
WADE
IN

Wave after wave the ocean reveals itself through both flow and 
time. Describing video we often turn to terms which reflect the 
forms and motions that occur within water; depth, purity, distor-
tion, modulation, tearing, streaming, and snow. Similarly the col-
lection and screening of video art and digital media is measured, 
streamed, blocked, and pooled. In this series 6 curators in 5 differ-
ent locations select from a shared artist pool revealing the vary-
ing ways in which the moving digital image permeates our daily 
experience in a diverse series of screenings.

WADE IN bridged physical geographies with the flow of the digital 
image. Participating curators included Eva Isleifsdottir (Reykjavik), 
Chris Clarke (Cork), Michelle Jacques (Victoria), Zach Pearl (To-
ronto), and Mary MacDonald/Jason Penney (St. John’s). Each of the 
42 artists selected were shown at Eastern Edge Gallery throughout 
the year and re-combined, pooled and organized for screenings 
in Canada and abroad. WADE IN also included 6 professional de-
velopment workshops for emerging artists in St. John’s looking to 
connect with national and international opportunities and improve 
their entrepreneurial and business marketing skills.

Introduction

I remember him standing in the studio, the studios we got when we 
started our studies. The walls were white, and the floor was grey. 
He was wearing a huge coat. Red and black and hairy. His hair was 
the same colour. Bright Red. During the years he has been doing 
well. I remember thinking that books were his passion, writing. He 
has the connection with words. In a way making words and sculp-
ture meet, and also he paints.

It was in Poland where we became friends, it was probably be-
cause our feeling towards visual arts and we liked each other 
personality. We became very close after I moved back to Iceland. 
She is eager and determinate, and does things really well. She is 
always trying to get me to read her favourite author, I tried but for 
me it was too much romanticism and strange organising of words. 
We go out together and talk about all kinds of everything. She is a 
good friend and yes we are both in love with love plus nature.

I was in the first year of my MFA and he was in his last year of his 
BA degree. He is thin, black haired, I think brown eyes not sure… I 
remember he was so interested in performance art, and that´s how 
we became friends, we had the same passion for experimenting. 
We collaborated on performance pieces. When we were together 
we mainly talked about art, and how it affected everything. He is 
beautiful, his style, his voice. He is a living art work. It´s about be-
lieving in the taunting effect of letting things grow, catching the 
ideas in and around you. Well, that is what we did, when together. 
Now he lives in London.

All the students were sitting around a big table and a performance 
course was about to start. The first exercise was that we had to act 
out words that were on a paper that we got handed, and we got 
teamed together. No… before this we all introduced us to the group 
and I remember that she was shy. But I felt that she was interest-
ing, exotic. There was something magical about her. On our note 
was “fish” and we started rolling on the floor, well I did while she 
stood there and well I can’t remember what she was doing. After 
that we became art partners and collaborated together as well as 
lived together for some time.

I can’t seem to remember a first memory of him. He was with me in 
the art collage in Iceland. One memory is fresh, when he did a per-
formance. He had a strong light over his head and he stood there in 
the middle of the floor. Then he took a watering jar and poured wa-
ter all over his head. Like a flower. The concept is far forgotten but 
the imagery is strong. Since that moment we have been friends. I 
always have felt funny with him. It might be that we are the same 
sign, and the energy is hard between us. But it´s good.

She was wearing a red hat and a gun belt, but instead of a gun 
there was tobacco. Just in front of me in the lecture hall. I could 
see that she was interesting and I wanted to meet her. She had this 
ultimate coolness about her. This was the first lecture of the se-
mester. In the beginning I was dazzled. We became friends straight 
away. Like it had been predicted. We shared a studio and started 
working collaboratively on some projects. We have been friends 
since the first moment and understand each other. I admire her she 
is strong and goes for what she wants.

My thoughts go to the corridors in ECA, buzzing with students 
going from one place to another. That is how I met her, well that 
is my first memory of her. She is always smiling, slick and angelic. 
Her movements correlate to her outfit and she is colourful. She is a 
very good friend off a friend off mine and that is how we got even 
closer. She was making different works to the others I seem to re-
member. Independent. And that has related to the fact that she is 
buzzing today.

It was a sunny day in front of a church that had been changed into 
a venue. We were meeting a curator that had invited us to partici-
pate in a performance festival. She had red blackish hair, very pale, 
dark around the eyes and lean. Out in the sun we talked about any-
thing really. After that we met occasionally during openings and 
other art related events. She’s elegant, as can be seen through her 
creativity.

I am not sure it was the first time we met, but this is the fresh-
est memory I have of her. We are walking through the downtown 
Reykjavik, we are going out and we are talking together about rela-
tionships or? not sure. I felt that she was mature and sincere, actu-
ally she has alway been quite truthful. She has bright red hair, long 
and beautiful…yes and pale skin. Her persona is quite special. She is 
a good friend to a friend of mine and I meet her a lot.

Explanation about the text 

When asked to write a short text about my relation to the choos-
ing of artists for this project, the first word that came to mind was 
CONNECTION. The fact that I chose these artists to participate in 
this project is because I know them all from a personal encounter, 
and I know their work. There was no related theme between the 
works, in fact it was only because they are my friends and people 
I have met. So in this text I present to you my first moments in 
meeting the selected artists. You see it´s basic and that is how 
most of everything becomes, through relation, connections and 
friendship.

Couple of Friends
BY EVA ISLEIFSDOTTIRan international artist-share series of screenings and workshops

For the millennial generation, which entered adolescence dur-
ing the rise of mobile, networked technologies, the vernacular of 
online video became customary for exploring a new, augmented 
reality in tandem with navigating intense emotional and bodily 
changes. YouTube ballooned with bedroom cabaret and Twitter 
turned the notion of the diary inside out. And, while these exhi-
bitionist tendencies on social media are often dismissed as little 
more than youth mirroring the spectacle society that raised them, 
their confessional character signals catharsis over carnival. As most 
will attest, the teenage condition is a potent mix of self-reflection 
and social anxiety. These sensations, challenging as they inher-
ently are, are now also augmented (cybernetically) by the way 
that virtual communication allows one’s identity to be immediately 
visible and fragmented across spaces and times. Teenagers in the 

That Teenage Feeling: Volatile Bodies & Fluid 
Identities in Contemporary Video Art
BY ZACH PEARL 

WADE IN would not be possible without the generous support of 
our public and private sponsors, participating curators, institutions, 
artists and volunteers. Thank you to the following organizations 
and individuals for their kind support of WADE IN: the Atlantic 
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the City of St. John’s, Downtown St. John’s, the Newfoundland 
and Labrador Arts Council, the Rooms Provincial Art Gallery, the 
Art Gallery of Greater Victoria, The Living Art Museum, Videofag, 
The Lewis Glucksman Gallery in conjunction with the GLUCKSMAN 
futures, VANL-CARFAC, Ingrid Mary Percy, Will Gill, John MacDon-
ald, Peter Wilkins, Christina Parker, Jason Ross Sellars and Wanda 
vanderStoop. We would also like to thank our dedicated audiences, 
the individual artists, and participating curators who made WADE 
IN come alive.

Credits

Working with a pool of 42 video artists, WADE IN demanded that 
we dive deep. For our part, WADE IN was an opportunity to ex-
pand our shores and introduce the work of 12 Newfoundland and 
Labrador artists to our peers, placing their work in conversation 
with national and international video and new media art. Here at 
home we wished to present an expansive screening series explor-
ing this often overlooked art form, its intentions, form, and content.
                    
For our St. John’s audiences we organized the work into six the-
matic screenings: Surface Tension, Tell-a-Vision, Lost in the Signals, 
Sounds Spells and Song, Theatre of the Absurd and finally Formal-
ism Refreshed. These screenings explored themes of surface play, 
narrative, technology, sensorial immersion, cinematic trope, and 
materiality.
 
We began our program on a summer’s night in August. Originally 
intended for the Downtown St. John’s outdoor projection space, 
Surface Tension brought together artists works whose interests 
lay in the image’s formal possibilities. We imagined these works to 
be encountered by the passing public in a large-scale projection, 
however the Newfoundland weather had its own ideas, and so we 
moved the work indoors. Narrative impulses in these particular 
works by Peter Wilkins, Kristen Thornhill, Graham Kennedy, Benjy 
Kean, Josh Studham, and Adrienne Crossman were loose, if there 
at all. Instead, the work introduced a playful array of technique and 
approaches to contemporary video from claymation to digital mir-
roring, layering, and purposeful degradation.

For our second screening Tell-a-Vision we considered a number 
of themes that seemed to surface amongst many within our artist 
pool. Foremost these works had something to say about storytell-
ing itself - as seen through the digital documentary. While Tresa 
O’Brien and Jordan Bennett adopted the documentary trope to 
bring to light a new portrait of their subject. Chris Bose and Mark 
Adams purposefully disrupted the documentary’s linear progres-
sion asking us to question the often assumed truth of the reported, 
of what constitutes a newsworthy story on film. In addition we 
were gleefully moved by the representation of the handmade and 
material culture as documented by Wednesday Lupypciw and 
Marisa Hoicka. Though seemingly at odds, material practice and 
digital video made quite the happy pair, presenting a compelling 
alliance between story, craft, and the moving digital image.

Lost in the Signals was the first of two November screenings where 
we introduced a number of artists’ work that explored the influ-
ence of new technologies and interactive platforms. Works by 
Paul Wong, Megan Dickie and Peter Rahul revealed experiences of 
dislocation and disembodiment while Alan Butler and Mark Adams 
subverted the equalizing premise of an innocent technological 
future. New media works by Hannah Epstein and Brianna Lowe 
further considered the influence of the Internet, and in particular, 
its portrayal of women. Epstein’s interactive choose your own ad-
venture via Youtube was a marvel in both form and content that 
allowed viewers to not only actively engage with the work but hold 
agency over its development.

Our next November screening Sounds Spells and Song was a selec-
tion of artists whose heightened attention to the sensory nature of 
viewership: physical immersion, sight, and sound triumphed magi-
cally. Artists Marlene Creates & Elizabeth Zetlin, Jenny Brady, and 
Matthew Hollett captured and balanced the power of language and 
poetry against the visual image while Bridget O’Gorma, Farheen 
HaQ and Michelle Hannah’s immersive studies introduced particu-
lar tensions through rather beautiful frames. Finally Peter Wilkins 
and Monika Fryčová’s pieces made us feel initiated, magical, if not 
charmed and confused.

Closing 2014 with Theatre of the Absurd challenged our inherent 
search for meaning. According to philosophy, “the Absurd” refers 
to the conflict between the tendency to seek inherent value and 
meaning in life and the inability to find any. Here works danced on 
both sides of this conflict, walked the line, or fell completely over 
it leaving the viewer with a strange sense of aesthetic vertigo. In 
works by Max Le Cain, Brian Crotty, and Logi Bjarnasson we tee-
tered on the verge of a representational abyss. In works by Joe 
Fowler & Kathy Oke, Katrin Inga J.H. and Una Margrét Árnadóttir 
the Absurd helped break down take a subject to an extreme and il-
logical (yet so logical) end. Our futile attempts to find meaning left 
us spinning but at the same time opened up new realms of possi-
bility - a little something we just hadn’t noticed before.

With our final screening at the Rooms Provincial Art Gallery, For-
malism Refreshed returned us to a study of video and new media, 
its own failures, and reliance on narrative tropes and really, time 
itself. While entering the more traditional black box we faced our-
selves, the audience, in Andrew Stewart’s opening work. Conor 
McGarrigle, Þorgerður Ólafsdóttir, and Will Gill continued our study 
of surface, depth and texture as it relates to content while Allison 
Harbluik, Petter Solberg, and Benjamin Edelberg re-introduced the 
handmade. Seeing the edges we can begin to question the materi-
ality of the art object itself. At times the image’s surface is forward 
while at others it is lying just out of sight, the work’s subject calling 
us to attention as in the work of Kailey Bryan, Stephanie Mann, and 
Calvin Lang.
 
It is at the junctions where subject, form, and narrative meet that 
contemporary video and new media art often makes us feel both 
uncomfortable and delighted. While some artists play upon the 
surface in a manner more reminiscent to painting than cinema, oth-
ers embrace cinematic narrative tropes, breaking them down in full 
view, or subverting them altogether suggesting alternate realities. 
In this way, as instigators of the WADE IN project, and curators 
within its shared oceanography, we revelled in its plurality, New-
foundland and Labrador video and new media artists on both our 
own shores and the shores of others.

Sinking Fast and Swimming In 
BY MARY MACDONALD & JASON PENNEY

“Canada is the only country in the world that knows how to live 
without a national identity.” - Marshall McLuhan

Much ink has been spilled on the subject of Canada’s national iden-
tity or rather, its lack thereof. Considering that it is a country that 
covers nearly 10 million square kilometers, as a landmass, Canada 
is larger than all of Europe, and the notion that there would or 
could be some common character is in fact, ludicrous. Add to this 
geographic expansiveness the diversity of people that occupy this 
place and it becomes increasingly evident that the possibility of 
finding a unifying story is unlikely. Given that the man who articu-
lated the opening quote also gave us “the medium is the message,” 
perhaps it is not surprising that we would find then, in the practice 
of media art, a tool that serves as a shared language through which 
we can speak our diverse and various identities, stories and experi-
ences.

A selection of work by six artists can’t represent the breadth of 
video art being produced in Canada, or even in just one of its prov-
inces. Yet it does begin to hint at the multiplicity of ideas and im-
pulses that motivate media practitioners in the region. My choices 
were made with the specific intention of encompassing as much 
variety as possible, and began with Chris Bose–a member of the 
N’laka’pamux/Secwepemc Nations who now lives and works in Ka-
mloops, B.C. He is a master of merging and manipulating imagery; 
in Jesus Coyote Teevee (2011), archival images and contemporary 
footage provide the setting for the Coyote. Bose’s interpretation 
of the mythical trickster is a hybrid of Indigenous and Christian 
spiritual beliefs, pointing to his own family history and that of so 
many of Canada’s Aboriginal peoples: his parents, aunts and uncles 
were all forced to attend residential schools. For Bose, video is a 
malleable language that allows him to connect the historical to the 
present and explore how members of his generation continue to be 
deeply impacted by the experiences by their predecessors.

While Wednesday Lupypciw lives on the wrong side of the Rockies 
to be truly West Coast), her performance-based videos situated 
in a personal politic that she identifies as “queer, pluralistic, fairly 
compensated, and critical” seemed a perfect accompaniment to 
Bose’s work. Wayfinding by Feel in the Spacetime Weaving Contin-
uum (2009-2013) is an excerpt from a longer production entitled 
LOOM MUSIC. In it, Professors Dickerson and Dickerson–played by 
Lupypciw and Mandy Pattinson embodying the earnestness of a 
certain strand of 1970s academic feminism–interview each other 
about the healing powers of wool, and weaving history rather than 
writing about it. Lupypciw uses a low-production value strategy 
that situates her narrative in a framework of satire, but her parody 
is so precise that she is able to brilliantly encapsulate an era in four 
brief minutes.

In a video program inspired by an interest in diversity, the work of 
Paul Wong is an essential inclusion. Wong has been at the forefront 
of Vancouver’s video scene for four decades. His engagement with 
the medium has involved a constant testing of new technological 
developments; within this framework of experimentation he has 
remained committed to exploring issues of identity, including race, 
sexuality and mortality. Disoriental (2014) is a series of videos in 
which Wong uses the online platform of Google Maps to create 
a space that he navigates as a virtual sightseer, dressed in tour-
ist whites, a bamboo hat and sunglasses. In the first video in the 
series, he materialized himself in Limoges, France; next in Halifax, 
Nova Scotia; and finally, in celebration of WADE IN, in St. John’s, 
Newfoundland. Although fitted out for the full tourist experience, 
Wong’s introspective focus on the iPad, the progenitor of his medi-
ated landscape, renders him disoriented and constrained to experi-
encing his locations in digital rather than a real space.

Now based in Victoria, B.C., a city often mistakenly identified as 
completely lacking in diversity, Farheen HaQ was born in Welland, 
Ontario, and raised in a devout Muslim family and community. The 
explorations at the root of HaQ’s video and performance work are 
premised in her consideration of the physical and aesthetic quali-
ties of her actions and gestures as she engages in a life defined 
by a hybridity of personal experiences. Adrift (2005) traces her 
movements through a series of real, but psychologically inflected 
spaces, and culminates in a scene of rebirth in a swimming pool. 
As HaQ notes, her “works begin from the personal space of [her] 
Islamic South Asian Canadian heritage and end as images that can 
be read by a wider audience.” Often premised around the personal, 
her narratives reflect the particularities of her own background, but 
they also open up points of entry for communal engagement and 
participation.

The search for a communal language is at the core of much of 
Vancouver-based Allison Hrabluik’s recent work. Her past produc-
tions featured photo-based characters inserted into miniature 
stage sets; she would incorporate labour intensive stop-motion ani-
mation techniques to depict events in quotidien settings: a prairie 
farm, a Yukon bar, a meat-processing plant in Toronto. This is the 
way they make us bend (2013) represents a shift from this earlier 
work; here Hrabluik has moved away from photographic content, 
incorporating instead a hand-drawn cut-out strategy to create her 
subject. Working with choreographer Claire French, she created 
a set of directions that dictate the movements of the figure, an 
unusual dancer with three legs, two bodies, and no head. Earlier 
videos described particular people and situations; with her new 
visual language she coaxes character and narrative out of simple 
movements that offer universal access.
 
Finally, Victoria-based Megan Dickie’s Collision Course (2014) in-
corporates a symbolic account of the struggle of an artist into a 
framework that uses the principles and visual aesthetics of early 
video games. Trained as a sculptor, the video trilogy is just as much 
premised in her production of its props and costumes as in her 
use of media technologies. The figure in Collision Course–the artist 
herself in a series of physically demanding performances–navigates 
three different courses. At first we might read what we are look-
ing at simply as Dickie’s stylized interpretation of the video game 
environment, but eventually we notice the art-inflected nature of 
her obstacles. She uses the principles and visual aesthetics of early 
video games as a means by which to explore our fascination with 
observing human struggle. The universality of the video medium 
provides a fitting space for articulating the challenges faced by so 
many in the artistic community in our region, and the question of 
why we find the recurring failure of a video game’s protagonist so 
funny becomes particularly poignant when we ask whether we find 
artistic struggle and failure equally so.

The Most Human Thing
BY MICHELLE JACQUES

The short narrative artist’s film seems to fall between two, distinct-
ly opposed, camps. On the one hand, it is overshadowed by the 
feature-length motion picture, as indicated by the dispiriting re-
marks of Guardian critic Jonathan Jones, when he describes video 
art as “just a training ground that can prepare you to make proper 
films.” 1 Yet, conversely, its narrative structure serves to differenti-
ate it from the wider history of video art, generally characterized 
by an interest in formal innovation, medium-specificity and non-
linear experimentation. The narrative short film (a term which will 
here be used to refer to any moving image artworks, regardless of 
material format) is thus too fragmentary in its similarity to the cin-
ematic vignette and too conservative in its adherence to what are 
essentially literary conventions.

In some ways, then, it suffers the same slights as the short story 
does in relation to its longer, novelistic counterpart. While its brev-
ity allows for a particular intensity of attention, it also lends itself to 
criticisms of sketchiness, a lack of character development or an in-
ability to completely immerse the reader in an expansive and fully 
realized environment. Steven Millhauser notes, albeit ironically, of 
the short story: “modest in its pretensions, shyly proud of its petite 
virtues, a trifle anxious in relation to its brash rival, it contents itself 
with sitting back and letting the novel take on the big world.” 2 And 
yet, it is this very modesty that might account for the form’s pos-
sibilities in the hands of contemporary artists. Just as the definition 
of video art as an essentially experimental medium has become an 
acceptable, even orthodox, notion, then the idea of the artist’s film 
as a condensed narrative, a miniaturized or embryonic story, has 
the potential for upsetting the preconceptions tied to both video 
art and feature filmmaking.

The short film’s duration, for instance, offers not simply a truncat-
ed, unfinished version of the long-form narrative, but points to the 
innate artificiality of the typical running time. While anywhere from 
90 minutes to three hours is acknowledged as a suitable period of 
narrative development for feature motion pictures, such measures 
are inherently arbitrary, with the material capable of being sus-
tained ad infinitum, endlessly re-edited or extrapolated into numer-
ous ‘director’s cuts’. The short film, therefore, exposes and recog-
nizes these limitations, even frustrating the desire of the spectator 
to immerse oneself fully into a seemingly self-contained and ‘satis-
factory’ narrative. While, in one sense, the work might conform to 
the demands of plot, character, and / or dialogue, the experience 
of spectatorship, of how far one is able to succumb to the cinemat-
ic ‘reality’ of the narrative, is largely determined through its dura-
tion. The short film presents a glimpse, a momentary intrusion, and, 
as such, recalls Lorrie Moore’s remark, in a celebratory reflection of 
Alice Munro’s writings, that “short stories are about life and novels 
are about the world” 3.

One might also recognize in this approach another truism about 
how we increasingly experience the moving image as artwork (and 
in the wider, public sphere). In the context of the gallery exhibition, 
such works are rarely, and often only coincidently, seen in whole, 
as a coherent narrative trajectory that the cinema induces through 
programmed screening times and the immersive environment 
of the darkened theatre. Rather, the gallery visitor often arrives 
mid-screening, without explanation or introduction, and in a rush 
to proceed to the next artwork. This partial, fragmentary specta-
torship is, of course, replicated in numerous, ‘experimental’ video 
artworks which rely on strategies of montage, editing and fast-
paced visual overload as well as those which utilize slow-motion 
or long-take perspectives (whereby little action seems to occur at 
all and the viewer is free to leave at any time). The short narrative, 
however, makes no such concessions: its brevity, its preference for 
capturing a glimmer of ‘life’ as opposed to the grandeur of ‘the 
world’, operates in neat alignment with the viewer’s sudden inter-
ruption of the screening. It is, by its very nature, fragmentary, and 
thus more accurately representative of all spectatorial experience. 
An once-radical practice, developed by the surrealists André Bret-
on and Jacques Vaché, of randomly dropping in and out of various 
cinemas, prefigures its resonance in contemporary viewership. As 
Victor Burgin points out: “even the most routine and non-resistant 
practice of ‘zapping’ through films shown on television now of-
fers the sedentary equivalent of Breton’s and Vaché’s ambulatory 
derive. Their once avant-grade invention has, in Viktor Shklovsky’s 
expression ‘completed its journey from poetry to prose’. The de-
composition of narrative films, once subversive, is now normal.” 4

This evolution also informs the notion of narrative itself. The short 
story need not adhere to the more traditionally structured end of 
the medium: the works of Borges or Calvino are as relevant, and 
as influential, as those of Chekhov, O’Connor or Hawthorne. Nor 
does the short artist’s film require a straight narrative from A to B; 
it increasingly challenges not only the perceived conventions of 
the literary model but finds a mode of storytelling that both ac-
knowledges and responds to this transitory spectator. Throughout 
the works selected and screened for WADE IN, one finds examples 
of this tendency: the simmering tension that builds to a sudden 
eruption of violence in Brían Crotty’s Wham!, the quirky, absurdist 
humour of Joe Fowler & Kathy Oke’s depiction of a fish’s existential 
crisis, and the enigmatic poetics and dreamlike ritualism of Monika 
Fryčová’s Shark. Each work is characterized by a sense of restraint, 
an unwillingness to divulge the particular motivations of its central 
protagonist, deferring any narrative resolution. Instead, they imply 
an open-ended quality, as if the film has been excerpted from a 
longer, unseen story. Which is, of course, true of all films. It is sim-
ply that the short narrative is content to be seen as such: allowing 
one to drift in, to momentarily submit to its logic and to then pass 
on again, aware that the story continues, irrespective of camera or 
spectator. 
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Middle, End, Beginning:
Narrative and the Artist’s Film
BY CHRIS CLARKE

post-Internet1 age are not only negotiating how to represent them-
selves in social groups IRL but also continuously re-presenting 
themselves through digital tools and online platforms. The myriad 
notion of self constructed through these behaviours illustrates the 
paramount quality of teenagehood: endless transformation.

The video works presented in this screening sketch a contour of 
this ‘teenage feeling,’ and evoke the liminality of constant transfor-
mation. Though disparate in their formal approaches, each work 
adds to an emerging lexicon in Canadian contemporary video art 
that speaks to this unstable, juvenile sense of identity and suggests 
(to varying extents) that merit lies in sustaining moments of fan-
tasy and volatility in favour of a greater social mobility and fluidity 
of identity. This conceptual thread is complemented by a high level 
of production and, in many cases, digital manipulation made pos-
sible by nearly ubiquitous access to and knowledge of software for 
imaging and video editing. Accordingly, many works utilize assem-
blage, montage and glitches to convey the programmable nature 
of identity in the 21st century, as protocols of digital culture increas-
ingly shape our perceptions.2

In an effort to deconstruct this emergent and complex aesthetic, 
the program was split in three parts, Bodily Changes, Mirror Mirror, 
and Technical Difficulties, each one addressing a particular facet 
of that teenage feeling. While Bodily Changes focuses on the ma-
nipulation of anatomies (some human, some other) and allude to a 
conflicted if not violent coming of age for the female figure, Mirror 
Mirror references Jacques Lacan’s theory of the mirror stage—that 
decisive moment when the infant sees its own reflection for the 
first time and has to reconcile the reality of its external image with 
its internal self. Finally, Technical Difficulties includes four works 
that employ visual techniques based on intentional corruption of 
the image. Failure as a fundament of teenage angst and an inevita-
bility of continual transformation is channeled through these works 
as expressive self-sabotage upon which one might tack the terse 
motto: “If you’re going to fuck it up, at least make it consistent.”
 
Bodily Changes
 
In This is the way they make us bend, Allison Hrabluik uses stop 
motion animation to create a surreal and tense dance between a 
pair of headless cut-paper bodies. They are nearly identical, joined 
at the neck and dressed in black leotards. As the ideally propor-
tioned yet disfigured bodies somersault and tendu, a story of self-
doubt and loss of control over the body manifests. The disturbing 
quality of this is heightened by the precision of the movements 
and the delicate pencil lines in the background that map the chore-
ography of their constant struggle.

In Rug Hooker, Kailey Bryan presents us with a simple but pro-
vocative action—a close-up shot of hooking her own pubic hairs 
through a pair of pantyhose. Using an actual rug hook, a tool which 
has traditionally been relegated to the feminine realm of textile 
work, the literal and explicit nature of her action effaces notions of 
the female subject as controllable, decorative or demure. Instead 
we see a device of artifice (the pantyhose) punctuated by the real-
ity below, and a performance of ecstatic puberty—the young girl 
‘teasing’ out her womanhood.

Still Life by Marisa Hoicka is a perversion of Dutch master vanitas 
compositions in which we see white-gloved hands carving into an 
ambiguously shaped loaf of faux fur, only for the insides to erupt 
into a grotesque reservoir of meat, peanut butter and jelly. The 
absurdity of the juxtaposition and the visceral action capture the 
gaucheness of teenage bodies.
 
Mirror, Mirror

Peter Wilkin’s Whale (2014) is a brief but entrancing dance of a 
whale in the North Atlantic. Mirrored through digital effects, the 
twinning of this magnificent creature combined with the glimmer 
of the ocean’s surface evokes wonder and transcendence as it 
swims toward but never reaches its counterpart. The tension be-
tween the figures as well as their synchronous movements mimics 
the teenage quest for kinship and recognition.

Brianna Lowe’s PreTeen Dreams (2014), while different in its motif 
of girl power-era animé also recognizes the self in the image of an 
other. Created in the mid 1990s, at the peak of political correct-
ness, each series and scene that Lowe has culled (Sailor Moon, 
Card Captor Sakura, Revolutionary Girl Utena) portrays “strong 
young women” as princesses in short skirts wielding magic wands. 
While the viewer is hypnotized by the kaleidoscopic mirroring of 
animated heroines flying through the air, a palpable dissonance is 
felt between the fantasy of empowered femininity and the crude 
realities of the struggle to achieve it.

Rounding out part two is Memorial (2013) by William Andrew Fin-
lay Stewart, wherein the moviegoer’s perspective is reversed; the 
gaze of the camera set on the audience as film credits roll. Over 
the course of twelve minutes, the cast of characters whittles down 
to a curious few: a listless couple cast in shadow and the theatre 
attendant sweeping up the aisles. Inevitably the viewer conjures a 
narrative between them, but it is a forced one, based only on the 
anticipation and the comfort of being alone together.
 
Technical Difficulties 

heart <br/> (2013) by Adrienne Crossman and Wrecking Miley 
(2014) by Josh Studham utilize a technique called data moshing in 
which the video file is intentionally damaged to produce glitches. 
In heart <br/> we see this as a progressive dissolution of a beating 
human heart into an almost unrecognizable pattern of fluctuat-
ing pixels. In Wrecking Miley we see only a few seconds of foot-
age from Miley Cyrus’ music video “Wrecking Ball” aggressively 
glitched, spliced and remixed to the point that may warrant the 
term “image abuse.” Both pieces, though distinct, encapsulate the 
fascination of a generation of artists with ‘breaking’ digital images 
and restoring materiality to video. This disregard for the continuity 
of the image foregrounds the potentiality of failure.

On the heels of this rebellious gesture, Conor McGarrigle’s Break-
ing Bad: the bitTorrent Edition (2013) appears to be the work of 
data moshing but is actually the visualization of collective peer-
to-peer downloading. By partially torrenting the season finale of 
Breaking Bad upon its leak, the interrupted download is an index 
of the thousands of users who were simultaneously ‘seeding’ the 
data to one another’s computers. Consciously or not, the video is 
a collective document of anonymous participation and exchange, 
unified in its concept and incomplete in appearance.

Finishing the program is Peter Rahul’s Modem Mantra [redux] 
(2014) which re-interprets one of the most iconic millennial memo-
ries: logging onto the Internet through a dial-up modem. However 
here the dial-up process is equated to transcendental meditation. 
A seated figure in lotus pose disassembles and reassembles, first 
into a crystalline form and eventually into a swirling menagerie of 
patterned light as the modem plays—a gloaming drone, slowed 
down thousands of times. The sound shrinks and grows with the 
discombobulated figure suggesting that wisdom can be achieved 

in limbo, in the waiting for change.

While obviously layered in its message, That Teenage Feeling is ulti-
mately a time-based portrait of the teenager archetype. More than a 
developmental stage of our biology or even a key consumer market, 
the Teenager is the simultaneously hapless and heroic figure onto 
which society projects its fears and desires. In times of unrest—po-
litically, economically, culturally—the ever-changing Teenager be-
comes the discursive site to direct collective hopes and public scru-
tiny. Much like the figure of the Nomad described by Deleuze, the 
teenage identity is suspect because it is in perpetual motion. As 
contemporary video art continues to blur once distinct mediums 
and disciplines, recognizing this fluidity is increasingly vital to un-
derstanding its relevance and its resonance.

1. The term “post-Internet” refers to visual culture and sociological models 
that are based upon and inextricable from the context of the invention, com-
mercialization and development of the Internet into a ubiquitous technology 
and ideological force that shapes contemporary perceptions of politics, eco-
nomics, communication and reality.

2. In fact, recent neurological research has shown that successive genera-
tions in general are emotionally maturing at a slower rate than their prede-
cessors and that this may be linked to earlier exposure to mobile, networked 
technologies. See: Elmore, Tim. The Marks of Maturity. Psychology Today. Nov 
14 2012. Psychologytoday.com. Accessed Jan 28 2015. «https://www.psychol-
ogytoday.com/blog/artificial-maturity/201211/the-marks-maturity»
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13.08.2014
Surface Tension
Art Marathon Festival
Eastern Edge Gallery
St. John’s, Newfoundland and Labrador

16.10.2014
Tell-a-Vision
Eastern Edge Gallery
St. John’s, Newfoundland and Labrador

CHRIS CLARKE (CORK)

Chris Clarke is Senior Curator at Lewis Glucksman Gallery, University of 
Cork, Ireland. Previous to this position, he was Visual Arts Education Of-
ficer and Publications Officer at Cornerhouse, Manchester, England. Clarke 
has worked with a number of contemporary artists in realizing exhibitions, 
lectures, performances, events, workshops and courses, and is a frequent 
contributor to art journals and magazines including Art Monthly, Source and 
Photography and Culture. In the past he’s written essays and reviews of art-
ists including Johanna Billing, Declan Clarke, James Coleman, Guy Debord, 
Jesse Jones, Mark Lewis, Locky Morris, Allan Sekula, and Michael Snow, as 
well as exhibitions including Dublin Contemporary, Manifesta 9 and the 55th 
Venice Biennale.

MICHELLE JACQUES (VICTORIA)

Michelle Jacques currently holds the position of Chief Curator at the Art 
Gallery of Greater Victoria. For most of the past 15 years, Jacques has held 
various curatorial positions in contemporary Canadian art including Acting 
Curator, Canadian Art at the Art Gallery of Ontario and Director of Program-
ming at the Centre for Art Tapes in Halifax. Jacques is also an educator 
having taught at NSCAD University, University of Toronto Mississauga and 
OCAD University. Jacques is a contributing editor with FUSE magazine, 
and has written extensively for catalogues, journals and other publications. 
Jacques received a BA (Honours) in art history and psychology from Queens 
University, Kingston, ON, and an MA. in art history from York University, 
Toronto.

ZACH PEARL (TORONTO)

Zach Pearl is a US born curator, designer and educator. He holds a BFA 
(Honours) from the Minneapolis College of Art & Design and an MFA in Criti-
cism and Curatorial Practice from OCAD University in Toronto. He special-
izes in new media curation, focusing on video art, digital publications and 
virtual exhibitions. Since relocating to Canada, Zach has produced exhibi-
tions for the Art Gallery of Ontario, the Textile Museum of Canada, the Glad-
stone Hotel and Vtape. He also teaches sessionally in both art and design at 
OCAD University and co-produces a monthly online art criticism magazine, 
KAPSULA, which he co-founded in 2013.

JASON PENNEY (ST. JOHN’S)

Jason Penney is a multi-media artist from and currently residing in St. 
John’s. Penney received his MFA from the Edinburgh College of Art (2010) 
and BFA with a minor in Art History from the Nova Scotia College of Art and 
Design (2004). Penney’s work uses a combination of sculptural, theatrical, 
and video elements within it to play with themes pertaining to consumption 
and corruption of desire, and material cultures need to construct a loser. 
Penney’s work explores concepts relating to how representation and design 
aesthetics define lifestyle achievements and construct social values. He also 
plays with determined narrative structures, mixing art and popular film.

MARY MACDONALD (ST. JOHN’S)

Mary MacDonald is an artist, arts administrator, and independent curator. 
MacDonald is Director of Eastern Edge Gallery, the province’s only artist-run 
centre dedicated to the presentation and discussion of contemporary visual 
art in all media. She graduated from Mount Allison University with a BFA 
(2006) and OCAD University with a MFA in Criticism & Curatorial Practice 
(2012). MacDonald’s research interests include temporary and ephemeral 
exhibition structures, collaboration with non-arts communities, and artists 
working within rural communities and contexts.

EVA ÍSLEIFSDÓTTIR (REYKJAVIK)
 
Ísleifsdóttir graduated with a BFA in 2008 from the Icelandic Academy of 
Art, and MFA in sculpture from the Edinburgh College of Art in 2010. Recent 
exhibitions and projects include The Antifestival in Kuopio, Finland, The 
Sequences Festival in Iceland, KREMT exhibition in Bergen, Norway, ZOOart 
Festival in Italy, Return of the Loosers at the Kalmar Art Museum in Sweden, 
and Following people drinking milk at the Art Museum of Hafnarfjor dur, 
Iceland. Ísleifsdóttir is currently the collection manager at the Living Art 
Museum in Reykjavik, an internationally acclaimed venue for contemporary 
visual art and oldest artist-run organization in Iceland.

8.11.2014
Lost in the Signals 

Eastern Edge Gallery
St. John’s, Newfoundland and Labrador

15.11.2014
Sound, Spells, and Song

Eastern Edge Gallery
St. John’s, Newfoundland and Labrador

15.11.2014
Wade In Workshops II

All You Need to Know About Licensing with 
Ingrid Mary Percy

The Big Picture/Doing Our Homework with 
Michelle Jacques

Presenting, Framing, and Shipping with 
John McDonald & Will Gill

Eastern Edge Gallery
St. John’s, Newfoundland and Labrador

5.12.2014
Theatre of the Absurd
Eastern Edge Gallery
St. John’s, Newfoundland and Labrador

5.12.2014
That Teenage Feeling
Videofag
Toronto, Ontario

12.12.2014
Wade In Cork
Lewis Glucksmann Gallery 
Cork, Ire land

18.02.2015
Formalism Refreshed
The Rooms Provincial Art Gallery
St. John’s, Newfoundland and Labrador 

6.01.2015
Bíddu
Mjódd, 109
Reykjavík, Iceland

15.10.2015
Exchange Works: 

Using DIY Networks to Create and Curate
Art Gallery of Greater Victoria

8.11.2014
Wade In Workshops

The Nitty Gritty with Zach Pearl
 

The Independent Artist: Representing yourself 
with Peter Wilkins

Making the Pitch with Christina Parker & Mary 
MacDonald

Eastern Edge Gallery
St. John’s, Newfoundland and Labrador

WADE IN
In this series 6 curators in 5 different locations select from 
a shared artist pool revealing the varying ways in which 
the moving digital image permeates our daily experience 
in a diverse series of screenings. 

Logi Bjarnason, Protein, 2014, 5:20 

Allison Hrabluik, This is the way they make us bend, 2013. 3:23

Benjamin Edelberg, Magnificent Obsessions, 2013, 4:25

Þorgerður Ólafsdóttir, Alphabet, 2013, 2:33

Brían Crotty, Wham, 2013, 17:00

Jordan Bennett, Basket Ladies, 2013, 5:26

Adrienne Crossman, <3 <br> (heartbreak), 2014, 1:00

Jenny Brady, Wow and Flutter, 2013, 13:03

Katrin I Jónsdóttir Hjördísardóttir, Columbus, 2014, 2:46

Farheen HaQ, Adrift, 2005, 5:00

Megan Dickie, Collision Course, 2013, 5:56

Peter Wilkins, Whale, 2014, 2:39

CALVIN LAING Calvin and Carmel

KATRÍN INGA J. H. H J. H. H Columbus

LOGI BJARNASON Protein

MICHELLE HANNAH SONNE

MONIKA FRYCOVÁ Shark

PETTER SOLBERG TIMER

STEPHANIE MANN Still Life on a Face

UNA MARGRÉT ÁRNADÓTTIR I Hate Goodbyes

ÞORGERÐUR ÓLAFSDÓTTI Alphabet

ALAN BUTLER The Conversation 
BRIDGET O’GORMAN Sometimes the House of the Future is Better Built

BRÍAN CROTTY Wham 
CONOR MCGARRIGLE Breaking Bad – The Bittorrent Edition 
JENNY BRADY Wow and Flutter 

MAX LE CAIN Monologue

TREASA O’BRIEN Mosquito Bites

in collaboration with the participants of Glucksman futures (Dervla Baker, 
Clara Butler, Jenn Hastings, Sarah McAuliffe, Ken McDonagh, Emily O’Flynn, 
Sara Lee O’Shea, Anna Piergentili, Leah Reynolds, Meera Sankar, Kristina Tho-
mas, Gillian Walsh with Chris Clarke and Tadhg Crowley)

ALLISON HRABLUIK This is the way they make us bend

CHRIS BOSE Jesus Coyote TeeVee 

FARHEEN HAQ Adrift

MEGAN DICKIE Collision Course

PAUL WONG Disoriental

WEDNESDAY LUPYPCIW Weave Chat ‘75

ADRIENNE CROSSMAN Heartbreak 
BENJAMIN EDELBERG Magnificent Obsessions

BRIANNA LOWE Pre Teen Dreams

JOSH STUDHAM Wrecking Miley

MARISA HOICKA Still Life

PETER RAHUL Modem Mantra

WILLIAM ANDREW FINLAY STEWART Memorial

BENJY KEAN Orbits 1 Through 4

GRAHAM KENNEDY On Examining Overlapping Truths 1920

HANNAH EPSTEIN Piss Paint / The Immoral Ms. Conduct

JOE FOWLER & KATHY OKE George

JORDAN BENNETT Basket Ladies

KAILEY BRYAN Rug Hooker

KRISTEN THORNHILL Glitch

MARK ADAMS In the Artist Studio with GL Mackey / The World of 

Television

MARLENE CREATES & ELIZABETH ZETLIN River of Rain

MATHEW HOLLETT Do you see?

PETER WILKINS Clarke’s Beach / Whale

WILL GILL Firefly


