Document généré le 19 juil. 2025 14:23

ETC

Altogether. Each in its Own Place

REVUE DE L'ART ACTUEL

Artefact Urban Sculpture in Montreal, 2007

Artefact, Ile Sainte-Héléne, Montreal. Curator: Gilles
Daigneault, co-curator: Nicolas Mavrikakis. June 27 -

September 30, 2007

Yam Lau

Numeéro 81, mars—avril-mai 2008

URI : https://id.erudit.org/iderudit/34553ac

Aller au sommaire du numéro

Editeur(s)

Revue d'art contemporain ETC inc.

ISSN

0835-7641 (imprimé)
1923-3205 (numérique)

Découvrir la revue

Citer ce compte rendu

Lau, Y. (2008). Compte rendu de [Altogether. Each in its Own Place: Artefact
Urban Sculpture in Montreal, 2007 / Artefact, Ile Sainte-Hélene, Montreal.
Curator: Gilles Daigneault, co-curator: Nicolas Mavrikakis. June 27 - September

30, 2007]. ETC, (81), 52-55.

Tous droits réservés © Revue d'art contemporain ETC inc., 2008

Ce document est protégé par la loi sur le droit d’auteur. L’utilisation des
services d’Erudit (y compris la reproduction) est assujettie a sa politique
d’utilisation que vous pouvez consulter en ligne.

https://apropos.erudit.org/fr/usagers/politique-dutilisation/

erudit

Cet article est diffusé et préservé par Erudit.

Erudit est un consortium interuniversitaire sans but lucratif composé de
I'Université de Montréal, 'Université Laval et I'Université du Québec a
Montréal. Il a pour mission la promotion et la valorisation de la recherche.

https://www.erudit.org/fr/


https://apropos.erudit.org/fr/usagers/politique-dutilisation/
https://www.erudit.org/fr/
https://www.erudit.org/fr/
https://www.erudit.org/fr/revues/etc/
https://id.erudit.org/iderudit/34553ac
https://www.erudit.org/fr/revues/etc/2008-n81-etc1134007/
https://www.erudit.org/fr/revues/etc/

ALTOGETHER: EACH IN ITS OWN PLACE:
ARTEFACT URBAN SCULPTURE IN MONTREAL, 2007

Artetact. ill.

Curator: Gilles Daigneault, co-curator:

007 1s the third episode of Artefact, a tri-
annual urban H'1i|pt|u':r project in Montreal.
Information on the website outhnes the curato-
rial myunctions since the beginning ot the proj-
ect in 2001, Artetact prescribes that the project
be nomadic (it should be organized in a different site each time),
and that it should take place in a meaningtul, well-visited public
site in Montreal.
Having visited the project two wecks before closing in late
September, I came away with the experience that the simple
curatorial directives of Artefact have facilitated an inventive
complication between the terms site, seulprire and public. What |
mean is that, rather than simply framing and addressing sculprural
practices in public contexts, treating both as two already defined
territories, Artefact opts to experiment with what site, sculp-
ture and public might be. By embracing the nomadic and the
provisional as 1ts experimental core, Artefact promotes fluid and
temporary alliances between its three constituent terms, allowing
cach to maximize its potential by drawing from and infecting the
others. This 1s what | perceived to be the strength of the project
as indicated by the artworks.

In concordance with its mandate on the nomadic, the current

site selected 1s the former site of Expe 67 on Ile Sainte-Heéléne.
Immediately, a complex of interrelated themes, histories and

Sainte-Heéléne,
Micolas

Montreal

Mavrikakis., June 27 - Seprtember 30, 2007

urlities can be 1dentified from this current choice of site. Utopia,
urban development, Montreal, landscape, leisure, architecture/
architectural landmark, the future, the imaginary future of the
sixties, dream = are the multiple lines of potennalities traversing
the site, awaiting to be actualized through creative cncounters
with sculprural and public intervention. Here we can imagine lle
Samte-Heléne as a topology of comphcity, where site, sculpture,
and public are loosened trom their already constituted internal his-
tory, once again ready to be recomposed into new configurations
of affinity, alliance and arrangement. Sculprure oo, in Artefac,
refers not so much to a tradition or a particular kind of discourse
than to a unique form of power that engenders new, unforescen
torms of encounter witch site and public.

Twenty artists were selected from five continents, Aside from
working in sinn, they were also asked to respond to the notion
of the archirecrural “folly™. This injunction, however loosely
interpreted by the artists, is nonetheless intended to draw the
work into close proxinuty to a number of sull existng, as well
as memories of past pavilions on the site. Architectural follies
however, are capable of eliciting a certain excess in terms of
desire and its attending pleasure, as well as harmless and playful
transgressions to the norm. This “tone” of play and transgres-
sion 15 evident in a number of pieces. Being architectural and/or
sculptural, the artworks-as-follies also served as markers on the




leisure ground of Ile Sainte-Hélene, installed along a path that

can be completed by foot in just over an hour. As is the case of

any large-scale exhibition, some works are more successtul than
others. In Artefact, 1 believe that the manner in which the work
“surveys” and becomes complicit with the past and present
potentials of the site is crucial; the form of the work creatively
actualizes the real and imagined possibilities that permeate le
Sainte-Heléne. Below are reflections of my encounters with a
number of them,

Diane Borsato's Edlipse, Wednesday February 21, 2007 is a photo-
documentation of an event in which a giant snowball 1s created
by two female friends presumably on the date indicated in the
waork's title, Now the gesture of eclipse in question inscribes
the joy of snowball making on one fine winter's day within
an architectural discourse, It is Buckminster Fuller's architec-
tural signature, the geodesic dome = put under erasure here

by Borsato's human-size snowball — that is set up as a kind of

counter-signature to the master’s

From the angle of the photograph, the snowball nearly com-
pletely obscured the male master’s world-renowned geodesic
dome. The intervention is particularly significant since Fuller's
dome, being one of the most publicized architectural landmarks
of the city of Montreal, has become recogmzed as the archi-
tectural idenoity of the city, Borsato’s gesture of contestation s
certainly subversive, but not antagonistic. [ think it 1s primarily a
celebration of creativity, play and humour that draws its power
by aligning with Fuller's work. An eclipse is not permanent;
it will pass. Fuller's “masterpiece™ will soon regain its righrful

place. But during Artefact, Borsato’s photo documentation was
presented on a banner hung at the entrance of the renowned
geodesic dome. I have the feeling that Fuller would identify
with Borsato's humour and inventiveness, that he would like
the piece very much had he still been alive today. In that sense,
Borsato’s Eclipse can be interpreted as an homage.

Alexandre David’s, Sans ritre is a long wooden plank-hike structure
that subtly frames the bank of the pond by which it 15 installed.
['hough there is nothing apparently radical abourt this work, it 1s
precisely its humility that allows it to be so properly situated in its
vicinity. lts quiet presence gives the landscape a definitive sense
of proximiry and articulation. David's gesture does not set the
wark apart from the environment and declare itself as “art”. Sans
titre 15 2 horizonal, counter-monument that replaces heroics with
utility — the public can sit, hie, converse, relax on and around it.
Space becomes a place where and when architectural interven-
tion demonstrates the quality of propriety.

Although one might elaborate Sans titre within an art critical
I‘l'.IJI]L'\'-'UI'k. such a |.‘r{}51tl<mi|1§__' is not so relevant to my experi-
ence of the work. The structure convinces me primarily in
the way it confers value to the site, as well as the very real and
human opportunities that it created. Much of its strength came
from 1ts dehberate placement, proportion and execution — the
very fundamentals of craft and ethic. In a sense, the work 1s

antithetical to the ethos of “designer™ art and architecture

prevalent today. Sitting on Sans titre by the pond, I feel time
has slowed down a little = the temporality of the work began

to approximate that of the pond. I gain a sense of connecrion
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astructure that promises delight
for human passersby, But be-
tween its exterior and interior,
the work effects a complication
of humeor, wit, culture, nature,
desire, death and pleasure — a
set of terms and sensibilities that
gurdes BGL's modus operandi.

In a couple of cases however,
I question if the term “tolly™ has been given too much and too
literal of an architectural incarnation. Therefore, instead of being
points of negotiation, the sculptural work is rendered to be sealed
as 1solated statements/enclosures within lle Sainte-Héléne. In
such cases, an opportunity to construct opportunities with the
site has been given over to singular artistic intentions that appear
to be too premeditated.

According to the information on the official website, Mathicu
Lefevre's Acees public “criticizes the art milieu and the relation-
ship that the public has with artworks.” In Lefévre's tower-like
structure, various seminal paintings from the western tradition are
reproduced, framed and presented in the format of a salon- stvle
painting exhibition. Visitors are required to jump up against a
cushioned floor in order to view the reproductions that are hung
too high above the convenient eye level.

It as a statement, Lefévre's work reiterates certain clichés
about the dissemination and experience of art, the physical,
fun-house activity does little to transform the banalicy of an
already constituted piece of knowledge. 1 question whether the
artist was willing to explore concepts and forms of knowledge
that are contingent and materal-based. | found Lefévre's Accés
public self-limiting on many levels. In Artefact, the limitation
became much more evident
a5 []IL' i'l}l]l't'[“'\ L']ll’.'r[.lll“'Li ]1\ ’ ‘w
] ".'[-".-"‘.'l'l' \EHLHi m \'[.II'I\: i]])lj\'l”” 4
to the possibilities procured by
the site. It 15 ironic that Aecés
public actually undermines the
agency and intelligence of the
audience,

In contrast to Lefevre, Trevor
Gould’s posters might have
been too dispersed, relying too
ll.]l.ll.h [S10 [h’n’ j1e to PTU\']th'
a cogent experience, With
Gould's work I couldn’t help
but refer to official literature
tor aid. On the website, 1t 13
indicated that Gould's drawings
of tarlyland architecture posted
on \'.!Ti“l'l‘w trees near |.|IL' I‘”n]ll.']'
American pavilion “invite us to
stroll in a Ihsney-like enchanted
forest next to the tormer

American pavilion.” The work, however, remains a concept in the
site —an 1dea that might have worked in the artist’s mind but fails as
a gesture powerful enough to engage and ransform the site.

My reflections on individual works are provisional, but they point
to the merits of Artefact. Once sculpture has been disassociated
with the white cube, where much of the discipline’s institutional
history and discourse is constructed, it finds itself faced with new
challenges. Artetact provides the rare opportunity for sculpture to
nourish and invent itself through its survey of a site, The many
engaging works extract and complicate the multivalent trajecto

ries that animate lle Sainte-Héléne through the creation of new
forms. To imagine what kinds of pleasures and discovery can be
granted by sculptural practices today 1s one of the most relevant
imperatives here. To that extent, my reflections, criticisms and
affirmations in this article are possible because Artefact existed,

Yam Lat
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