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As | was once again leafing through Robart Venturi's
paperback version of "Leaming from Las Veges™ — stil
poignanily relevant in its analysis — an image caught my
eya that, with a sharp pang of sorts, revealed an uncan-
ny relationship to the axhibition “logocity.” It was an
image of Las Vegas in the 1980s, showing tha langth of
the upper, G-lane "Strip” lined by the most dense foreat
of signs a North American city has aver musterad, Each
road-side structure is pitched higher than the other in
this vertable curtain of letters, sign-shapes, and light
posis that signal the "Frontier™, MOBIL, Standard, the
Desert Inn, among so many others. Clearly distant from
the glass curfams of modernist architectura, the aigns
visually cascade toward tha camara’s view and signal =
primarily 1o autommaobile iraffic = Rent-a-Car, Hotal,
Spectacular Show, and restaurants of every stripe in a
vary literal vorsion of what is called a "tourist trap.”

But all this — the density of this oasis — i visibly sot in
the desert; boyond tha city limits, visusally speaking, thara
is nothing, only the flal, vast, gravel-filled desert and
gharp, molar-dike mouniaing in the distance.

How differant this image is from the Enndale College,
the University of Toronio at Mississauga campus. i is
found by way of an undarstated mam enlrancs SoCess
road, nestled in the organic lush brush above the Credit
Rivar. Garvod oul atop the rver vallay, it leatures tallar,
marn alalely frees, wall-kept lawns, discrast sports fields
and perhaps less discrsal parking lots, and the piciur-
pacquo, meandaring "Five-Minute Walk" which connects
tha north end of the campus with the South Buddhing, at
the other end of the axis. In other words, the University
= an oasis of a different kind, a rona free of the atruc-
tures of competing capital and corporale interests, of
companies, businesses, and brands. And i there are
signa, thay are largely functional: “Parking Lot #3,
"North Building", "Student Cantra” ... with anly the
"Kaneff Cantra” making an acknowledging nod toward
this Mississauga Development Company's sponsorship
of tha 1982 bulding.

Bud, it is procisely the University's status as an oasis thal
has coma increasingly under tho intrusive gaze of adver-
tisangp, a5 Maomi Klein has laid out in a chapter tithed
"The Branding of Learning,” in her recently published
book "Mo Logo.” In virtually all educational inatitutions

the invasive effects of marketing have already taken
place, including at Erindale, where debates have raged
over ads that are now displayed on almost all washroom
doors [in the most private places on campus); and mors
recantly, over the scabe of the signe acknowledging cor-
porate supporters of the Student Centre,

So, is the axhibition "logocity”™ like salt to an open
wound, rendering the Five Minute Walk a miniature vor-
sion of the Las Vegas stnp?

Art practics angages advertising in complax ways. For
instance, it is a well established fact that, in the histor-
cal (pre-industrialized and pre-automobilized) city, visual
art = mcluding not only sculptura, bul also ralefs, res-
coes and mosaics — funclioned propagandistically, con-
slructing visual narratives of civic and political history as
will as aocial, rligicus and cultural identity. Parhapa
oounlly known i tha fact that with the adven of mod-
armdim, and modamist architectue in paricular, arl was
displaced from that historcal robe, This was inilialed as
much by artista, under whose hands sculpture becama
individual axprossion and distanced from ‘public” pur-
posa, as it was by architects who rejected omamaent as



a sort of polluting, non-essential addiive. As Venturi pul
it, when modemnist architects "rightecusly abandoned
ormamaent on buildings, they unconsicously designed
buildings that were omament” and that themsehes func-
tlioned as symbol,

However, distinet from that once hegemonic siyla, in the
20th century city it is the billboard and its various mani-
festations that have taken over the traditional place of
art, appearing in conjunction with an architecture that
Veniuri refars lo as "decoraled shed," A rich combina-
tion of visual and textual sign overshadow a more basic,
box-like shelter, beautifying the city with evar more more
spoctacular mediums including two- and three-diman-
sional bill-boards, sign poals, corporala boagos, olectng-
gaphics ke LED signs and pixel boards {as vivid as tel-
avigion screens), laser baams, projections, gant blow-up
figures and others, (4 course, whal religion was fo the
temple and the church, and whal nationalism was to
19th century state buildings, today it is the affirmation of
the market economy that directs the ideological program
af the "decorated shad.”

Thiz exhibition is al once a response to, and takes as ils
point of doparture from, the city that is ingcripted by a
multiphying panoply of hybnd sign structures. With the
ambivalence and complications that come from 1aking
thess as both medium and subject, the artists in this
axhibition neither simply enact inscrption for the pur-
pose of advartising, nor do thoy call for a radical removal
of any of its signs. Instead, they draw attention lo their
physical propartias, to the sculplurally effective aspects,
and to their spatial and symbolic functions. Drawing the
spectacular nature of these mediums into the orbil of
studio iabrication rather than entertaining mass-produc-
tion, the works in this exhibition offer accessibility: any-
oe can make or take over axisting forms of communica-
tion, Greg Hefford, for instance, adapted a found Muiflar
shop backlit sign, whereas Max Streicher makes his
large-scale inflatable figures from scralch. Sometimes,
tracas of the home-made are foregrounded amphatically,
such as in David Kramer's make-ahift construction math-
ods and diminutively scaled billboard, But, if accessibility
is an aspect, the purpose of the works in this exhibition
is to play with certain establshed and recognizeable
forms of public address. The greal majority of tha works
pclipss the axpectalions for some message. Pater

Bowyer's blank sign or Corinng Garlson's quirzical
"Baa?" invert the relation of addresser and addrasssos,
as the screen replaces the message and a question dis-
penaaa with the answer, Equally prasant throughout the
exhibition, is the emphasis placed on actual context and
physical location. Bermia Millar's "mirmor” — ke any
image — makes a visual hola in the wall, but at the sama
moment expals the spectator bocause it shows what lies
behind her or him; and Gamaine Koh puls up an empty
sign post thal begins to generate physical fraces in its
mrmadiate vicinity. Tha anksts pry open the tenntony of
maaning in publc space, somaetimes by blanking it oul
altogethar, and at other limes by taking direct aim at
strategies ke targeting and branding, With critical
abaarvation, aften a sensa of humour as wall, thass
works put forward purzles rather than certainties, and
presant actual situations rather than the promise of yat-
to-be-realized purchase.
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Ron Benner has always been interested in the flows
and effects of power. In "Capital Remaina” sweeping
changes are rendarad visible by the remnants that are
laft in thair wake, A series of nina large-scala b&w pho-
tographs of streat facades in 18980= Havana show the
rusting aigns lefl by American corporations — Amencan
Express, Marlborough and othars — after their withdrawal
from Cuba, Al the same time, the work presents the
effects of progressing capital inlerests in Ron Banner's
home-town, London, Ontario. Old signs mounted
batween the photographs and varous other debris
heaped on the ficor, are the remnants the artist found
when sections of the older, downtown core werne torm
down 1o make room for new devalopments, In this worlk,
giggne aré 1o the cily as stakos are to terrtory. Thoy delin-
ente the local effects of larger capial interests,

("Capital Remains® is on view in the Blackwood Gallery
until June 25.)

Peter Bowyer's panoramic drawings often evoks a
sansa of alisnation and s distance betwean human
inhabitants and architectural environments. These quali-
tiea can perhaps also begin 1o describe the effects of
the 16 foot tall, custom-fabricated sign which comes
directly out of ona of the artkst's drawings. With its pre-
carous balance, it presanis an immutable, cool and
blank surface toweard its surroundings. Devoid of any
message, this sign functions as a blind eye turned to
concrete human endeavours while at the same time
evacualing the intrusive nature of advertising, its con-
stant hailing. Appropriately titled "Anything” = as if to
say that anything could happen and that therefore, noth-
ing would matter — it represents the disjunclion that typi-
cally marks the messenger's ad from its actual contest.
(The work ks on view in the antrance hall of the new
Student Centre until Oclober 28.)

Advariising is lime-conscious, intent on hitting us with a
A0-second and less, quick-to-get message rarely leaving
room for doubt. Corinne Carlson has constructed a 10
1 20 foot large billboard that — instead of making us "get
i" = throws back a puzzling expression if not brash
guestion, Made with the spactacular reflacio-Bte, a par-
licular brand of locsely suspended reflective disks, the
billboard is nothing short of mesmerizing as the sequin-
ke disks flicker and sparkle like fire and water when hit
by wind and light. A popular material for promoting musi-
cals or Pizza-Pizza oullets, its visual appeal is durational
and as such contrasts with the onomatoposic exclama-
tion suspended by a question-mark, "Baa?" Denoting
puzziement, perhaps incomprehension (gomething to the
affect of “what was that? what did you just say?"), this
sign inwerts the position of messenger and recaver, 1
inviles us to ponder the meaning of a question whilst

disgsofving communicatson 10 the visual pleasure offered
by the matarial of its medium. ("Baa? can be sean on
tha west-and of tha Morth Building, across from tha
Theatra, until Octobar 29.)

Robin Collyar = in his sculplure and photographs =
has always been cnlically concemed with the architec-
ture of signs, and in particular, with the sulfusion of the
urban landscape by advertising and the corporate lan-
guage. "Take Care" (1900) employs the disruptive
potential of "montage” through the combined means of
image, texdt and object. Each term is alterad through its
physical placement in relation to anothar. The images —
of the Barin Wall and Brandenburg gate on the one side
and an upside down ad for Jerry Hall swimsuits on the
oiher = pit a panoply of binaries {East and Wast, free-
dom and repression, race and religion) against ona
another. i the sculptural object, in its function as physi-
cal basrier, underines that apparent constrection, i also
undercuts it; a diving-board mounted alop an adverising
box suggests not so much & leap as a hard fall — which
becomes ironic by the Molson beer logo which declares
"Take Care”, as f beer could, Robin Collyer's new work
for logocity utilizes a mobile sign, such as can be found
at virtually all major intersections in tha suburbs. to pres-
ent a pumber of quated instructions intended for
gmployees in the service industries. Thay point to the
construclion of a paricular corporate image. ("Take
Cara” iz displayed in the Blackwood Gallery until June
25. The location of the new work is to be determined. It
will ba on view until Oclobar 20.)

Kim Koazzi and Dal Skuse, who work as a leam undar
the paaudonym Fastwilirme and consider thempelves a
part of the Wicca tradition, have long been interested in
reading the diverse cultures of nature. The project for
Loge City comes from an ongoing senies of specially-
made vinyl banners, which carry Fastwiirms' own brand
of signs and arrangemaent of cryptic codes. Some may
need intiation — such as the sidhouatte of a snake that's
inscribed with planetary signs. Cithers are straightfor-
ward subversions, which is to say, incorporations into a
diffarant woarld viaw altogether. For instance, tha rad
Canadian mapla-leaf is tumed into a green flag which is
given magical powers with the S-pointed star, The sym-
bols are drawn from mythology — the raven, snake and
bat are particularly charged signe — but they are fea-
tured in what appears to ba a new code, The presence
of animals mocks the constructed naturs of state bor-
ders, nationalisms and similar confainments; the
unfrozen "sncwmyn”™ with bull's homs (or are they dewils
homas), often a fertility symbol, radiates nnge of tadpoles
thriving in the meli-down of binares: black and white,
mala and female, hot and cold, ete. If the mecrptions



elicit the spectre of an ever-encroaching "branding” of
naiure, the abstraction of the logo comes in handy as an
infusion of healing poweara against territorial claims: tha
onomalopoesc "K_AM" iz as much a trangcriplion of the
raven's call, as it appears like a corporate logoe — only
ona that is mot immediately recognizeable (cus: the W,
stands for Witchas). (Fastwirms work is located on the
architeciural profrusion on the north-sastern, axtarior
wall of the Kanefl Cantre until June 28.)

Robert Fones has, for a long time, been interasted in
the history and meaning of letter forms in works which
combine sculpiure, pholography and tast, In one series
of works, aspecially constructed letter-shapes in vanious
historical fonds aro overlaid with a photographic image
which, in sometimes oblique ways, capitalizes on
aspecis of the name or style of the letter.
"Rauschenberg S/Grands Parsienne”, consists of a
photographic detail of 2 1867 Pontiac Granda
Parisienne which has been gratted onto a large, sculp-
tural "5°, the shapge of which was derived from a 18684
work by Amencan Pop artist Robert Rauschanberg,
winch i fum was based on an ad. From that point,
Fones' pisce plays with the allusiona of its madiums: the
blue “wndarwaler” colour of the Grande Parisienne finds
an appropriale shape in the fiowing shape of the "S%;
the actual metal edge of the letter i camed on in the
image of car matal; and the tompe Foeil image of the
door handle suggesis human scale — we could open the
car door as if o go on a tnp or to joke abouwt wlocking
tha maansng of this work as though it was a door -
whereas the scake of the letter "5" suggesis thai it be
read from the travelling distance of a cruising car.
(Robert Fones” work is presented in the Blackwood
Gallery unfil June 25.)

Greg Hefford's work in logocity consists of a large,
two-sided illuminated sign in the shape of a "Speach
Bubbée” Initilly conceived for use near the Gardiner
Exprassway, that increasingly spectacular corridor of
madia structures snaking its way through downtown
Toronto, the biank sign would cleary distinguish id=el
from thasa in ite vary Keral "speechlesaness.” Shown in
various contexis belore — here in a particularly bleak,
almost completely isolated setting — the indexical work
suggests that the surrounding situation is a ghost about
to spaak, about 1o emit a message. Instead of prasent-
ing a determnad message, one that would hijack its
maaning, the empty sign affirms the 'here and now'
which it is found, The sign illuminates s own surround-
ings and still maintaing that situation as one yal-to-be-
arculated. The place could speak or be spoken for, but
thie exprassion would be different with every visitor and
every day, As a blank thero is only an imaginary mes-

sage; tha =sign B8 a ecrean for such thoughts, (The work
i located at the top of the staineell off the Smoker's
Caornar &l the Sauth Building until Octobar 29.)

"Who is Anthony Mason anyway ... 7" New York artist
David Kramer has long been interested in common
readside advartising structures, aspacially their visual
appaal, tidbita of glamour and cult of celabnty. His steal
consiruction mimes old-fashéoned signa except in ecale
and massage. Somewhat diminutive = nex to it one
bacomes large = it spalls out the name of an American
baskatball playar who, in actuality, is known 1o only tha
most diligent followers of the game, In fact, he is &
rather unlikely (bacause too rough and rowdy) candidate
for corporate sponsorship, endorsemants and publicity.
Mo matter, even though wa now have an answaer, the
work still performs the irony of fts fitle "Housahold
Mame.” For, the sign remaine puzzliing, nol so much
because we might not know who Magon is, bul because
the sign suggests we should or should have known. The
roversal betersen the sign's declarathve nature on the

" ong hand, and the obscunty of the man on the other,

paints to the intricate relation batwean the sign's abdity
to produce, yet need celebrity. David Kramar's quirky,
vary obwously home-made structure (put togather from
bits and pioces in odd, almost incomprehensible angles)
describes how that very relation is a game that just
about anybody can play, (The weork is on the patio of the
former Blind Duck Pub until Octobar 28.)

In contrast 1o almost all the othar works in this exhibi-
ticn, Germaine Koh's work will probably go unnoticed
— unless it s read about here or somewhera alse,
Entitled "Poll®, it consists of a fence post (or sign post
without a sign) that iz planted into the middle of a short
cut acrogs the lawn. During the exhibition, the formery
single lane will become a forked path which signifias an
organic "poll”; those who walk tha path after the post
has been planted will choose to avoid the obstacks and
pass by sither the right or left hand sida. Inevitably, one
side of the lawn will be mearked by a more visible path
than the other. As Gemaing Koh has put it, the work
"axamines how an environment is shaped by the actions
that occur within it, and also how these actions respond
to the "planned” organization of space... [Foll] looks at
the unafficial way everday activity adapts itself to, and at
the same lime roclaims, official space through things like
short cuts, The pole is a kind of sign, or marker, that sim-
phy asxs us 10 pay attention to what is happening in that
partcular place.” And, as we mighi add, il points to the
wary real inferachon with structures that othansiss fune-
o 50 deder or dafer, La. the ‘here and now’ in favour of
& sespended “Bwre” by way of the lence or of the func-
e of i aSewdwrg el CPol” can Be found on the



sourth-gast lawn between the South Buwilding and the
Kanefl Cantra until Cictober 29.)

Amaud Maggs iz represented in the exhibition with a
macguetle of ona of his very well-known works: & sarias

of large photographs of Parisian hotel signa that mimic
the vertical shape of the very subject they rapresant.
Organized nto four horizonial panals, tha maguetta
presants over one hundred small-scabe versions of theas
vartical "Hotel" signe Bke specimens in the tazonomic
grid of scientific tables. With their direct reference and
gimple funclion, and in the context of the city, tha signs
would have all appeared the same and simply read as a
massage. They may be notable in their contrast 1o tha
mane spectacular nalurg and visual acuity of conlempo-
rary identifying logos (including those of hotels or
motels, such as "Cuality Inn", "Sheraton”, "Howard
Johnson", ate.). The magquette, howaver, is laid out 1o
highlight the differences and the particularities of seem-
ingly idantical signs, which bagins with their separation
and classdfication info four categories — serif, sans-serif,
decorative, and biw reversed. (The work will be on view
in the Blackwood Gallery until June 25.)

Medly Mark has for quite & whils baen interasted in the
signs that ordinary peopla make. "Sunboxes™ (18849), for
mstance, 15 a photograghic taxonomy of the stickers and
natas thal people have attached to the red newspaper
boxes of the Toronte Sun which can be found at virtually
ovary siroed comar in downtown Toronto, Thay are small-
scale intervantions in the business of big-time newspa-
per corporations. Her new work for logocity consists of
a series of "spinners” — portable, wind-drivan signs that
arg found along streels to advertise sabes or car washes
amongst other things. Tithed "Fortunes”, Kelly Mark's
signs deliver "litte truisma or "sage’ advice™ that the
artist discovered in Chineso Fortune cookies: "Not avary
question deserves an answor”, "You find beauty in ordi-
nary things", and "You are talented in many ways." Spid
up into the to and fro sides of the sign, the fortunes
churn out their own gamblers logic. The fortune comes
free — gomatimes as a question, than as an incomplite
address — on account of vanous waather condtions, or
rather, of the caprice and chance oocurence that is tha
trademark of wind. (The signs will be on view until
October 28 in a location 1o be determmined.)

Bernle Miller has worked with sculptural sign struc-
tures for over 25 years. His project for UTM will consgist
of a wall-mounted, lluminated billboard which, against
the expeclation of the madium, presents a rather ondi-
nary image of its surroundings. More particularly, lithed
"Five Minute Mirroe”, the image actually appears to
reflect the saiting m front of it, For someona approach-

ing i, A wall s@am to contan the scenary that one =
passing through or that ona is leaving behind., Howevear,
unlike a mirror, the image i complataly still and it does
not reflect us who are looking into it. As the artist put it,
“in front of it, we're all Bke Dracula”, or like a ghost:
invisibla to all but oursedves. In & sanas, the image
undaddines tha gap batwean iteslf and what, supposedly,
it "reflacts.” It aleo draws atiantion fo the gap babwean
iteelf and mages that are intanded for our identification
= wharaby we could becoma the image with a partscidar
purchasa or product of course. (The work i located in
the Smokars' Comer al the South Building until Octobar
28.)

Max Strelcher has become known for his conglruction
of large, inflated figures which may be presented in, or
msore recently, outdoors as well, Initially inepired by
Weagee's 1930s photograph of workers busying around
an inflatable Santa Claus figura for Macy’s Parade, Max
Streicher’s figures also mimic the scale and matarial
natura of more recent, inflatable advertising signs like
tha Michelin Man or the Seven Eleven's “Large Gulp”
The wotk not only effects & sense of physical displace-
ment (it diminishes the scale of the surrounding environ-
maent and the viewear's bodyl, the two glant heads on top
of the roof of the University’s Kanaff Canire also ses-
pand the dafinite purpose of advertising's meanings.
Gazing into the sky, the heada slightly sway as if
bBetwesn amazemant and parplaxity, bebwean a sansa of
abandonmant and of idleness conceming purposs,
which s parhaps why the work is named "Endgame”,
after Bockeit's play, ("Endgama” can be found on fop of
the roof of the Blackwood Gallery, at the Morth-East cor-
ner of the Kaneff Cenire, until Oclober 29,)

Barbara Fischer
n edollabaration with the students of
the Curatormal Practice class,
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