconnected. It’s impossible 
for the effects of the Internet to be “turned off” 
anymore. 

I’m seeing more and more “net-friendly” 
alternatives to the gallery. There are entirely 
digital galleries like Barmecidal Projects, or 
Chrystal Gallery. Also physical spaces that 
sort-of mimic gallery aesthetics to provide a 
platform for artists in part to document work 
and post online, like Preeteen Gallery, Jasper 
Spicero’s Generation Works or Joshua Citarella’s 
Compression Artifacts. What’s your take on 
these types of alternatives? Do you expect major 
institutions to take on the works being shown in 
theses space in the future?

They’re great. That’s another thing people are 
starting to become more comfortable with: 
online exhibitions. Not trying to overwork the 

-HEATHER CORCORAN-

idea; just putting some works together, with 
curatorial texts, and getting people to engage 
with art online. It’s not that difficult!
Though of course it’s important when people 
experiment with the format too, like Preteen 
or Compression Artifacts; thinking about the 
relationship between online and off again. 
I’m not trying to brush off the important 
considerations and experiments for how to show 
art online — when people get this wrong, they 
get it very wrong… see the BiennialeOnline and 
their approach to Oliver Laric’s work. It’s just 
also good not to keep it simple and let the work 
shine. 
Will major institutions take on these works? 
Well, they already are. The Serpentine Galleries, 
the New Museum, PS1, Ullens Center… If you 
haven’t noticed, there is a land-grab going on 
for ‘post-Internet’ artists and works. For better 
and worse. 

Can you tell us what is coming up in 2014 for 
you and rhizome? Anything on your list to look 
out for?

We’ve got a great commission by Aleksandra 
Domanovic launching in the spring. She’s 
hands-down one of my favorite artists who 
I think is doing great work. It’s a video essay 
on the history of the .yu domain, former 
Yugoslavia’s top level domain that existed long 
after the country dissolved. 
We’re also staging the fifth anniversary of our 
Seven on Seven program, pairing luminary 
artists with technologists, like the creator of 
Snapchat and David Karp of Tumblr. 
And we’re committed to working online and 
rethinking what an arts organization based on 
the Internet means for museum practice in the 
21st century. 

-ARCHIVING NEW MEDIA AND THE DIGITAL GALLERY-

Bunny Rogers - Shades of Berny

Oliver Laric - Versions

Ben Aqua - Never Log Off

Joshua Citarella - Compression Artifacts
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Tara Downs

The Future of Tomorrow Gallery
k

'
Function: Tara, could you talk about what took 
your space on Sterling Road from a studio to 
a gallery? And what your intentions were with 
the space?

Tara Downs: Hugh and Aleksander were 
looking for studio space and then I guess the 
studio space that they got was a little too big, 
or there was the opportunity to expand, so they 
asked me if I wanted to come in on it. At the 
time I had just graduated from OCAD, and 
you end up in that existential year after college 
where you’re trying to figure things out, but a 
studio space sounded like a good start, and I 
took it. 
We also spoke about Tomorrow, or just the 
idea of running a gallery space, and in the 
beginning it was quite modest. We thought we 
would just have an exhibition; it would maybe 
span a weekend and then we would post the 
documentation online, and then we would set 
up our studio again and keep working, and we 
probably did that once before we realized just 
how much work that was to like, just like stop 

your production, and then usually when an 
artist shows up there is a whole week of work. 
So we decided, I ended up giving up my studio 
and that section became a permanent part 
of Tomorrow, then Hugh [Scott-Douglas] 
ended up expanding to a studio just parallel to 
Tomorrow, pretty much just connected, so that 
space that you know became what it is.

Could you expand on the inspiration or catalyst 
for the philosophy behind Tomorrow?

I mean if you think of that time, that was 2011, 
after 2008 when blog culture really started to 
blow up and artists started to realize that they 
could post their documentation online — they 
could have these artist websites very cheaply 
and easily — there was this huge bridge that 
was created within the young international art 
scene where you would very easily know what 
was going on in Berlin and what was going on 
in New York, and if you ended up travelling 
there you would meet these people and form 
these relationships. And I’ve definitely travelled 

   Tara Downs, Aleksander Hardashnakov, and Hugh Scott-Douglas founded Tomorrow Gallery in 
2011 after meeting as students at OCADU. Tomorrow Gallery garnered recognition for being one of 
the few galleries in Toronto that reached out to, and exhibited, international artists. 
After three years of programming, Tomorrow Gallery closed its doors in Toronto. Hardashnakov and 
Scott-Douglas decided to concentrate on their own art practice, and Downs pursued a position at the 
Tanya Leighton Gallery in Berlin. Recently, after one year in Berlin, Downs moved to New York with 
the intention of reopening Tomorrow Gallery. 

Interview conducted through Skype on 
February 19th, 2014.

Interview conducted by Function 
Magazine.
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approach me, if someone would introduce me 
as one of the directors of Tomorrow people 
would know instantly what that was and the 
programming, and there was a lot of respect 
within the international community for what 
we were doing. 
So even when I was working for the Tanya 
Leighton [gallery] in Berlin and still helping 
to run the exhibitions at Tomorrow, it was so 
nice because, other than the torture of not being 
able to be there for the install after all the work 
you couldn’t see the end result most of the time, 
but people would come up to me, like with Ben 
Schumacher and Carlos Reyes’ recent show in 
June [2013], and just say that they loved the 
show and that it was really forward-looking. 
So it was nice to see how it could reverberate 
actually, quite easily. 
And yeah, it was a way to get away from maybe a 
type of  — I don’t mean this to come off as really 
harsh — but a type of provincialism that exists 
within Toronto. Even being in New York, New 
York suffers from the same type of metropolitan 
provincialism where it’s very much wrapped up 
in what it’s doing as well, and sometimes forgets 
that there is a whole art world beyond New 
York; so this is not just a Toronto symptom as 
well. 
I think that Toronto is just a smaller community 
and people just have a little bit of difficulty 
exiting that Toronto vortex because it is a 
comfortable place to live and there are enough 
collectors that you can have a viable career as an 
artist, maybe that’s not that case for a place like 
Montreal or Vancouver where there isn’t that 
collector base. 
Toronto is like the economic force, not the 
economic force because maybe that would also 
be like places like Calgary, but at least a thriving 
business force within the Canadian economy.

with Aleksander and Hugh to Berlin and we 
met the same people and got a good sense of 
what was going on in other communities, and 
then coming back to Toronto and realizing that 
dearth that existed. 
Tomorrow was very much about just bringing 
our peers and maybe people who were, you 
know, a couple years older than ourselves, and 
more advanced in their career, to Toronto. We 
appealed to a lot of people who had project 
spaces of their own like Tobias Madison, who 
was a part of New Jersey in Basel; Fredrik 
Værslev ran a space in, I think, Oslo; and Max 
[Pitegoff] and Calla [Henkel], they ran Times 
Bar. 
So all these people who knew what it was like 
both to be artists/work with artists, and be this 
kind of nexus point within a community, and 
that was a really good way of opening up the 
door that way.

It has been seven months since the last exhibition 
at Tomo rrow Gallery [A Day Before That Place], 
given this hiatus and a bit of hindsight, can you 
talk about what you think Tomorrow Gallery’s 
impact was on Toronto? Because I think that it 
was one of the only galleries that was actively 
seeking and exhibiting international artists 
mainly through the Internet.

When you say “through the Internet,” do 
you mean a type of projecting forward into 
the Internet, or do you mean expanding your 
network out through the Internet? Because both 
were happening almost in parallel. 
We were engaging with a community exterior 
to us via the Internet and we were also part of 
that community by projecting outwards, like 
when I moved to Berlin it was such a nice, not 
surprise, but almost like affirmation for what 
Tomorrow was doing because people would 

- TARA DOWNS -

footprint and are actively engaged in what’s 
going on right now and I think that is the most 
important thing. 

Beyond your own intentions with Tomorrow’s 
new location in New York, you have galleries like 
Essex Street or Reena Spaulings down the street 
from you, is there ever a sense of competition 
that perhaps didn’t exist in a smaller city like 
Toronto?

There is definitely a lot more to take into 
consideration. A lot of the artists that we 
worked with — we were very gifted being in 
Toronto because we were allowed to work with 
artists that had representation in New York, 
outside of that representation, and really offer 
them a new opportunity to show work in a way. 
Like once you hit that mid- or maybe like early-
mid-career level there is a certain type of work 
that your head gallery wants. Like you make a 
great painting series and they just want 20 or 
30 of those because they sell so well, but you’re 
obviously forging on with your own ideas. 
So in Toronto we were able to offer more senior 
artists that chance and I think that is also what 
we want to do with Tomorrow in New York as 
well. You run into maybe more territory issues 
but I think it’s a matter of bringing in young 
and exciting artists from Canada then, or maybe 
from Berlin or elsewhere, and bringing them 
into the fold of the programming.

You alluded to being in New York; can you 
expand on your plans, and future plans for 
Tomorrow, in New York?

Yeah, so right now we are just planning on 
opening up our new space. I just put an offer, so 
I think that we have confirmation on a location. 
We will be opening up a space at 5559 Chrystie 
Street, so it’s a pretty exciting endeavor. 
But also because I have these Berlin and Toronto 
ties I also feel that it would be nice to — maybe 
in the future, after there is at least a year under 
the belt with this New York space — maybe 
opening something up in Toronto and having 
this open dialogue between the two spaces 
which is very true to its original form. 

In an interview posted on ArtInfo with you, 
Hugh, and Aleksander there was a quote from 
Aleksander where he says “consistent [style] is 
gross,” in reference to curatorial programming, 
and then you went onto explain that the benefit 
of having a young space is being able to build 
precedent for what you’re going to show. Do 
you see the move to New York as an evolution 
to not only the space but also the programming 
of Tomorrow?

Yeah, especially when you open up a new 
space within a different context you do have 
to rethink what are the core values of what you 
began and also how to stay true to that as well 
as grow at an appropriate rate. Like exactly what 
Phil says, consistency is kind of gross, so it is a 
chance to start something new and forge ahead 
so one should definitely take that opportunity. 
It is definitely a type of balancing act, in that 
sense I also think that New York doesn’t really 
care about your history to a certain extent. 
What the art community in New York really 
cares about is that you have a contemporaneous 

- THE FUTURE OF TOMORROW GALLERY -
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A Salted Quarterly: Notes from the Why Axis
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A
Alex Flint, 122-127
4th Year Photography

B
Beau Gomez, 32-37
4th Year Photography
www.beaulevine.com

Bre Elbourn, 129
3rd Year Photography
www.cargocollective.com/breelbourn

C
Callan Field, 38-39
4th Year Photography
www.callanfield.com

Cloe Kerzner, 48
4th Year Photography
www.chloekerzner.com

Connor Crawford, 42-47
4th Year New Media
www.connorcrawford.com

D
Daphne Yuen, 116
4th Year Photography
www.daphneyuen.com

E
Erin Whittier, 52
2nd Year Photography
www.erinxwhittier.tumblr.com

H
Hongen Nar, 53
1st Year Photography

J
James Morley, 135
3rd Year Photography
www.jamesmorleyphoto.com

Jes Cervoni, 54-59
3rd Year Photography
www.jescervoni.grandportfolio.com

Jordan Campbell, 117
4th Year Photography
www.jordancampbellphotography.com

Julia Campisi, 136-137
4th Year Photography
www.juliacampisi.com

Julia Hendrickson, 51, 118-119
4th Year Film
www.poorsisters.com

Justin Somjen, 110-115
4th Year Photography
www.justinsomjen.com

K
Katya Koroscil, 128
3rd Year Photography
www.katyakoroscil.com

Kelly Steinhoff, 40-41
4th Year Film

Index

 

L
Leila Fatemi, 104-105
4th Year Photography
www.leilafatemi.com

Lodoe Laura, 25
2nd Year Photography
www.lodoelaura.tumblr.com

Lucy Lu, 50
3rd Year Photography
www.lucyluphotography.ca

Lyndsey Constable, 26-27
3rd Year Photography
www.lyndseyconstable.photoshelter.com

M
Manuela Morales, 132-133
4th Year Photography
www.mamophotography.net

Mary Anderson, 130-131
4th Year Photography
www.maryanderson.ca

Matt Waples, 108-109
3rd Year Photography
www.mattwaplesphoto.com

Matthew Volpe, 28
3rd Year Photography
www.heyvolpe.tumblr.com

Michelle Kaczmarek, 29
4th Year Photography
www.cargocollective.com/michellekaczmarek

O
Ockto Lee, 49
4th Year Photography
www.ocktolee.com

P
Paige Sabourin, 103
4th Year Photography
www.0n0-sendai.tumblr.com

R
Rebecca Zynomirski, 106
2nd Year Photography
www.rebeccazynomirski.blogspot.ca

S
Sebastien Dubois-Didcock, 107
4th Year Photography
www.duboisdidcock.com

Z
Zinnia Naqvi, 120-121
4th Year Photograpby
www.zinnianaqvi.com
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Congratulations to the School of Image Arts students whose remarkable 
achievements are showcased throughout these pages and to the team of 
students whose leadership skills and dedication fuel the continued success 
of this magazine.  

Your academic and creative excellence contributes greatly to the School of 
Image Arts’ solid reputation as well as Ryerson’s reputation for high quality 
innovative work. Your vision and perspective pushes boundaries, and you 
will no doubt shape the future of the industry. 
Keep up the wonderful work!

Mohamed Lachemi
Provost and Vice President Academic
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