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des formes de communication non verbale, des chorégraphies parfois 
inspirées de gestes de résistance passive, ces mouvements de corps 
universels qui témoignent de tous ces conflits où le dialogue devient 
impossible, où les corps tentent de résister, inventent d’autres modes 
d’expression. Wu Tsang a voulu travailler avec la porosité du bâtiment, 
les étages étant tous connectés par le son ainsi qu’une atmosphère 
nocturne, énigmatique. Elle parvient à faire exister un espace pour 
partager des expériences trop souvent éludées et pour le rassemblement 
et la dispersion des voix et des histoires marginalisées. 

The Show is over (2020) donne le rythme de l’exposition. Ce film 
magistral, issu de performances, a été tourné juste avant la pandémie 
au théâtre Schauspielhauss de Zurich dans le cadre d’une résidence de 
création alors que les manifestations Black Lives Matter s’intensifiaient 
partout dans le monde. Des mouvements de « chorégraphies de caméra », 
des plans vivants, pulsatifs, se font l’écho des réflexions de Fred Moten 
sur la fluidité des relations constitutives de la blackness. Le temps de  
la performance est frappé par une phrase qui revient comme une 
ritournelle : « Le monde est terre sèche, la terre est d’eau ». Wu Tsang 
considère que lorsque nous sommes coupés du monde, il se dessèche 
et devient une terre aride. Les corps des performeurs, à la fois individuels 
et collectifs, se déplacent, se traînent dans la glèbe détrempée, 
s’unissent et disparaissent de scène sous des faisceaux de lumière 
crue, oscillant entre visibilité et invisibilité. Ce que sous-entend ici 
l’artiste, c’est qu’être visible n’équivaut pas à être écouté ni entendu, 
de même qu’être présent ne signifie pas être considéré ni respecté. 
Parallèlement, d’autres performeurs évoluent dans un escalier de 
Penrose, figure géométrique en trompe-l’œil qui, selon le point de vue, 
donne l’illusion de s’étendre à l’infini ou, à l’inverse, d’être éclaté et 
infranchissable. Les deux volées de marche finissent par se rejoindre, 
créant un lieu d’enchevêtrement pour une poétique des corps. À travers 
cette figure impossible et l’omniprésence des éléments tels que l’eau 
et la terre, Wu Tsang nous incite à revoir nos positions sur le monde et 
à nous reconnecter à ce qui est; à combler la distance qui sépare les 
êtres par d’autres formes de sociabilités à travers lesquelles la violence 
systémique et les rapports de force ou d’oppression seraient exclus… 
Synchronisé à la bande-son de The show is over projeté plus bas, The more 
we read all that beauty the more unreadable we are (2020) est un film 
expérimental aux frontières du documentaire et de la fiction que  
Wu Tsang compare à un carnet de notes d’éléments, de références, 
notamment aux écrits de l’écrivain et défenseur des droits civiques 
américain James Baldwin, figure incontournable de la littérature 
américaine, dont l’œuvre n’a cessé d’être redécouverte ces dernières 
années à la lumière du mouvement Black Lives Matter.

Dans Safe Space (2014), Wu Tsang fait allusion à l’époque où, avant 
d’embrasser une carrière artistique, elle s’engageait comme activiste 
et coorganisatrice de soirées hebdomadaires du The Silver Platter, club 
queer historique et espace de bienveillance de toute la contre-culture 
et de l’activisme communautaire de Los Angeles, ce dont témoignait 
son premier long-métrage Wildness (2012), néanmoins absent de 
l’exposition. Dans les années 2000, elle a ainsi oºert à toute cette 
communauté un lieu « sûr », hospitalier et soustrait aux violences, 
qu’elles soient physiques, psychiques, structurelles ou autres. Dans 
cette optique, Visionary Company résonne plus largement comme un 
appel à cesser les politiques d’aºrontement, à dépasser les divisions 
profondes du monde d’aujourd’hui pour écrire un monde commun.

Ailleurs, Wu Tsang emprunte au vocabulaire de l’architecture sacrée  
et à la tradition des vitraux allégoriques médiévaux pour mettre en 
évidence la plasticité du langage et des mots. Sustained Glass s’impose 
comme un immense triptyque de verre (2020) réalisé avec des maîtres 
verriers en Bavière, derniers gardiens d’une technique médiévale 
ancestrale. Dans un combat avec la matière bleutée du verre, l’acide 
employé vient révéler le poème Sudden Rise de Fred Noten, préalablement 
annoté, traduit, mais entièrement manipulé par son collectif Moved by 
the Motion. Comme dans un palimpseste, entre lisibilité et illisibilité, 
les mots provenant de diºérentes langues, de multiples voix, ont 
délibérément été renversés et permutés alors qu’ils existent uniquement 
grâce à la lumière verticale, quasi « sacrée » qui les traverse et leur 
donne un sens. 

Enfin, l’exposition s’achève sur Sudden Rise (2019), projeté sur un 
rideau de théâtre, un diaporama d’images en accéléré liées à l’histoire 
de la perspective linéaire, développée à la Renaissance et dont l’expansion 
est concomitante au 18e siècle de l’essor du siècle des Lumières, de  
la colonisation, de l’impérialisme maritime et de la traite des esclaves. 
À l’iconographie historiquement associée aux développements de la 
perspective à travers les siècles se mêlent d’autres références visuelles 
aux traumas universels. Wu Tsang retrace la trajectoire vertigineuse qui 
a mené à l’hégémonie de ce point de vue unique sur la réalité comme 
une violence fondamentale et profonde sévissant sur les regards, sur 
les êtres, sur les manières d’habiter le monde. Cette hégémonie tient 
probablement au fait que la perspective linéaire est fondée sur la 
perspective oculaire, laquelle est commune chez les personnes sans 
handicaps visuels, donc chez la majorité et de façon transculturelle, bien 
que certains peuples aient privilégié d’autres modes de représentation 
de la réalité. Ce défilement eºréné se termine de façon abrupte sur  
ce rideau de proscenium qui ne s’ouvrira jamais dans l’exposition, une 
métaphore des lendemains inconnus qu’il nous appartient d’écrire, où 
d’autres dynamiques auraient cours, liées aux rencontres, à la porosité, 
aux enchevêtrements. 

1. Fred Moten, All that Beauty, Tucson (AZ), Letter Machine Editions, 2019, p. 8. 

Diplômée de l’École du Louvre et en esthétique  
à Sorbonne Université – Faculté de Lettres,  
Marie Siguier est assistante de projets curatoriaux 
et éditoriaux auprès du commissaire d’exposition 
Jérôme Sans, après avoir travaillé au Centre 
Pompidou et au studio Tomás Saraceno à Berlin. 
Elle poursuit parallèlement ses recherches  
au croisement de l’art contemporain et de 
l’épistémologie des sciences.

DUNLOP ART GALLERY 
REGINA 
OCTOBER 23,  2020 �  
JANUARY 22,  2021

What a curious sight to encounter inside the Central Branch of Regina 
Public Library. Seen through a glass wall, orange and pink long-sleeve 
sweaters are piled up on top of a six-foot-long blue folding mat. The 
usual art-filled gallery that many library visitors are used to has been 
temporarily replaced with folding mats, scaºolds, metal planks and 

wooden balance beams—items that are more common in a fitness studio. 
Hanging from the multi-level scaºolding structure at the back of the 
gallery, an assortment of banners, sweaters, flags, and a large bag 
bearing a graphic of intestine create a dynamic sculpture-installation 
that is prominently featured in Vancouver-based artist Hazel Myer’s 
latest exhibition at the Dunlop Art Gallery. Titled Muscle Panic, the 
exhibition invites visitors into the artist’s world, where they can  
see how desire, queerness and movement come together. Usually 
comprising a series of physical activities, visitors and participants are 
provided with a safe space to sweat together, exploring ways to resist 
the dominant heteronormative expression in sports and our larger 
contemporary society. 

Muscle Panic is an accumulation of on-going individual projects dating 
back to 2014. The exhibition has been iterated a few times in eccentric 
spaces like a basketball court inside an abandoned barn (Muscle Panic 
Cow Palace, 2014), a garage turned gallery (Muscle Panic: garage, 2015), 
a narrow locker hallway (Muscle Panic, 2015), or the Dutch Masters 
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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. 

Tak Pham is a Vietnamese art curator and critic.  
He is a graduate of Carleton University and OCAD 
University. His critical writings and reviews have 
appeared in ESPACE art actuel, esse arts + opinions, 
Canadian Art, and Hyperallergic among others. 
Pham is currently Assistant Curator at the 
MacKenzie Art Gallery in Regina, Saskatchewan, 
Treaty 4 territory, the original lands of the Cree, 
Ojibwe, Saulteaux, Dakota, Nakota, Lakota, and  
on the homeland of the Métis Nation.

PROJET PANGÉE 
MONTRÉAL 
NOVEMBER 7 ¤  
DECEMBER 19,  2020 

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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