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ABSTRACT

This thesis is an examination of the interrelationship between contemporary Canadian
installation art and exhibition space. The central concern of this thesis is the exploration of
the gendered meanings of three types of exhibition space: the modernist white cube
gallery, the house-as-temporary installation site and the house-gallery, and the gendered
meanings of the installations. A selection of works by artist collectives and individual
artists are analyzed with respect to site, location, the use of domestic subject-matter and
the affective role of architectural space in the interrogation and creation of gendered
meanings. Specific collaborative projects such as Womanhouse, The House Project and
Les Occupantes and works by Kim Adams, Rita McKeough, Renée Van Halm, Anne
Ramsden and Patrick Mahon are used to support this thesis.
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INTRODUCTION

Activity in space is restricted by that space; space ‘decides’ what activity
may occur, but even this ‘decision’ has limits placed upon it. Space lays
down the law because it implies a certain order — and hence also a certain
disorder.... Interpretation comes later, almost an afterthought. Space
commands bodies, prescribing or proscribing gestures, routes and distances
to be covered.'

Exhibition sites have a symbiotic relationship with the art installed within them.
The installation space affects the reading of the work and the installations have the power
to interrogate the affective role of the site. This thesis will examine selected site-specific
installations within gendered exhibition spaces in order to demonstrate the
interrelationship between the art and the affective role of the installation site. The feminine
subject-matter of domesticity® offers unique interrogations of the gendered installation
sites whether they be the masculine ‘white cube’ gallery space, the feminine
house/apartment site co-opted for temporary installations or the house-gallery hybrid.’

The central focus of this thesis will be the examination of site-specific installations
that make overt use of domestic subject-matter within both the ‘male’ white cube and the
two types of ‘female’ house sites. Chapter One will explore the white cube gallery space
using installations by Kim Adams and Rita McKeough to determine how these works

interrogate and subvert the site, noting its masculine characteristics and affects on the art.

' Henri Lefebvre, The Production of Space Trans. Donald Nicholson-Smith (Oxford: Blackwell Press,
1991), 143.

* By ‘domesticity’ I am referring to subject-matter, action or condition referring to the domestic sphere.

* The “white cube” is a term developed by Brian O’Doherty in Inside the White Cube: The Ideology of the
Gallery Space (San Francisco: The Lapis Press, 1976).




In Chapter Two, three temporary projects — Womanhouse, The House Project and Les
Occupantes — will be used to discuss the interrelationship between the house as home and
the temporary installation within a domestic space. In Chapter Three, site-specific
installations in two hybrid galleries — the Gairloch Gallery in Oakville and the Burnaby
Art Gallery in Burnaby, British Columbia — will be discussed. Two exhibitions at the
Gairloch will be examined to reveal the interrelationships between site and installation.
Renée Van Halm’s Anonymous Volumes (1993) and Anne Ramsden’s Residence (1994)
will be examined to determine how the hybrid nature of the site is exposed and
interrogated by these works. It will be shown that the inherent privacy of the hybrid
gallery’s original domestic status shifts in its new public, institutionalized position and
thus, it becomes a very different site from those discussed in Chapter Two. At the Burnaby
Art Gallery Patrick Mahon’s installation, titled Re-entering the House of Flowers will be
used to discuss the affective role and conscious male interpretations developed by the
artist.

As gendered spaces, these three sites are reflexive of the gendered division
between public and private spheres. Domestic subject-matter, as an aspect of the private
sphere, is subverted in the ‘white cube’ where public issues are more commonly
emphasized. Traditionally the domestic sphere has been at odds with masculine
modernism and the hybrid house-gallery offers a unique site for the institutionalized
interrogation of both the house and gallery spheres. This thesis will argue that the
gendered meanings of the house and gallery spaces are antithetical to one another; that the

house/apartment as home, house-gallery or temporary installation site presents a hybrid of



these two sites; and, that all three types of installation site are used by the artists as an

explicit exploration of the gendered meanings of these spaces.

LITERATURE REVIEW

The source material for this thesis draws on several disciplines, so an introduction
to these sources is offered to trace how I have developed my understanding of the
installation sites and the works of the artists examined here. This selection is organized
first by central issues concerning the gallery space and domestic sites, and secondly by a

review of the specific catalogues and essays for each selected project.

THE MEANING OF SPACE

(Social) space is not a thing among other things, nor a product among other

products: rather, it subsumes things produced, and encompasses their

interrelationships in their co-existence and simultaneity — their (relative)

order and/or (relative) disorder. It is the outcome of a sequence and set of

operations, and thus cannot be reduced to the rank of a simple object.*

Henri Lefebvre argues that space not only defines the activity within it, but also
affects the meaning of any object within it. If space is said to influence activity within it,
then one can assume that specific spaces influence activity in specific ways. This thesis
will argue that the particular affective roles of such spaces gives gendered meanings to the

space. It will be argued that the gendered meaning of each exhibition site discussed in the

following three chapters has a specific affect on the art installations. How each artist

4 Lefebvre, 73.



makes use of and challenges the affective role of the space in each site will be a
fundamental component of this thesis.

A gendered space has specific meanings or forms of influence which exert a
substantive control over the production of meaning. As Lefebvre states, social space is a
product that subsumes all products within it. Central to the concept of gendered spaces are
the separate spheres of the public and private, and the affective role of space in the
formation of a gendered engagement within these separate spheres:

It is clear that the public-private distinction is gendered. This binary

opposition is employed to legitimate oppression and dependence on the

basis of gender; it has also been used to regulate sexuality. The private as

an ideal type has traditionally been associated and conflated with: the

domestic, the embodied, the natural, the family, property, the ‘shadowy

interior of the household’, personal life, intimacy, passion, sexuality, ‘the

good life’, care, a haven, unwaged labour, reproduction and immanence.

The public as an ideal type has traditionally been the domain of the

disembodied, the abstract, the cultural, rationality, critical public discourse,

citizenship, civil society, justice, the market place, waged labour,
production, the polis, the state, action, militarism, heroism and
transcendence.’

These aspects of gendered social spaces will be applied to my examination of site-
specific installations in order to determine how these installations engage in the formation
of the meaning of these spaces.® Nancy Duncan’s definition of the characteristics of public
and private ideals is particularly useful in building the argument that a traditional white

cube gallery space (Chapter One) embodies the public sphere and male ideal, whereas the

house-as-temporary installation site (Chapter Two) embodies the private sphere and

’ Nancy Duncan, “Renegotiating Gender and Sexuality in Public and Private Spaces”, Body Space ed.
Nancy Duncan (London and New York: Routledge, 1996), 128.



female ideal; the house-gallery (Chapter Three) is a hybrid of the latter two. The
public/private, male/female binary oppositions will provide the focus for my examination
of the artists’ works and for the interpretation of the meaning of the gendered spaces in
which the selected installations are presented. In her essay “Renegotiating Gender and
Sexuality in Public and Private Spaces”, Duncan argues that the binary distinction
between public and private spheres is highly problematic and that contemporary political
practices of groups marginalized by this system, such as abused women and sexual
minorities, work to undermine these binaries.” I will extend this argument to include
installation artists, and establish that they are able to interrogate the traditional meanings
of these sites through their installations. In keeping with Duncan’s insight, the final site —
the hybrid house-gallery — may be seen as an architectural manifestation of a

contemporary blurring of these traditional boundaries between public and private spheres.

THE GALLERY

[ will begin with an examination of the literature which informs my understanding
of the affective role of the gallery. Eilean Hooper-Greenhill offers a helpful history and
examination of museums, collection practices and institutional constructs of memory in

her book Museums and the Shaping of Knowledge.® Her examination is a useful one in

® In this thesis I take Duncan’s reference to ‘immanence,’ not to mean ‘God’ but rather as the antithesis of
transendence and therefore, a secular type of ‘indwelling.’

” Duncan, 127.

* Eilean Hooper-Greenhill, Museums and the Shaping of Knowledge (London and New York: Routledge,
1992).



mapping the development of collecting practices and I will use it to make connections
between public and private values in collecting.

Although the house and gallery sites are now viewed as binary and reflexive of the
division of the public and private spheres, Martha Ward’s article demonstrates that
historically they have not always been mutually exclusive. Martha Ward’s essay
“Impressionist Installations and Private Exhibitions” traces the development of nineteenth-
century exhibition practices through to the installations of the Impressionists.’

Throughout Ward’s essay, both in the words of the contemporary critics and the
observations of the author, inferences are made to suggest the ‘feminine’ nature of the
Impressionist’s installations and exhibition designs, as exemplified by this critic’s
commentary:

A sunny green landscape, a bright winter scene, an interior twinkling with

polishes and fashions require different frames, which only their respective

authors know how to devise, just as a woman knows better than anyone

else the nuances of materials and powders and boudoir hangings that will

bring out her colour, the expression of her face, her manners."

Even though this may be read today in a positive light, this link between the installation
practices of the Impressionists and a feminine sensibility of interior design, especially the
boudoir, resulted in the Neo-impressionists at the end of the nineteenth century making an
assertive effort to move away from this strategy:

The [1886 Neo-Impressionist] exhibition lacked the amenities of some of

the earlier Impressionist ventures: no hangings, draperies, plants or
Algerian settees....[an] insistent focus on the works themselves, along with

® Martha Ward, “Impressionist Installations and Private Exhibitions” in The Art Bulletin vol.73 no.4
(Dec.1991), 599-622.
' Ward, 611.



an allegiance to group presentation, subsequently emerged as the guiding
principles of the Neo-Impressionist installations."

Their emphasis on the art object placed within an austere exhibition space situated
these exhibitions within the domain of the masculine and, therefore, the public sphere.
This gendered understanding of the gallery and domestic sites in early modernism is
iterated in Michael Clapper’s essay “The Chromo and the Art Museum: Popular and Elite
Art Institutions in Late Nineteenth-Century America” which was useful in my
characterization of the gallery site, specifically its status as a modernist construct."

The focus on the individual art object and the erasure of personal decoration that
Ward chronicles eventually would lead to gallery spaces such as the Betty Parsons Gallery
in New York. Parsons who opened her gallery in 1946, after acquiring Peggy
Guggenheim’s stable of artists (including Mark Rothko and Jackson Pollock), claimed to
be one of the first to develop the austere white cube space demanded by modern
abstraction:

[she] emptied it, stripped it of all architectural embellishment and painted it

bone white. She installed strong lights and bought no chairs or rugs to

pander to the comfort of visitors. “A gallery isn’t a place to rest. It’s a place

to look at art. You don’t come to my gallery to be comfortable.”"

With everything stripped away to emphasize the art object, the separation of the gallery

space from the decorative, feminine domestic sphere of the Impressionist’s exhibitions

was complete.

" Ward, 619.

' Michael Clapper, “The Chromo and the Art Museum: Popular and Elite Art Institutions in Late
Nineteenth-Century America”, in Not at Home: The Suppression of Domesticity in Modern Art and
Architecture ed. Christopher Reed (London: Thames and Hudson, 1996), 33-47.

'3 Lee Hall, Betty Parsons: Artist, Dealer, Collector (New York: Harry N. Abrams, Inc., 1991), 77.




In classical modernist galleries, as in churches, one does not speak in a
normal voice; one does not laugh, eat, drink, lie down, or sleep; one does
not get ill, go mad, sing, dance, or make love."*

These prohibitions, set out by Thomas McEvilley in his introduction to Brian

O’Doherty’s Inside the White Cube, and supported by gallery owners such as Parsons,

defined the gallery space as public but, more importantly for this thesis, as anti-domestic.
All the excluded daily activities noted by McEvilley belong to the realm of the private and
the domestic, thereby reinforcing the idea of the white cube gallery space as a counterpoint
to the domestic and, therefore, anti-feminine. Reesa Greenberg continues this gendered
interpretation of both the gallery and domestic sites in her essay “The Exhibited
Redistributed: A Case for Reassessing Space.”'® Her work is a call to examine the
exhibition site as an integral aspect to understanding the art itself. This thesis is a direct
response to this appeal.

The white cube gallery embodies Nancy Duncan’s characteristics of the ideal
public space for it encompasses the ideals of the abstract, the cultural, and the rational. It is
a space for critical public discourse, heroism and transcendence.'® Thus, if the polarity
between public and private is gendered, then the white cube gallery may be defined as a
masculine public space.

In her book Civilizing Rituals: Inside Public Art Museums, Carol Duncan presents

the art gallery/museum as a stage which “prompts visitors to enact a performance of some

'* Thomas McEvilley, “Introduction” in [nside the White Cube Brian O’Doherty (San Francisco: The Lapis
Press, 1976,) 10.

'* Reesa Greenberg, “The Exhibited Redistributed: A Case for Reassessing Space” in Thinking About
Exhibitions eds. Reesa Greenberg, Bruce W. Ferguson and Sandy Nairne (London and New York:
Routledge, 1996), 349-367.



kind....”"” She examines art museums/galleries as both architecture and spaces which
contain art but, more significantly, have the power to influence the viewer’s reception of
art. This relates directly to Lefebvre’s notion of the space ‘deciding’ the action within it.
Duncan argues that the museum “offer[s] up values and beliefs — about social, sexual and
political identity....” '® Her work provides a useful model for the examination of these
projected values and beliefs in conjunction with those of the work installed within the
gallery.

Karl E. Meyer’s The Art Museum: Power, Money. Ethics is also helpful in framing
the emergence of the white cube gallery and the predominance of the International Style in
museum architecture, a style that has many affinities with the masculine attributes of the
white cube.' The book contains an examination of statistical evidence of the cost of
constructing museums and art galleries and the implications of architectural styles in the
gallery building type. The International Style is discussed in terms of the movement away
from historical references for this building type, yet Meyer acknowledges that this new
style was just as constraining as any historical predecessor. He also discusses the problem
of installing art in International Style buildings, citing the imposing character of the
structure.”® Meyer supports the practice of recycling existing structures that are more

intimate and sympathetic in scale so as to create a hybrid of the intimate domestic setting

' Duncan, 128.

'7 Carol Duncan, Civilizing Rituals: Inside Public Art Museums (London and New York: Routledge, 1995),
1.

'8 Carol Duncan, 2.

'% Karl E. Meyer, The Art Museum: Power, Money, Ethics (New York: William Morrow and Co. Inc.,
1979).

 Meyer, 128-131.
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with white cube gallery amenities. The house-gallery, spaces which are discussed in
Chapter Three achieve similar ends.

Brian O’Doherty’s Inside the White Cube (1976) remains a significant text on the

analysis of gallery space. O’Doherty characterizes the white cube as an embodiment of the
authoritative voice that is so widely criticized today by theorists and artists alike. He
argues for a return to the connection between art and real life, characterizing the white
cube as a sterile and overbearing environment for art.! O’Doherty also is helpful for
mapping the history of interventions between the ‘real world’ and the gallery space,
including the work of Marcel Duchamp, Andy Warhol and Claes Oldenburg, who will be
used in Chapter One to provide a short history of installation art.

One central characteristic of the white cube space defined by O’Doherty is that of a
closed system:

The ideal gallery subtracts from the artwork all cues that interfere with the

fact that it is “art.” The work is isolated from everything that would detract

from its own evaluation of itself. This gives the space a presence possessed

by other spaces where conventions are preserved through the repetition of a

closed system of values.”
O’Doherty goes on to liken this closed system to that of a church or a courtroom or a
laboratory. Such a closed system denies the visitor the possibility of bringing in the
outside: the conventions and actions of real life do not enter into such a space. For better

or worse, the art is left to stand on its own. The house, however, serves to reinforce the

gender roles of the inhabitants by embodying the identities of those who shaped it and

3! O’Doherty, 15.
Z O’Doherty, 14.
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exist within it, the white cube gallery purports to erase all notions of personal influences
S0 as to present a space in which art can project its own meanings without interference. It
is this denial of the real world that separates the white cube gallery from the realm of the
private, the real the realm of immanence:

The white cube was a transitional device that attempted to bleach out the

past and at the same time control the future by appealing to supposedly

transcendental modes of presence and power. But the problem with

transcendental principles is that by definition they speak of another world,

not this one.”
As this thesis will demonstrate, artworks that incorporate domestic, feminine subject-
matter into the male space of the white cube present an affront to this transcendence.
Kenneth E. Silver, in his essay “Master Bedroom, Master Narratives: Home,
Homosexuality, and Post-War Art,” clearly defines modern as a masculine construct
which suppresses domestic subject-matter.* This definition is central to my examination
of the affective role of the white cube space as a modern, masculine construct.

An essay by Mark Wigley examines “the interrelationship between how the
question of gender is housed and the role of gender in housing.” ** His specific
examination of the white wall surface as a gendered construct which subverts ornament,

corporeality, and therefore, femininity is central to my examination of the white cube

space as well as to the work of specific artists which use the white surface in their work.

3 O’Dobherty, 11.

* Kenneth E. Silver, “Master Bedrooms, Master Narratives: Home, Homosexuality, and Post-War Art” in
Not at Home: The Suppression of Domesticity in Modern Art and Architecture ed. Christopher Reed
(London: Thames and Hudson, 1996), 206-221.

* Mark Wigley, “Untitled: The Housing of Gender” in Sexuality and Space ed. Beatriz Colomina
(Princeton: Princeton Architectural Papers, 1992), 329.
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Although the white wall was meant to provide a neutral background for artistic
expression and reception, this thesis will argue that it has specific meanings that are
challenged and deconstructed by the artists who install within these walls. This thesis will
follow O’Doherty’s position on the ‘white cube’ and combine his critique with the work of
Henri Lefebvre and Nancy Duncan to develop a framework for understanding space as a

physical, conceptual and emotional context for the installations within it.

THE HOUSE AS HOME

“...the ideal happiness has taken material form in the house” Simone de
Beauvoir writes in The Second Sex, and thus the house “stands for
permanence and separation from the world.” Woman, the domestic keeper
of that ideal happiness, has herself taken on the house’s traditional
attributes of enclosure and isolation. No other building type embodies such
symbiotic association between occupant and object.?®

Studies in behavioural psychology, specifically those examining the relationship
between the domestic sphere and its inhabitants, have been useful in my examination of

artistic interventions with this site. Most significant is the text The Meaning of Things:

Domestic Symbols and the Self which examines how people valued domestic objects and
the variance in these values according to age, gender and class distinctions.”” One

examination, written by Susan Saegert and Gary Winkel, offers an expanded analysis of

*® Susana Torre ed., Women in Architecture: A Historic and Contemporary Perspective (New York:
Whitney Library of Design, 1977), 16.

*7 Mihaly Csikszentmihalyi and Eugene Rochberg-Halton, The Meaning of Things: Domestic Symbols and
the Self (Cambridge: Cambridge University Press, 1981).




the interrelationship of the home and the construction of identity.” Other texts, including
works by Janet Carsten and James Duncan, have informed my examination of the
domestic sphere by presenting a more cross-cultural approach.”

Several texts have been useful in tracing the history of the development of the
domestic site and the political implications of this subsequent private sphere. As Witold
Rybczynski points out in his book, Home: The History of an Idea, our contemporary
notion of domesticity began in seventeenth-century Netherlands with the separation of the
family business from the domestic space.* Today, this distinction between public and
private spheres, associated with commerce and domesticity, is central to our definitions

and interactions with these sites. Other texts on this subject include Building Sex: Men

Women, Architecture, and the Construction of Sexuality,” Lucy Lippard’s essay “Centers

9932

and Fragments: Women’s Spaces,”* New Space for Women,”* Building the Dream: A

Social History of Housing in America,** Through the Kitchen Window: The Politics of

Home and Family,” and Architecture in the Family Way: Doctors, Houses. and Women

** Susan Saegert and Gary Winkel, “The Home: A Critical Problem for Changing Sex Roles” in New Space
for Women eds. Gerda R. Wekerle, Rebecca Peterson and David Morely (Boulder: Westview Press, 1980),
41-64.

* Janet Carsten and Stephen Hugh-Jones eds. About the House: Lévi Strauss and Beyond (Cambridge:
Cambridge University Press, 1995)

James Duncan ed. Housing and Identity: Cross-cultural Perspectives (London: Croom Helm Ltd., 1981)

* Witold Rybczynski, Home: The History of an [dea (New York: Viking Press, 1986), 26-27.

*! Aaron Betsky, Building Sex: Men, Women, Architecture, and the Construction of Sexuality (New York:
William Marrow and Company Inc., 1995).

* Lucy Lippard, “Centers and Fragments: Women’s Spaces” in Women in Architecture: A Historic and
Contemporary Perspective ed. Susana Torre (New York: Whitney Library of Design, 1977).

¥ Gerda R. Wekerle, Rebecca Peterson and David Morley eds., New Space for Women (Boulder: Westview
Press, 1980).

* Gwendolyn Wright, Building the Dream: A Social History of Housing in America (New York: Pantheon
Books, 1981).

* Meg Luxton and Harriet Rosenberg Through the Kitchen Window: The Politics of Home and Family
(Toronto: Garamond Press, 1986).
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1870-1900 all of which examine the political implications of the separate public and
private spheres and women’s interaction with architecture.

The literature reveals that the house only became a separate sphere when the
workplace was removed from the home and the male world of commerce was separated
from the world of women and children. With the progress of capitalism in the nineteenth-
century, the cult of domesticity was firmly entrenched by the separation of domestic and
commercial spheres. The home was now venerated as a safe haven for men, where they
could retreat from the stressful and the world of commerce often regarded as immoral. As

Wekerle, Peterson and Morley note in their introduction to New Space for Women:

women’s participation in the public sphere — whether in work outside the

home or in public life — came to be viewed as unnatural and destructive of

the social order. Conversely, the home environment and women'’s domestic

roles were seen as a private affair of concern only to each individual family

and of no concern to the public interest.”’
The home was seen as the bastion of morality and comfort. It was the role of the woman to
maintain these standards by entertaining guests, decorating the home with art and crafts,
regulating familial pursuits and providing proper instruction and discipline for children.

The artists I will be examining are responding to the implications that stem from
this state of affairs. Again, to extend Duncan’s ideas, they are attempting to break the

bounds between the public/private, male/female polarities. It is this idea of the private that

the 1960s feminists rallied against with their slogan, “The personal is political.”

¢ Annmarie Adams Architecture in the Family Way: Doctors, Houses, and Women 1870-1900 (Montreal &
Kingston: McGill-Queen’s University Press, 1996).
%7 Gerda R. Wekerle, Rebecca Peterson, and David Morley, “Introduction,” 9.
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However, the confinement of women to the sphere of the domestic meant that if
they were to engage with public issues they must do so in the private sphere. As
Christopher Reed and Sharon Haar point out in their essay “Coming Home: A Postscript
on Postmodernism,” this situation provides a double connotation for the phrase “the
personal is political.”*® One can either bring the personal life of the everyday into the
public sphere, or one can bring the political implications of the public sphere into the
personal space of the home. These dual connotations are manifest in instailations of
domestic subject-matter in the white cube art gallery, as discussed in Chapter One, and in
the idea of bringing the public into the domestic sphere, as is the case of temporary
installation sites discussed in Chapter Two. The house-gallery site, discussed in Chapter
Three, may be seen as an example of a break from this binary opposition, and therefore the

site-specific works installed within it are reflexive of this hybridity.

EXHIBITION CATALOGUES

Exhibition catalogues and review articles are the primary sources for my thesis.
Often the catalogues are not expository, nor do they necessarily provide a contextual
framework for the art. Instead they are presented as parallel works to accompany the
exhibitions or as autonomous book-works. The temporary nature of the work coupled with
the lack of a contextual framework makes the examination of these installations doubly

problematic. First, the works presented in this thesis were known to me only through

** Sharon Haar and Christopher Reed ,“Coming Home: A Postscript on Postmodernism” in Not at Home:
The Suppression of Domesticity in Modern Art and Architecture ed. Christopher Reed (London: Thames
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reproductions and, second in some instances, the conceptual framework had to be drawn
from secondary sources. However, I will argue that despite the difficulties the examination
of these works is imperative for a contemporary understanding of these temporary
projects.

I will review catalogues which were particularly helpful for an understanding of
installations by Rita McKeough and Kim Adams. The text Kim Adams (1991), produced
cooperatively by the Winnipeg Art Gallery and Shedhalle of Zurich, is an examination of
the artist’s career up to that point.*® This thesis will focus on Home Decoys (1987) and
more specifically on the works Surfer Shack and The Moon from this series. Both works
are large-scale constructions which couple the elements of vehicles and prefabricated
storage sheds. Andy Patton’s essay entitled “Trousers on Head” is helpful in the
examination of Adams’ work from several perspectives, including its position in the
Canadian context and the various combinations of the ideas of transience and permanence
and privacy.

The second essay in this text by Shirley Madill examines the artist’s work in light
of its exploration of technology and the social degradation associated with technology’s
progression. “Kim Adams: Points of Perception” is not as appropriate as Patton’s to my
analysis of Adams’s work, but it does present a provocative position on the relationship
among the avant-garde, suburbia and technology, representing links between the

modernist avant-garde aesthetic and contemporary domestic living.

and Hudson, 1996), 255.
* Andy Patton and Shirley Madill, Kim Adams (Winnipeg: Winnipeg Art Gallery, 1991).
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In contrast, the catalogue to accompany the installation Defunct, by Rita
McKeough, provides only a brief introduction by the curator.* For the most part, this
work will be discussed from the images alone. A more recent publication examining the
extent of McKeough’s installation practice, proved to be more helpful. Rita McKeough: an
excavation is an anthology of essays on the work of McKeough which was published in
conjunction with a retrospective exhibition at the Glenbow Museum in Calgary.*!

Annette Hurtig’s essay in this book is a survey of the artist’s work to date,
including the installation and performance which was staged specifically for this
exhibition.* Hurtig examines McKeough’s career in terms of her vocalizations of political
issues in artistic forums. This essay was helpful in defining McKeough’s work as centrally
political and giving voice to those silenced by isolation, specifically those in poverty or in
the domestic sphere. Sandra Vida’s essay “Passages: Rita McKeough’s Art and Life in
Alberta” is more general than the others in this anthology and is helpful in describing the
Defunct installation.®

Chapter Two examines the house as installation site and the phenomenon of artists
creating temporary site-specific installations inside domestic spaces. Two Canadian “house
projects’ will be examined in detail and in the context of an American project,

Womanhouse, that will be cited as an example of historical precedent for these projects.

“ Charlie Fox, Defunct: an installation by Rita McKeough (Calgary: Alberta College of Art Gallery, 1982).
* Annette Hurtig, Rita McKeough: an excavation (Calgary: Glenbow Museum, 1993).
“* Annette Hurtig, “Enunciating Pain and Imagining Intimacy: Toward an Ethical Politics of Agency” in Rita

McKeough: an excavation ed. Annette Hurtig (Calgary: Glenbow Museum, 1993), 12-23.
* Sandra Vida, “Passages: Rita McKeough’s Life and Art in Alberta” in Rita McKeough: an excavation ed.
Annette Hurtig (Calgary: Glenbow Museum, 1993).
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Womanhouse is most extensively examined in Arlene Raven’s essay on the project
in The Power of Feminist Art: The American Movement of the 1970s. History and
Impact.* This essay is a thorough description and examination of the project and its
installations and also discusses its impact on the feminist art practices that followed it. and
is therefore helpful in both the description of Womanhouse and the critical examination of
The House Project and Les Occupantes.

The second project is The House Project, located in Toronto. It has a catalogue
with accompanying essays written by Sylvie Fortin and Claire Christie.*’ This project is
particularly relevant for several reasons, one of them being that the artists as well as the
two writers, Sylvie Fortin and Claire Christie, spent a significant amount of time living in
the installation space and several of the works draw on traces of the previous inhabitants
of the space, such as the layers of wallpaper. Christie examines the house from room to
room in its anthropomorphic allusions: the dining room meaning power and consumption;
the attic, fantasy and banishment; the bedrooms, intimacy and dream. The author sees each
work as a rejection of the patriarchal system embedded in the house and as an examination
of the oppression that takes place within this system. Christie’s introduction to the
installations is just that, an introduction which is helpful to those who were not physically
present for the installation.

Each room was installed by a different artist and Fortin’s text deals with the project

room by room, presented in the form of a descriptive narrative as the author walks through

* Arlene Raven, “Womanhouse” in The Power of Feminist Art: The American Movement of the 1970s
History and Impact eds., Norma Broude and Mary R. Garrard. (New York: Abrams, 1994), 48-65.
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the space. This narrative approach is quite appropriate for the show because of the

personal nature of the site. As well, Fortin’s explicit acknowledgment of the physical body
moving through the space and its experience of the house has strong links to Christie’s
anthropomorphic approach. This conceptual link of the body to the house is present in
several of the installations and relates to the gendered nature of the site as well as the
corporeal understanding of the house, associated with this gendered influence.

The third house project to be examined is Les Occupantes, a collaboration by the
artists’ collective, Venus Fly Trap.*® The catalogue essay, written by Susan Douglas, is
based on a series of e-mail messages. Douglas finds this method appropriate because e-
mail and ‘house projects’ such as Les Occupantes serve to break boundaries between
private and public, to shift our notions of time and space, and to differentiate between
cultural production and lived experience.?’ A significant difference between the catalogues
for The House Project and Les Occupantes is the form of the discussion of the work.
Fortin literally takes the reader for a walk through the space, while Douglas addresses the
work as a concept rather than as a reference to the specific installations, referring more
concretely to the practice of art production than to the actual work. She repeatedly returns
to the polarity of the public/private to develop a conceptual framework for this project. As
well, she briefly examines the nature of the collective and how it works within this project.

Although Douglas presents several important questions regarding the nature of these house

* Sylvie Fortin and Claire Christie, The House Project (Toronto: The House Project, 1994).
* Susan Douglas, Les Occupantes (Montreal: Venus Fly Trap, 1996).
T Douglas, 5.







