
invert our expectations of urban 
photography, intervening in the 
process of perception. Photos are 
supposed to be exact, to be evidential. 
Instead, Kamacho asks us to 
reconsider our preconceptions about 
seeing in a playful way.

Speaking of experimentation, 
graduate school is a natural testing 
ground. Each of these artists are 
participating in the Interdisciplinary 
Master’s in Art, Media and Design 
Program at OCAD University. While 
many began with a particular 
media, they have been exploring 
the boundaries of their practice. 
Rachel Pulfer, for example, a 
journalist and painter, is interested in 
developing her portraiture digitally 
by combining painting, drawing 
and stop animation. Her video, 
Metamorphosis, is an experiment in 
narrative transformation, capturing 
a changing face over time perhaps 
better representing how our identities 
are formed through experience. 

“Tomorrow keeps turning around…”
(Bob Dylan, 2006)

Also interested in the relationship 
between narrative, traditional media 
and video is Po Chun Lau in her 
work, Remembering Pouch Cove. 
Experimenting with video, Lau records 
the writhing sea and windswept 
coast of Pouch Cove, Newfoundland. 
A small community at the edge of 
the world, Pouch Cove is constantly 
battered by wind and sea. Lau’s 
images reflect this shifting landscape, 
merging various perspectives 
recorded both by video and by hand. 
It is here that we see Lau’s interest 
in the human subject; her paintings 
are translations of the witnessed 
landscape of the artist’s direct 
experience. The ocean is personified 
through an oral account by local 
resident, Mr. Gerald Noseworthy. In 
this case, living next to the sea is like 
an unpredictable neighbour, always 
dramatic and sometimes cruel.

While Lau’s work regards nature as 
a volatile force, Lisa Binnie’s Seed 
Catcher Experiment literally merges 
industrial and natural materials. 
Binnie’s work repurposes discarded 
materials left to decay in the rural 
landscape. Various found objects, 
rusted steel and wire as well as 
beeswax, leaves and twigs are 
combined, proposing an inseparable 
link between human and nature. 
In this way, Binnie suggests an 
intervention into both the natural 
environment and the landscape of the 
gallery. 

Considering further acts of 
intervention, Nermin Moufti’s 
T[ERROR] explores the performative 
nature of language. Interested 
in how cultural assumptions are 
encoded in typography, Moufti draws 
attention to this often overlooked 
fact. Juxtaposing a distorted pattern 
and a not so delicate combination of 
six letters an uneasy tension arises. 
Both intimidating and ornamental, 
threatening and aesthetically 
pleasing, this work confronts cultural 
preconceptions. If language is a 
part of the gallery’s architecture as 
this work suggests, then it enacts a 
particular function, like a supporting 
beam. 

Equally interested in disrupting 
cultural assumptions, is the fearless 
performance artist and provocateur 
Keith Cole. Enacted during the 
exhibition’s run at Xpace, Poo in 
the Sink features Cole methodically 
washing, drying, washing and drying 
texts on the subject of women in film. 
Challenging passive viewership by 
satirical censorship, Cole is only visible 
via a surveillance monitor installed 
in the gallery. Here, Cole presents 
an updated Winston Smith, washing 

Like There’s No Tomorrow

This phrase is an ‘idiom’ which is taken from the Greek: ἰδίωμα—idiōma, 
meaning “a special feature”, or “special phrasing”, and ἴδιος—idios, 
meaning “one’s own”.  They are collocated words that fix together 
into a phrase with special meaning that may perhaps contradict the 
literal connotation of the words. In this case, the idiom Like There’s 
No Tomorrow indicates a number of things: eagerness, quickness, the 
sense of going and going without stopping, perhaps, without being able 
to stop: “spend like there's no tomorrow; dance like there’s no tomorrow; 
work and write and create like there’s no tomorrow—live like there’s no 
tomorrow…” Sounds a lot like graduate studies to me!

The class of 2012 have taken this idiom as their own, in the culminating 
exhibition of the first year of their studies in the Interdisciplinary 
Master’s in Art, Media, and Design at OCAD University. A cohort of 
individual artists and designers and media makers who have been 
arbitrarily grouped together in the hurly burly of graduate academia, 
they have found ways to collaborate and extend their diverse practices 
into a true community of practice. 

We carefully and strategically select students to come into the 
program—“we” are a group of faculty members, ourselves with highly 
diverse practices, from digital painting, to documentary filmmaking, to 
data visualization, new media, visual culture, and a concomitant range 
of creative and research-based practices. What we hope when we make 
our selections is that some very interesting, unexpected and wonderful 
collaborations, coincidences, and opportunities will arise from the 
group, and that emergent questions, new research and divergent 
practices will emerge and then converge within the cohort. What you 
see in Like There’s No Tomorrow is the fruit of this convergence.

I wish to thank the students for their extraordinary willingness and belief 
in the transformative potential of their graduate studies, the faculty and 
staff who provide such strong, willing and able support, and XPACE, our 
community partners who have made this exhibition possible.

So enjoy the show, and take our student’s advice, whatever you do, do it 
Like There’s No Tomorrow!

MARTHA LADLY, MA

GRADUATE PROGRAM DIRECTOR 
Interdisciplinary Master’s in Art, Media and Design
OCAD University

away subversive content. Separated 
from the action, we are rendered the 
helpless but knowing subjects of the 
act. In this way, Cole cleverly employs 
the panoptic gaze, wherein artist and 
viewers self-police in fear of being 
watched. 

Surveillance is taken to a formal level 
in Frank Tsonis’ piece ephēmeros, 
a small projection on plexi-glass. 
Tsonis has mounted a camera that 
records the movements of gallery 
visitors. Movement is transformed 
into abstract forms and gestures, 
which are projected onto the plexi-
glass shelf. Taking the exhibition’s 
title as a starting point, the stored 
movements exist only for a day before 
being erased. The outcome? It is as 
if Xpace’s history is only one day old. 
Today is the only day that matters. 

On the opposite side of the spectrum, 
Phillip Cote’s piece Return of the 
Buffalo is an exercise of reparation 
with the past. Placed on a mound 
of earth, a buffalo skull is decorated 
with broken shards of bone china 
in the traditional Plains design of 
the Thunder. Here Cote reifies the 
relationship between past, present 
and future by returning the china, 
which was in part made from the 
same bone-dust of the animal. In 
this act, the buffalo is made whole 
and the artist an active agent in this 
transformation. 

“Maybe tomorrow I’ll want to settle down…”
(Terry Bush, 1979)

In a related vein, Julian Higuerey 
Nuñez’s video Stop Drop and Roll 
(How to start a fire) explores a more 
personal act of restitution. In the 
short video, the artist rolls a ball 
of Valentine’s chocolate along the 
sidewalk. What lucky lady will be on 
the receiving end of this gift? The 
process is slow and dirty, the brown 
ball of chocolate made inedible 
through its contact with the ground 
and the artists feet. The action is 
made even more pathetic in an 
unfortunate slip, where the artist falls, 
gets up and continues kicking. This 
journey is so anti-Hallmark, absurd and 
tragically humorous. 

Unlike Nuñez’s playful take on failure, 
David Clarkson’s Malfunction is a 
sound piece that mixes two streams 
of unaltered audio from the Challenger 
Space Shuttle explosion of January 
1986. One is a home recording by 
Jack and Mildred Moss, the other, 
live radio transmissions from the 
control station. That’s trouble George. 
An electronic score composed by 
Clarkson propels the piece forward. 
That's brighter than usual. Unsettling, 
the spectacle becomes rhythmical put 
to music, suggesting we are caught 
in the representation itself. That's 
an historical moment that we’ve 
got there on tape. Like car wrecks 
and more recently, the Japanese 
tsunami, these moments become 
immediately historicized, turned into 
representations of the real, mediated 
images that elicit response only to 
themselves: Youtube comments and 
sound bytes. 

Britt Wray is also fascinated in the 
interactions between science and 
art. Attracted in hybrid structures, 
biotechnology and the visualization of 
scientific knowledge, Wray explores 
the physical effects of withdrawal. 
Addicts makes visible the invisible, 
brain behaviors and neuro-chemical 
transmitters that must find new paths 
in the face of lack. The addiction, 
in Wray’s case is not the obvious 
however, but love. The crisis, when 
relationships end. 

Visualization of behavior takes on 
a quite a different look in Susan 
Campbell’s piece in Like There’s No 
Tomorrow. Resistance is decidedly 

mechanical. I imagine this is how 
robots would construct a painting. The 
work is futuristic but yet somehow a 
throwback to abstract expressionism. 
On a tin canvas, enamel and Duralar 
strips are held in position by small 
magnets suggesting the mutable. 
While Campbell is no robot, she does 
employ an altered drawing machine 
that has a distinct automatic gesture. 
Affixed to the surface this miniature 
robo-Pollock first drew the lines 
represented here in bright enamel. 
The overlapping threads also call 
to mind the tradition of mapping, 
another systematic act of visualization. 

In a similar way Rebecca Baird’s work 
also draws on historical visual culture. 
In Continuity and Change, a plexi-glass 
sculpture with colored transparent 
sections, the artist references the 
iconic Indian Head Television Test 
Card Pattern of the 1950s. Baird is 
concerned with the reclamation of 
manufactured Indigenous images 
and narratives. By combining the 
TV test pattern image with digital 
representations of traditional quill 
and beadwork, Baird proposes a new 
image, restoration through design. The 
shape of the sculpture, reminiscent 
of a TV monitor itself, also creates 
a mirror effect where one’s face is 
visible in the gleam of the glass. 

Hold nothing back

Gloria Caballero purposefully employs 
the mirror and personal reflection in 
her video Esa Foto (That Photo). This 
piece is simply and complexly about 
transformation. At the literal level, 
the artist’s naked face is transformed 
methodically as she puts on make 
up. A night out on the town perhaps? 
However as the narration begins, 
a new story emerges, we come to 
understand that this is about another 
kind of transformation, life into death. 
The voice also acknowledges a large 
distance between the woman in the 
mirror and her loved ones far away, 
and this too is a transformative, one 
that happens slowly and over large 
distances. Without the photo, the 
touchstone, it is easy to get lost. 

Under the great southern 
Saskatchewan skies it is also easy 
to lose oneself. Marian Wihak’s 
Delphos III is an epic photograph. 
Overwhelmed by the vast grey and 
blue sky, Wihak pulled off the highway 
to capture this passing dramatic 
weather system. Here, it seems as 
if there are no boundaries. Wihak 
catalogued the passing system, noting 
the time, although even these are 
never quite adequate to freeze the 
moment or control the chaos. 

Christine Walker also acknowledges 
the chaos and confusion in nature, 
although not from the human 
perspective. Walker is an avian 
advocate. Like many of her colleagues 
she too is interested in the relationship 
between the urban and the natural 
realms. Lamenting the city’s impact 
on bird populations, in Flinch the artist 
mixes dry and wet media, as well as 
collage onto a mylar surface bringing 
to life these interests through bright 
colorful marks. 

At first, a predetermined artistic 
community, today, the artists in Like 
There’s No Tomorrow have formed 
an actual one. Displaced? Not 
anymore! Through collaboration, all 
the late night discussions, rapid-
fire production, pushed limits and 
expanded boundaries have resulted 
in these artist’s selections. The 
threads of these works intertwine, 
constructing an even stronger fabric. 
Each artist continues along their own 
personal journey while at the same 
time providing a context and reference 
point for one another. If indeed there’s 
no tomorrow, then I’d say today looks 
pretty good.

MARY  MACDONALD

There is an implicit finish line even at 
the outset of graduate school. Two 
years and counting. The artists and 
designers represented here were 
brought together through a process 
of application, selection, acceptance 
and dislocation from their previous 
artistic communities. But through 
relocation their practices have come 
into contact, at times bouncing off 
one another, merging at others. This 
is the way that a collaborative artistic 
community emerges. Pedro Bonatto 
de Castro and Ben Edelberg’s film, 
In your wake others like you will 
appear, is remarkable in this way. 
Originally created for their class 
in interdisciplinary collaboration, 
this three-channel video features 
a whirling dancer. At times, black 
lace and hair conceals her face. She 
writhes to an insistent drumbeat that 
seems more present in the viewer’s 
space than her own. This piece 
is anxious and unsettling, abrupt 
gestures in an industrial space. 

While an expiry date is indeed 
stamped onto this constructed 
community, it is still a real and 
immersive experience for the artists 
involved. This sense of immersion 
is translated through various 
experiments in perception. Rita 
Kamacho and Fareena Chanda’s work 
comes to mind in this regard. Both are 
interested in how we see what we see 
and the relationship between light, 
lens, and image. 

In Point of Convergence, Chanda 
relocates images of the forest 
stretched over wooden hoops in 
Xpace’s window gallery. Circular in 
format, these hanging forms suggest 
the eye of the camera, or perhaps 
more specifically the lens through 
which our eye and the camera 
similarly bend and translate light. 
These hoops look out onto the street 
and function as windows or mirrors 
of an alternate landscape. Likewise, 
in her related piece, fragments of 
the landscape are viewable through 
a round lens in a wooden box. The 
light is refracted, and the landscape 
fragmented, a repeating pattern. 

Similarly, Rita Kamacho’s photograph 
series, Yesterday, also plays with our 
visual perception. Interested in optics, 
the artist holds up a magnifying 
sheet to the cityscape. Kamacho’s 
visual experiments are performative 
documents, as the artist’s hand is 
visible. This proposes a particular way 
of seeing and an acknowledgement 
of the artists’ presence. Distorted 
and upside-down, these photographs 

TIME’S UP
I was dreamin' when I wrote this 
Forgive me if it goes astray 
But when I woke up this mornin' 
Coulda sworn it was judgment day 
(Prince, 1982)

Nineteen artists, five days and no 
more time to waste. Like There’s 
No Tomorrow is a group exhibition 
featuring a diverse assembly of artists 
with just as wide-ranging practices. 
From a sculpture inspired by an 
early tv test pattern to an interactive 
attendance projection, this exhibition 
crosses boundaries and climbs over 
definitions. Here, artists cross breed 
drawing, painting and sculpture, new 
media and multi-media, sound, video, 
design and performance. Themes of 
immersion, dislocation, urbanization, 
censorship and reception run rampant 
through these works. Taking the 
exhibition’s title as a starting point, 
if there were no tomorrow, what 
would today look like? Through both 
individual and collaborative practice, 
these artists wrestle their practices 
to the ground, challenging their 
constructions, pushing for answers 
and ultimately letting them go. 

This is a limited time offer!
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