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room at the Art Gallery of Ontario (Muscle Panic – Dutch Masters House, 
2017), before it opened at the Dunlop in fall 2020. The project is iterative 
and responsive not only to the physical context of where the exhibition 
takes place, but also the temporal reality of when it is on display. In 
every earlier version of the exhibition, a team of local performers were 
invited to engage in a series of physical activities with or around the 
installation and its objects. For instance, when the exhibition opened in 
Houston, U.S.A in 2018, “a troupe of local women, trans, and non-binary 
artists, athletes and activists entered the space and performed athletic 
drills, pregame rituals, teammate dynamics and workouts. Leading up 
to their entrance, these performers embarked on a 5k run that 
culminated with their arrival at the gallery space.”1 Sweaters from these 
previous runs, games and workouts were collected into the pile that 
that visitors can see through the glass wall at the Dunlop Gallery.

Due to the on-going pandemic, a performance is not possible.  
Instead, Myer is collaborating with local athletes in Regina to create  
an “instructional exercise poster” as an alternative way for them, and 
volunteer participants, to sweat together during and after the show. 
As writer Robin Alex McDonald remarks in the essay accompanying 
the exhibition, the collaborative and instructional nature of the poster 
recalls the safer sex cartoons and information pamphlets created 
during the AIDS crisis of the 1980s by organizations like the Gay Men’s 
Health Crisis and the National Coalition of Gay Sexually Transmitted 
Disease Services.2 The historical ephemera were used during the peak 
of the epidemic as a way to disperse useful information and to build 
solidarity inside the community that was still very much marginalized, 
and scapegoated for their intimate desire by the larger society at the time. 

This idea of “sweating together” is essential to understanding the 
objective of the exhibition. Myer draws inspiration for the exhibition 
title “muscle panic” from the late sociologist and criminologist Stanley 
Cohen’s idea of “moral panic”—a paranoia that society’s moral values 
are being threatened by radical, non-conforming or “queer” ideas. 
Moral panics often occur when an unfamiliar element is introduced 
into a society, or community with a high level of homogeneity. As a 
result, the unknown factor provokes a sense of discomfort, which renders 
it as a threat to the local collectiveness and moral integrity. Myer’s 
message of “sweating together” confronts this irrational, and sometimes 
hysterical, sentiment through the intimacy between bodies, clashing 
encounters between beliefs, prejudices, and perceptions of the unknown. 
The installation creates and transforms a space where queer bodies 
can sweat, exchange touches, profess and explore their desires for 
one another. Its specificity is necessary to emphasize that outside the 
security provided by the event format of an art-performance-installation 
and the for-art-purpose spaces of an art gallery, interactions between 
bodies continue to be heavily gendered, girls versus boys’ sports, and 
regulated by a heteronormative system, where queer athletes still 
make headlines for coming out.

The topical history of queer bodies in sport is reinforced in the work 
Non-archival Archive (Muscle Panic). Two blue rectangular scaºold 
frames are put together in an L-shape as the structure leans on the 
gallery wall. Tacked onto the pipes are a collection of images showing 
various unspecified sport events. The photo series captures moments 
of which our society would consider queer expressions. Men and women 
hug each other in joy, celebration, encouragement or consolation; a 

lady in a basketball jersey smiles at the camera while showing oº her 
long red nails. These images shift the practical objective of sports, 
which emphasizes the performance outcome, to an emotional intimacy 
between humans, which is cultivated through the means of sports. 
Within the installation, Myer reclaims teamwork, and all its benefits, 
exchanges, touches and expressions from the heteronormativity that 
runs the sport culture. 

With this expansive multi-part installation, Myer makes the world queer, 
a “WIDE WORLD OF WHOLES” as it says on one of her banners. The 
“whole” can be understood as the opposite of the “binary” of male and 
female, masculine and feminine, soft ball and hard ball, and camaraderie 
and homosexuality. In an interview, Meyer says “I make installations 
that performance happens in and, within these installations, there are 
sculptures that also function as tools and as props… I’m interested in 
the slipperiness of these objects, and in the tools that extend us.”3  
The precariousness of Myer’s installation: tall scaºolding, leaning 
objects, and balance beams standing bare on the gallery’s concrete 
floor, is a subtle reminder that, while much progress has been made 
for the presence of queerness in sports and society, a slip can still  
send a queer body down onto the cold hard concrete floor, causing 
the muscle to panic. 

1. Josh Inocéncio, “Muscle Panic: Interdisciplinary Artist Fuses Sports, Queerness at Art 
League Houston.” Spectrum South: The Voice of the Queer South, February 23, 2018. 

2. Robin Alex McDonald, Muscle Panic, 2020. Curatorial Essay. 
3. Inocéncio, Spectrum South. 
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The phenomenal feminist show Fantasy Body at Projet Pangée oºered 
artworks in a range of materials that were often erotic and playful.  
In its beautiful new space on Avenue des Pins, a light-filled, multi-room 
gallery with high windows, pink walls and fireplaces, the colourful works 
glowed and shimmered. Fantasy Body brought together sixteen artworks 
by three female Brooklyn-based artists: Danielle Orchard, Rose Nestler, 
and GaHee Park. The paintings, drawings and sculptures fit brilliantly 
together, not only because the majority of the pieces share a vibrant 
colour scheme (pinks, purples, oranges, reds and blues), but also because 
most of the works invite interpretations that consider female pleasure, 
desire and agency in close proximity to loneliness and isolation. These 
intersecting themes have new resonance, of course, in the context of 
pandemic life. 

There are repeated details in the diºerent works of these artists as well, 
which attest to the curators’ careful selection of pieces that flow 
seamlessly and deliciously together in and through the various rooms. 
Cherries appear in works by both Park and Orchard, and nipples abound 
in the works of all three artists. This focus on female nipples could well 
be interpreted as a thumbing-of-the-nose at Instagram’s draconian 
censorship of that particular body part. The majority of Orchard’s 
colourful paintings portray solitary female figures with ambiguous facial 
expressions smoking near windows, and Park’s small-scale erotic paintings 
are a joy to look at closely. The sensuous colours draw our eye, and the 
details invite us to linger: a dragonfly on a slice of orange; a ruby-red 
cherry lying on a yellow tablecloth; or the shimmering purple liquid in a 
wine glass. Looking at these paintings is like slowly consuming a lover’s 
body with our eyes, taking in every line, every bruise.

The sculptures and wall hangings by Nestler are seductive objects that 
draw the viewer towards them through their pliant materiality. Her soft 
sculptures made of purple velvet, for example, are simultaneously 
humorous and beguiling, and they invite haptic visuality: the desire to 
look as well as touch.1 The light purple sculptural wall hanging entitled 
Woman with a Book (After Léger) is worthy of special note because of 
its sophisticated play with both materiality and art history, appropriating 
Fernand Léger’s 1923 painting. Nestler’s work is a lot more fun than 
Léger’s in its playful materiality, however, and it suggests the solitary 
pleasures of reading, fashion and self-touch. The headless figure wears 
a ru×ed collar and has a book clutched under their left arm; the book 
is pierced by a conical breast with a pointed, neon orange nipple. 
Nestler’s wall hanging is a feminist intervention into a canonical male 
modernist’s work, but the inclusion of three long-stemmed flowers 
made of black leather adds a touch of melancholy. It is a work that 
combines pleasure and sadness, desire and loss.

Nestler’s sculpture It’s Ru® Out There (2020) was positioned in the 
centre of one of the rooms and placed directly on the floor, so that 
viewers could gaze at it in the round. The title suggests that Nestler is 
once again channelling the ru×ed collar seen in many Dutch Golden 
Age portraits, but it could also refer to the challenges of living through 
a pandemic. On the ground, protruding from purple velvet folds, are 
two flattened purple breasts with orange nipples that have curlicues 
on the tips, surely an allusion to nipple hairs. These fragments of the 
sexualized body, isolated in space, flow with the curators’ vision of 
eroticism in isolation. Produced in 2020, this work is in direct dialogue 
with the consequences of the pandemic, including quarantine, 
lockdowns and loneliness.

Fantasy Body
Julia Skelly 
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In the same room, Park’s oil on linen painting, Caterpillar on a Table (2020), 
depicts what might be a male chest close to the picture plane; the figure 
is cropped just above their feminine bottom lip, and painted lines suggest 
dramatic abdominal muscles. A black-haired woman with striking blue 
eyes peeks over the figure’s left shoulder; she pinches the central 
figure’s pink nipple between her fingers, which are capped with pointy 
white, talon-like nails. Unlike the other artworks in the show, Park’s 
paintings depict intra-personal desire and pleasure. Her figures are not 
alone, although they are isolated from the rest of the world, a point that 
Park underscores by framing her subjects tightly within the pictorial 
space. Female sexual agency is playfully enacted in Park’s images,  
and there is a mixing of gendered visual cues that destabilizes gender 
categories. Many of her figures could be described as androgynous or 
nonbinary, thus making space for subject positions beyond cis-female 
and cis-male.

Orchard’s oil on linen painting Cantaloup (2020) depicts a femme 
subject who wears a translucent blue corset and sits near a window 
smoking. Her sculptural body and large nose are reminiscent of Picasso’s 
neo-classical depictions of women from the 1920s, although her waist 
is rendered tiny by the corset, an item of clothing that invites us to 
interpret the painting in terms of the performativity of gender (the corset 
as a symbol of femininity), and as a result, the subject can be read as a 
cis-woman or a trans-woman. Orchard’s smoker is solitary, possibly sad 
or bored, and the work is an empathetic, perhaps self-reflexive depiction 
of the day-to-day life of women living alone in quarantine and using 
addictive substances as a strategy for coping with anxiety and depression. 

In Fantasy Body, the curators did a brilliant job of interpellating straight, 
queer and bisexual viewers by including erotic images that depict subjects 
who are sexually alluring but also ambiguously sexed. Feminist artists 
have been exploring female sexuality and desire since the 1960s, but 
these recent artworks by Nestler, Orchard and Park move away from 
straight, white, cis-female desire in order to make room for a range of 
sexualities, desires and fantasies. Fantasy Body was a beautiful, joyful, 
and at times, melancholic exhibition that spoke to issues of sexuality  
in the age of COVID-19.

1. Laura U. Marks, The Skin of the Film: Intercultural Cinema, Embodiment, and the Senses 
(Durham: Duke University Press, 2000), 151.
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Méandres, de l’artiste multidisciplinaire sherbrookoise Stéphanie 
Morissette, propose une exploration esthétisante du vieillissement du 
cerveau humain. À partir de données de son propre cerveau, recueillies 
grâce à l’expertise de la compagnie sherbrookoise d’imagerie cérébrale 
IMEKA, l’artiste a élaboré un parcours déambulatoire à l’intérieur de 
cet organe. De façon plus large, Méandres convie à un dialogue entre 
le discours scientifique et le discours artistique pour remettre en 
perspective notre rapport à la science et à notre condition humaine. 

La trame narrative de cette expérience de réalité virtuelle met en 
perspective le rapport à notre condition d’êtres mortels. L’œuvre utilise 
la lumière, entre autres, pour signifier le vieillissement de l’organe.  

En eºet, de petits points lumineux se font sentir d’abord de manière 
subtile, puis de plus en plus présente. L’expérience représentée en noir 
et blanc débute dans l’obscurité quasi totale, tels une caverne ou un 
fond marin dans lequel se déplacent ces points lumineux. La trame 
sonore renforce l’impression de se trouver dans un univers aqueux  
dès la première scène de l’œuvre, puis ces petits points volatiles,  
qui représentent l’eau libre dans le cerveau, augmentent en fonction 
du mouvement de la personne qui porte les lunettes virtuelles.  
Plus la personne bouge, plus la lumière dans l’œuvre prend de la place.  
Selon les travaux de la compagnie d’imagerie du cerveau IMEKA,  
l’eau serait un biomarqueur de la neuroinflammation causant les 
maladies dégénératives telles que l’Alzheimer, le Parkinson et la 
sclérose en plaques. D’un point de vue physiologique, la vie humaine 
est un processus dégénératif naturel déterminé. Nous sommes 
génétiquement programmés pour vieillir. Or, Méandres rappelle aussi que 
le vieillissement n’est pas simplement un processus biologique interne.  
Ce dernier est déterminé par des sources externes. Symboliquement, 
une de ces sources serait le spectateur qui entre dans l’architecture 
imagée du cerveau. Par cet acte, il interagit avec les connexions  
de la matière blanche représentées et participe ainsi au processus de 
vieillissement. Plus il interagit dans l’œuvre et plus ce lieu d’abord obscur 
devient saturé de lumière, aboutissant ainsi à la mort du cerveau et, 
par la même occasion, à la fin de cette expérience virtuelle. 

Stéphanie Morissette,  
Méandres 
Maria Chelkowska

St
ép

ha
ni

e 
M

or
is

se
tt

e,
 M

éa
nd

re
s,

 2
0

20
. E

xp
ér

ie
nc

e 
en

 r
éa

lit
é 

vi
rt

ue
lle

 p
ré

se
nt

ée
 à

 S
po

ro
bo

le
. P

ho
to

 : 
Fr

an
ço

is
 L

af
ra

nc
e.

Fr
on

t: 
Ro

se
 N

es
tle

r, 
It’

s 
R

u�
 O

ut
 T

he
re

, 2
0

20
. N

eo
pr

en
e 

m
es

h,
 F

ab
ri

c,
 T

hr
ea

d,
 B

at
tin

g,
 P

ol
yfi

l; 
ba

ck
: D

an
ie

lle
 O

rc
ha

rd
, C

an
ta

lo
up

, 2
0

20
. O

il 
on

 L
in

en
, I

ns
ta

lla
tio

n 
vi

ew
. 

C
ou

rt
es

y 
of

 th
e 

ar
tis

t a
nd

 P
ro

je
t P

an
gé

e.
 P

ho
to

: J
ea

n-
M

ic
ha

el
 S

em
in

ar
o.

 


