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| was standing at the corner of King and
Dufferin Streets late one night. The few other
people on the streets were hunched into
themselves and moving with that panicked
deliberation extreme cold inspires. It was the
kind of temperature that's so cold absolutely
everything takes on an intense clarity and
sharpness and even stone and bricks look
brittle enough to snap apart. | was standing
on the curb for just a second, bouncing coldly
on the spot and waiting for a lone car to pass.
Before | crossed the intersection, | glimpsed
something moving coolly across my line of
sight. It was a rat, literally the size of a
housecat and, during those cold, clear seconds
while it ambled across the vacant intersection,
it looked as if it owned the world. | walked a
little faster in the opposite direction.

The next day, | looked up from my seat on the Dufferin 29 bus and
saw a slice of the idyllic: a hummingbird poised at the beginning of
flight, laid against a lush background of green foliage, with a white
“thought bubble” coming from its head. The hummingbird was thinking
about Juicy Fruit gum. It was one in a series of four images used by
Wrigley Canada in an advertising campaign called “Taste That Sticks
Out,” which was featured in the elongated advertising spaces of buses
and streetcars for a period of about nine months in 1993/1994. | saw it
two or three times everyday and after eight months, | noticed myself
still looking at it. Amid the sometimes intolerable visual clutter of bus
and streetcar ads, | remained fixated and, despite the number of times
| saw it, never bored.

JUICY FRUIT was a spontaneous exhibition — at least, a set-up for
desired spontaneity. Artists were presented with a Wrigley bus
advertisement and asked to respond with a painting. There was a
maximum size restriction, but otherwise no particular directives. Artists
were not asked to utilize the colours or graphic design of the product
packaging. They were not asked to include a hummingbird in the
painting. They were not asked to critique anything. When asked by one
of the participating artists about how far along a conceptual tangent
one could take the idea, | made it clear that | was not interested in

determining an hlng | wanted a response.

Gontaine nis is @ criticism of
the arenas o qrt display and
discourse, yet it is @ mwtuhop to
visual promiscuous pleasure..

In the end, it shouldn’t be surprising that an open inquiry remains
open. Inviting an open response guarantees no real closure, no
definitive, declarative statements on painting, just tangents pointing in
disparate directions — juice, flavour, the banal, incongruity, graphic
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the same inVitation to chew over a given idea and image, Collins gives

the validi the entire exercise: Chew This.

While incorporating the prominent ad phrase STICKS OUT, John
Armstrong’s painting of the same name is, in fact, quite flat, referring to
the botanical and sign painting motifs of painting’s long history. Many
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the work:ﬁl- thiat reverberates within itself, articulating doubt about

of theyrich colours Armstrong employs in the

work seem to breathe more around the

perimeter of his oval linen canvas. Blended into

a suffocating green on the surface of the

painting, reds, blues, black, yellow, brown

reveal their pure shades as discreet blobs
*tucked around the edges of the painting. As
long as we're talking about juice, the work
could as easily be called Squeezed Out.

Sadko Hadzihasanovic's big jar of honey,
complete with submerged hummingbird,
promises energy and vitality, apparently in the
service of sexual prowess. It's quite a promise —
a hummingbird, after all, can store sufficient
energy to fly uninterrupted across the Gulf of
Mexico — but Hadzihasanovic mocks his own
machismo. The bicep-flexing male, the
procession of silhouetted rabbits, and the
Il-groomed fellow clutching the arm of a
pung debutante while exclaiming “WOW! 150
sepower!"” are undercut by the more
ssed-looking figure in the top corner and

ual disorder of the p@inting. There is a
ardly-macho flugf;‘t‘tem in the
pnd a vertical row of ornate orange
prange also in evidence underneath
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moving costume to some other level.
The necklace is i juicy, fit to burst, and
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the bow is rendered as intensely elegant and
formal. The bow actually begins to read as a
living thing, insect-like, antennae sticking out,
one multi-sided eye with a reflected hint of
green — the slightest allusion to the lush world
depieted in the ad. Mills bumps up the scale of
trtrinkets and magnifies their aesthetic
appeal, deflating the notion of “serious”
subject matter. Her “canvas” contributes to this
deflation, eschewing a pure, white ground for
a roll of brown paper, still ear-marked by
random notations along its edge, including a
phone number and a casual multiplication
table that totals “506.00".

Such incongruity is not out of place. In a
sense, incongruity reigns. Pat McDermott's
things | cannot know can be read as an
equation of incongruity. Like the hummingbird
that sticks out, McDermott's painting doesn’t
appear at first to fit. Its whiteness hides it in
plain view amid the brasher, larger, more
colourful paintings in the show. A child's
puzzle, hand-rubbed with white oil paint, the
three forms which rest on its surface
(coincidentally mimicking the “stem” from the
advertisement’s thought bubble) hlghllgh‘ the
dilemma — only two can be used to col {
the puzzle. The third remains the odd
out, articulating the continuing discre
between our desire for wholeness
reality of the awkward incompleten
often find ourselves to be.

Not only incomplete, but unce
suspended by doubt the way the )
hurrmhgblrd is suspended in flight.
Nickerson’s Frozen Volition is a palpab
illustration ofﬂl a moment. Acrouchod
naked figure is immobilized in a state of

emotional distress. A large splash of purple stains Nickerson's painting
like some kind of grape angstjuice, but it's not a moment of
resignation. Like the hummingbird, whose suggested motion is forward
and up, Nickerson's figure seems ready to stand, the curtains behind are
beginning to open. Frozen volition, the work suggests, need not be a
permanent condition.

More permanent is the condition evoked in paintings by Gretchen
Sankey and Oliver Girling, the former elegiac and the latter an elegy.
Girling’s Homage to Hannah Wilke resurrects the memory of the late
ance ‘rtlst and sculptor, who appreciated the metaphorical

from fresh, sexy sweetness to discarded waste — and
wed gum to herself during certain performances.
ing illustrates this duality, the left side reading like a
re, a half-naked beauty reclining on a Juicy Fruit beach
towel. The fight is@ more sombre portrait of the artist, a girl with
faraway eyes, inted blotbf gum looking more like the
cancer that toi ist’s life.

Gretchen ilarly inhabits a tangent of death in her discreet
four-panel wo ing the Juice of the Fruit. It is almost a painted
whisper, the hushed tones of desire tempered by fear. The pomegranate,
the focus of Sankey’s painting, is a symbolically rich fruit — it is found in
several passages of the Bible, particularly the Song of Songs, and still
appears on the Israeli one lirah coin. Sankey uses the pomegranate as
an emblem of longing and loss. She has painted the fruit as ripe and
juicy, lush with possibility and evoking desire through anticipation. But
the hand that reaches for it hesitates, ripe itself, but with trepidation
— desire, these days, can be hesitant, firmly manifest in the knowledge
that the juice may be tainted and the fruit poisoned.

Jerry Campbell’s Beloved concerns itself with another avenue of
passion. If Sankey’s was a cul-de-sac, Campbell's Beloved is the
incomplete road on the map. His bunch of Bacchanalian grapes are
like a cadre of messengers, fumbling to announce the passion to
come. However, his grapes are in various states of completion, from
fully-rendered to purple smears and are combined with a gathering
of strang;g?etails — a series of small, red and green dots festively

pinpointing the ace; what resemble coffee stains; and, most
ryptically. @ br: ion of orange and white, obscured by grapes,
it bu behind. Filled with quick, horizontal lines, they are
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PAT McDERMOTT
tHE thINgS i cANnOt KnOw, 1995

oil on treated puzzle

31.75x38.1 cm

DUANE NICKERSON
fROZen volLitiON, 1994

oil on canvas
197.48 x 93.98 cm
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