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The 18th year in any cycle of life — whether it be for a person or a publication — is an important
one. For people, the 18th year is a time of reflection: looking at where you have been, who you
have met, things you have excelled at, things you have done less successfully, and then using all
of that to form who you are and who you might be. The same can be said for a publication,
especially one such as Function which has explored so many topics and issues over the years:
experimenting with dialogue, in-depth looks at process, approaching and transitioning into a
new era of technology, exploring community, and even exploring the body. It truly is a
publication with a long history of being continuously reborn.

For Function’s 18th year, we found it was important to put an emphasis on looking back and
showcasing art that explores the same changes this publication has gone through itself. We also
explored the concept of looking back by not only restoring the quintessential aesthetic of
Function in its prime, but also by keeping our interviews focussed on Ryerson alumni; in order
to get the advice our fellow emerging artists need, who better to ask than those who have walked
our path before us?

In our effort to look at the future of Function and where it could go from here, our goal was to
establish a method of displaying the talent from all students and all of their different formats for
many years to come, ultimately creating as inclusive of a publication as we possibly could. The
solution? The inclusion of QR codes; by scanning any of the presented QR codes with a device
capable of doing so, you will be taken directly to a page that features the artwork that lives
beyond the printed pages of Function.

It was the team’s pleasure to be able to help bring Function into this new era of its life; to be able
to go through its history and learn what needs to stay, and to be able to look into its future and
decide what needs to be established to keep it as big of an impact on the lives of emerging artists
as it currently is. Most importantly, it was our pleasure to be able to present to the world the
immense talent of our peers that fills the pages to follow.
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Secret

STEPHANIE
SUTTER

“Secret” is an archival ook at the personal issues and addictions one has struggled through. By looking at these life
events and how they have created the person that created today. I have been digging deeper into the layers of a
human to expose the secrets that as people we try to hide. Through poetry and scans I have created aloose leaf
book enclosed by a wooden casing. While looking through you will be able to physically uncover the poems and
scans | have chosen to include. The poems will are printed onto a clear vellum paper so that the viewer can
physically look through the different poems onto the scans that are enclosed underneath them as they choose. |
think this is an important part of the process, touching on the notion that everything that happens in someone’s life
atone point or another comes back around full circle. There is no full story line of how theses poems or scans need
to be seen, but more of an exploration of how they create a person as a whole.

The process of this project is to share an emotional experience and try to create a connection from the viewer
to the maker. By having a choice in the way you see the scans, bare or with words, one can create an experience of
their own choosing.

Feature
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Kiana Hayeri graduated from Ryerson in 201 1. Since leaving the Photography program, she has gone on to win several
awards including the National Geographic Award and the Chris Hondros Fund Award. She has been selected for an
Iranian Alliances Across Borders fellowship, an International Women’s Media Foundation fellowship, and is currently

a TED fellow. Her work has been shown in exhibitions across the world, has appeared in numerous publications, and in
2014 she was named one of Photo District News’ Top 30 under 30 Emerging Photojournalists. We tracked her down
(in Berlin, where she is currently working) to ask her questions about her life as a documentary photographer.

FN: You were recently featured in a New York Times
article, “Highlighting Women in Photojournalism™,
how has being a woman in photojournalism affected
your career both positively and negatively?

KH: The part of the world that I work in, being a woman
gives me a lot of access that men don’t have. Also being
awoman, it’s less threatening to people, somehow you
can gain trust, take your time. At the same time, yes,
there are alot of women who do embedded journalism,
who do frontline. Sometimes there is discrimination,
like one time myself and a Sunday Times magazine
correspondent were trying to do embedded, and we
were refused access. Later | found out we were refused
access because we were the only women trying to access
what was going on north of Afghanistan. It has obstructed
my work, butit’s been mostly helpful. In regards to that
article though, this is not something that happens in just
photojournalism. In many, many jobs in careers, it is still
very patriarchal, it is very male dominated. Male editors
tend to hire male photographers, that is exactly why
Daniclla Zaleman started the website Women
Photograph, and that collective of photographers. But
overall being a woman has been helpful for me.

Interview



FN: You cover work in regions that are dangerous,
regardless of gender. What are some of the risks that
you have encountered, and what advice do you have
for students that are looking to work in potentially
dangerous regions?

KH: I’'m a still a young photographer, so saying this

I’m going to sound like a grandma, but many young

and inexperienced photographers nowadays, they take
their bags and head into war and conflicts and try to do
journalism. And because you don’t have the skills, not
only do you get yourselfkilled or in trouble, but you
also getyour fixers, your drivers, and the other people
with you in danger. There are countless examples that

I can use right now, unfortunately many young and
talented photographers have been killed. Me going to
Afghanistan, it was not an overnight decision, and was
not me stepping right into the frontline. I had two trips
to Afghanistan before that. Then I'went and initially I
started doing stories that were local, like in Kabul, or
justsafer places. Then, over time, as you learn, I started
taking more and more risks. Talking to other journalists,
older journalists, who have done this before and are more
experienced, is very important. Preparing for your trip is
very important. Taking classes, taking courses that train
you, get you ready for conflict zones, are very important
and there are plenty of them out there.

Ijust highly discourage anyone from walking into a
war zone and thinking they can become a
photojournalist overnightbecause there are little
things, little details, very small things thatyou don’t
think about unless somebody has told you about them
or you have experienced them, that could seriously
getyou into danger or you could getyourselfkilled
over. I don’tknow ifit’s interesting but I can use one
example. There was one story that I did, where we
were required to travel to very dangerous places that
are basically governed by the Taliban and possibly,
quote unquote ISIS, so we had to go through there.
The amount of details that we had to putinto our
trip was crazy. Not only were we not allowed to talk to
anyone about our trip, we had to use a trusted fixer
and a trusted driver, but then there were little things
that my roommates taught me the nightbefore Ieft
for that trip. I wore aburka, I was completely covered,
soyou think thatyou’re safe and they’re not going to
sceyou as an outsider. The danger there was mostly
getting kidnapped, so we wanted to avoid that. |
thought, “I’m covered, I’'m fine”. Turns out, if you
getoutof the car with your burka on, as soon as the
Taliban looks at you, the way you are standing, the
way you’re walking, they immediately can tell you’re
notalocal woman. So what we did, my roommates put
henna in the palm of my hands, I put my fingernails
into dirt the morning we were leaving, I wore shitty
shoes, and I didn’t take a camera bag butjust a shitty
purse. When we were driving, one time we had to
drive through a checkpoint, I thoughtbecause of my
burka nobody was going to realize thatI was a
foreigner and I was looking outside, and then my
driver yelled at me “Look down! An Afghan

woman looks down!” So these are little details that
you probably don’t know about until you have lived

them or have been told about them.
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“I had enough experience and expertise in
a place, like in Afghanistan, that you permit
yourself to argue with the editor saying that
what you’re asking me to do is wrong”

FN: How do you find the balance between working
for publications, working for yourself on personal
projects, and also just living life?

KH: That’s a golden question. | started up by doing

my own projects only, no assignments, and working
odd jobs. When you invest time into your personal
projects you start developing your style of photography,
then people recognize your work and it gets to a point
where you get to do what you want to do. [ had enough

experience and expertise in a place, like in Afghanistan,
that you permit yourself to argue with the editor saying
that what you’re asking me to do is wrong. That being
said, [ always, always, always, have at least one, maybe
two, personal projects on the side going long term — one
year, maybe two years, some of them four or five. And

I do assignments for magazines and NGOs to make
money and put that money into my personal projects. So
personal projects keep me happy, keep me motivated,
allow me to grow and become a better person and a better
photographer, but then the assignments pay. Personal
life, that is something that has been changing. There was
a time where I spent 2 or 3 years just working, working,
working, and then I met somebody that I really like and
now I’m slowing down because I think before, work

was the only drive for me to live my life, but now 'm
experiencing things where I'm like, “oh, it’s not all about
work”. But that part I’'m still Iearning about, it’s been a
struggle. I just recently, for the pastyear, moved to the
same country as my partner, so I moved back to Iran, and
in Iran I’'m not allowed to work, so it’s been challenge to
live in a place where you can’t work and then do all the
work while you’re away from your personal life. It’s still
something that I'm learning.

Interview



26












30






32






CONTINUED:

We Are Like Dust

...The

LAURA i
THURLOW

INT. FRANCIS HOUSE

Bea in her kitche
covered in suds.




MARY
burden is knowing that I’m
'y person who remembers him
y. It’s been two years.. andt
t, people are like dust.

CUT WITH:
- KITCHEN . DAY. 5.

She has a brush mop on the floor,
he begins to scrub as though she is trying

C(CONTINUED)

Written and directed by Laura Thurlow, We Are Like
Dust is a fourth year short thesis film produced at the
School of Image Arts. The film tells the story of Bea
Francis, who is struggling with her guilt and grief over
her role in the recent death of her husband. As she comes
to terms with his death, she begins to suspect that he may
still be alive.
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LEAP OF FAITH

When I travelled to Israel for the first time this past summer, I spent the initial ten days with Taglit
Birthright. The not-for-profit organization sponsors ten-day trips to Israel for Jewish young adults.
Although our guide was quite open to discussion, the program exists to show participants the beauty of
the country, not the politics. For the remainder of my trip, I travelled alone. I really began to explore
my own ideas when I got to Jerusalem. I visited Palestine several times, including parts of Ramallah,
Bethlehem, and Hebron. 1 felt it was necessary to go to these places when given the opportunity;
['wanted to see beyond the constructed position of the Taglit Birthright experience and of my own
Jewish upbringing.

After being home for months, I seem to be even more confused; I came back a different
person, I changed. Why do [ as a cultural Jew, who does not necessarily identify with the religion,
continue to care so deeply about a country I had never even been to before? Can one still love Israel
while at the same time question Israel? How can one possibly begin to convey these feelings through
photographs? To me, Isracl is a close family member, always present even when they are not there. You
can love someone unconditionally even if they make mistakes.

ZACK BARWIN

Zack Barwin was born in Ottawa, Ontario in 1994. He is currently pursuing a Bachelor of Fine
Arts in Photography Studies at Ryerson University. His personal projects operate through street
photographs and reflective essays. He uses the camera to ask questions; his work explores the

meaning of everyday life in public space.

Feature
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Justin Broadbent, a Function alum, is an
artist that doesn’t fit into any one specific
category; filmmaker, graphic designer,
installation artist, music video director,
lover of porcelain cats, and professional
doodler are amongst his many different
titles. He has art directed AGO MASSIVE
parties, won a Juno award, and recently
unlocked the achievement of fatherhood.
Function had the opportunity to sit
down with Broadbent in his convenience
store-turned studio and talk about his
career, staying creative, humour in art,
and his alter egos.

Artschool is awesome, but if you don’t have a
sense of humour about it I think you’re fooling yourself,
personally. I have always had that attitude that humour is
one of those things that can open up some pretty important
doors to allow people in to a space that maybe they would
be afraid of or afraid to engage with. So, like, some of my
work is just straight humorous, but a lot of times its using
something that’s sort of ... an example would be that
I really like the porcelain cats that you would
find in Value Village. I like them, I know that
it’s funny and I know thatit’s cheesy, but
they’re also this representation of something
in the world that’s notvaluable, they’re
forgotten, and something about putting
those things to the front and putting them

on a pedestal, and saying “no, this is going

in my house as art” is sort of a big part of the
philosophy of why I make things, which is sort
of like, make art that’s talking about people
who don’tnecessarily have the voice that they
could have or aren’t noticed in the right way.
So pulling out the garbage paintings at Value Village and
using that in some way, like I might use it on an album cover
or something. It’s kind of, to me, a reappropriation that
comes from a place of respect for me. It’s not just irony, |
think irony is boring. I understand irony, I’'ve used it, but

I think at the end of the day if you’re going to make good
artit’s got to have something, like a nod or a wink. To me,
some of the best art I've ever seen are these little memes on
the Internet, because you think about who made them...
and that’s actually what one of my CBC short films is
about. IU’s a person that’s coming from a position where
they’re not trying to make something profound but it
actually is quite profound.

Interview



FN: Some artists feel the pressure to find one thing they
are good atand notbranch outinto other mediums in
order to be successful, butyour career makes the case
thatitis possible to succeed while working in a number
of different fields and mediums. Have you ever felt this
pressure, and what would be your advice to artists who
are worried about branching out?

JB: T'would say focus, early. Coming out of school I don’t
think it would be smart to flounder too much; it’s probably
good to focus coming out of school, but to also let things
happen organically. For me, I never planned to get into
music videos and stufflike that but I was doing alot of
design work for bands, and YouTube came out, and bands
wanted music videos, so it just kind of naturally happened
and I'was like, “I'm going to try this.” Following that
organically was really good for me. Some people do one
thing really well, and I commend them for it, and there
were a lot of professors that I had who were so good at one
thing, so I don’t want to downplay that idea. What [ would
say is that if you start feeling bored, it’s a good opportunity
to jump and try something. The thing that we have now
that we didn’t have, say twenty years ago, is the access to
create something on a professional level at home. You can
essentially make a feature film on your iPhone, and that’s
pretty insane. So I think it’s important to not be afraid to
try something, especially considering you don’t have to
invest much anymore. I’'m a big believer in try, fail, and try
again, so limiting yourself because you feel you have to is
dumb, but focus is good.

52

FN: You have worked on a number of cool projects
including an Absolut Vodka artinstallation, directing
AGO MASSIVE Parties, and most recently have been
working with Vans, as well as the Gardiner Museum.
Whatalotof our fellow emerging artists want to know
is how to get those opportunities? Do you go for them
or do the opportunities find you?

JB: That’s a really complicated thing. A percentage of it is
timing; being in the right place at the right time, how can
you ever plan that? I'm a person that spentalot of time
networking: going out and meeting people and just sort
of letting them know the things I'm working on, what I'm
excited to try, and just putting myself out there to random
people. ’'m not even talking artists, sometimes it’d be

at somewhere like a Blue Jays game. With Absolut, to

be honest, it was through Shad (the musician), who you
probably know by now. He and I sort of started together,
working together, and he had no fame, he was just coming
up and I had never done a music video so we collaborated,
and I did his album art, and that was going really well. Shad
had this friend who loved everything I was making for him
and pitched me to a friend at the ad agency working with
Absolut, so they called me and said they wanted to talk

to me about the Absolut project. So in that circumstance
it was just making good things and it kind of organically
came to me, | was really lucky there and I'll admit that,
but then I think there’s other parts to it which are like,
getout, meet people, be confident in saying that you're
trying this, trying that. There is sort of no answer unfortu-
nately... its more try a bunch of different things.



Interview

FN: You have created a couple of alter egos for yourself,
Keith Dungeon and Gary, and have also mentioned
your love of cats. Do you have many alter egos to reflect
the fact that cats have nine lives?

JB: Tlike that! To me, there are alot of levels to it. My
honest answer is that it’s kind of a safety net, because
Keith Dungeon to me is this hunter of images, he’s anerd,
he’s always on his phone, always on the computer, so it
allows me to be that, without actually being that; it’s a
different mental state. We all know that we have different
personalities, different sides to ourselves, so it’s a way
that, as an artist, I feel like me, Justin, is this person trying
to do good things in the world, trying to be respectful.
Keith and Gary like to mess around, which is in me, but
sometimes | don’t feel that comfortable being that way.
At the same time everyone knows it is me... itis kind of
just playful.
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WALLPAPER

JESSICA
SONG

Wallpaper is a public art installation that flips build-

ings inside out. With projections, the interiors of the
Toronto Reference Library, the Art Gallery of Ontario
and the Royal Ontario Museum have been shot and will
be projected and arranged onto exteriors of models that
represents their buildings. Wallpaper brings the interiors
to the exteriors to allow public and private buildings to
open up their spaces to the public; to open up offices

and company spaces to simulate a public office tour on
the outside of the building without having to go inside.
For public buildings, Wallpaper becomes a promotional
marketing tool to attract audiences of what is inside.
Today the list of shot buildings are all public buildings but
the intention is to add more private buildings in the
future to show contrast.
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CAMP 30

Travelling up to the abandoned site of Camp 30 in Bowmanville, trudging through the knee-high snow
armed with only a pair of worn out Adidas sneakers, a Bolex film camera and Paul’s DSLR was one of the
toughest film shoots of my life. I don’t think I’ve ever been so cold. However, once we got inside some of the
buildings and began to look around, we found a place that was equal parts grotesque, beautiful, dangerous,
colourful, mournful and ecstatic. In our film we tried to capture the history, intrigue and unique aesthetic of
the place known as Camp 30.

In his films, Calyx Passailaigue has created a world of pseudo-intellectuals and sociopaths, of foster home
orphans and art house film directors.

With his company PassAJoke Productions he writes, directs, produces and occasionally acts in his own short
films. Calyx is interested in narratives that seek to challenge social norms and commentary on the art of
filmmaking itself.

Currently in his fourth year of the Image Arts Film Studies program at Ryerson University, he has experience
working in fiction, documentary, music videos, corporate/ promotional films and experimental shorts.

His work has been shown at the Beijing International Film Festival, the Newark International Film Festival, the
Richmond Youth Media Fest, the Global Campus Network Film Festival, the Velcom Smartfilm Mobile Film

Festival and the Ekurhuleni International Film Festival.

He is also the director and producer of the official music videos for Morpheus Richards (actor Richard Walters
of Degrassi: Next Class).

He was the recipient of the Jeff Young Award from the Arts Unionville Drama program as well as the Jack Kuper
Film Award and the Universal Studios Canada Scholarship in Filmmaking from Ryerson University.

To see Camp 30 and more of his work, scan the QR Code below.
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ULIA
OZAK

Denial

J
K

A short documentary about how society views womanhood; the state and qualities of being a woman

Spotlight
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I Speak Because I Can
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“The passage from trauma might be understood as the move into the narrativity that
institutes time, the pause in which memory forms, hence spatializes. Or perhaps, we should
speak of a passage into the temporality of narrative that encases but also mutes trauma’s
perpetually haunting force by means of a structuration that is delivered by representation...
Lor the patient, who expresses anxiety afier the event, is speaking of a time when nothing
was thinkable: then the body and the world were confounded in one chaotic intimacy which
was too present, oo immediate — one continuous expanse of proximity or unbearable
plenitude. What was lacking was lack, an empry space’ somewhere.”

- Griselda Pollock, Art/Trauma/Representation. Parallax 15.1 (2009): 40-54.

‘When drawing on the experience of trauma, how does one begin to shape such an
inexplicable experience into something that is tangible in its authenticity? This concept
has been explored numerous times through methods of literature, as well as artistic
practice, and it’s fair to say that it cannot be done. When speaking about the emotionally
and physically taxing experience of trauma, the pain of the victim is nothing short of
authentic, but where we begin to see dynamic shifts in the perception and distribution of
ideas surrounding trauma is through the making of art that confronts the representations
of these difficult, unfathomable stories.

This project, “I Speak Because I Can,” is an evocative representation of an autobiographical
narrative about how the artist’s experience and memory of sexual assault manifests itself as a
perpetual presence that is embedded on the identity of the victim. This photographic series
embodies a strange relay from trauma to memory, manufacturing both notions of distance
and intimacy through an undigested thingness of a traumatic presence. In the artist’s
personal narrative, she returns to the place in which the memory of the event previously
happened and manifests a ghostly delineation of her experience through the creation of
ambiguous, performative, and sculptural images.

The artist interacts with this memory by allowing the physical environment to consume
her form by inserting her body into the land, bringing pieces of the environment into
domestic spaces, and by leaving signifiers of her presence behind in each image. The artist
is representing an idea that once a traumatic event such as sexual assault takes place, there
is an irreversible transition that begins where the body and the world are intertwined in a
chaotic intimacy that will forevermore shape not only the perception of that place but also
the perception of day-to-day life for that individual. Free from description, the images in
their surrealism not only draw the viewer in, but in turn, hold an overwhelming feeling of
tension and discomfort for the viewer. The visual aspect of surrealism opens up a space of
genuine wonderment about the conceptual role of art to discuss issues of sexual trauma.
This comes with the replacement of a foreclosed certainty about what we are looking at to a
fresh openness of exploration and interpretation. Autobiography as a conceptual
framework enables audiences to understand that while emanating from experience, the
personal is the political.
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Tiffany Hsiung is a filmmaker witha focus on bridging the intergenerational
gap, creating nonjudgmental atmeoespheres for discussion, and making sure
that today’s generation remembers the importance of respecting and learning
from their elders. Her latest film, The Apology, follows the journeys of three
former ‘comfort women’, a term for women forced into military sexual

slavery in World War II by the Imperial Japanese Army, and their fight to

get an apology as well as making sure nobody ever forgets this horrible part

of history. It also took seven years to make. Fresh from its premiere at the
2017 Human Rights Watch Festival in London, England, Hsiung stopped by
Ryerson to talk to Function about working as a documentary filmmaker,
navigating the industry after leaving school, and her latest film mak;:lgits way
to film festivals across the world. ’ »



I would encourage people to write down everything that comes into
their mind, and I say that because there are so many amazing stories
and ideas that might glimpse in your head but you don’t pick up right
away at that moment but that you can come back and refer to. I’s

so important to do that type of documentation for yourself because
we’re constantly growing and you never know if that was the right
time for you to tell that story or not, but just to have thatin your back
pocketis really important and very unique to you as your experiences
unfold in life. I hope that future filmmakers coming out of Ryerson
or any other film school or program is that, you know, film school
won’t teach you to find your own voice, you have to do that on your
own. Nothing will be handed to you outside of this program, and

to take advantage this institution, to leverage and learn everything
from the technical aspects to even navigating the industry and the
business and the networks. While you’re in school you can leverage
that type of support from your teachers and your colleagues and

they can pointyou in the right direction because once you leave this
bubble you’re on your own unfortunately. Don’tlook atit as getting
your grades, nobody cares about your grades once you leave here.
Take advantage of the institution that you are in, and never get lazy
and expect a handoutin this industry. If you aren’t cut out to hustle
while you’re in school, the real world will eat you up. Being able to
set up a network while you’re in school is very important, or just
relationships where you can hone in on advice. If you set yourself up
while you’re in school, you have a better chance navigating outside of
this institution. Another thing is really understanding the resources
available to you, aside from just grants but other institutions that
have collectives... getinvolved in those. I’s hard to navigate this
industry without a tribe. I say this because I experienced that, I was
very stubborn, and it makes for a very lonely journey. The beauty of
filmmaking is the collaborative experience. I learned thatin my years
after leaving school, butits important for people to recognize before
they leave. If you ever feel like you’re not enjoying it anymore, just
getout. When the passion dies and you’re not having fun creating
and being excited for the craft. Itis a privilege that we get to be
artists, if you lose that passion and you just look atit as a gig, why be
in this industry? If it ever comes to a point where you lose sight of
your passion and the privilege, don’t stay in it. Just because you
go to school to become a certain thing, doesn’t mean you have to
play thatrole. If you’ve ever lost faith in the industry you trained to
become a part of, don’t doubt you can use those skills you learned to
do something else.

Interview




FN: Is there ever any inner conflict when covering such
an emotional subject? Are you ever torn between being
the director who really wants to get the shotand being
afriend to these people you get to know over the course
of filming?

TH: All of the time. When [ was filming, I was really more
of ahonorary granddaughter to them and that was really
important. Without the element of the human condition,
you don’t get to tell the whole story. Italso helps them
become more comfortable talking to you, which is
important because people sometimes change in front of
the camera. Sometimes | even forgot that I was a filmmaker
and would just hang out with them. Itis important to
create a safe space for people to be who they want, and to
let them know that you are there to listen. I think we have
really lost touch with the tradition of respecting our elders,
and I want to help change that with The Apology.

l
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FN: You’ve said before thatyou’re focused on cross-cultural and intergenerational
work, is thatbrought on by this fecling that we have lost this important tradition of
respecting and listening to our elders?

TH: Our society has lost touch with our elders and the importance of their wisdom and their
storytelling that allows us to have a more sound foundation of knowing where we come from.
Notknowing where you come from and not knowing your ancestral track is very problematic.
My next film really focuses on the epigenetics of trauma; by not talking about the things that
we have experienced to the next generation, people go on in the world not understanding
why they suffer from anxiety or why they can’t do certain things, and it’s all diagnosis, youre
stressed, you're bipolar, you’re this, you’re that, and it’s not so clinical I believe. I think
that there are ways that we can change our genes; studies have shown that we can change
our genes [rom these traumas that were left two generations ago. So, yes, my interest in
building that intergenerational bridge between young and old started from when I was in
high school and when I connected with my own grandmother. While I'was in Ryerson, in
third year during the summer, I decided to go to Taiwan because I'had never been there
before and that’s where my mother is from and I wanted her to pay for my trip and she said
that she would if I went and found her biological parents, my grandparents, and I said yes.
That whole epic story and journey was documented, I did it with a couple of friends, it’s
something that really ignited this understanding around our own history. The fact that I
was able to piece together this missing part of my mom’s own childhood that she never
knew about, which is kind of weird because I knew more about my mom than she knew
about herself, and the importance of searching and asking those questions at a very early
stage in my life as a storyteller was something that always motivated me. In so many
stories of the grandmothers you hear and see how they aren’t able to talk about this with
their own families, but they’re able to talk about it with a stranger. There was something
to that, that needs to be acknowledged and how we as family members play a role in
contributing to people’s silence. You don’t even know it, but somebody in your family
could be going through something but because you don’t create that non-judgmental
atmosphere when something horrific happens they don’t feel like they can go to you.
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Interview

FN: Your latest film, The Apology, follows the journeys
of three former ‘comfort women’ and their fight to get
an apology for whathappened to them, as well to make
sure that nobody forgets what happened. What made
you want to cover this topic?

TH: This project all started after I had wrapped up
working on a CBC project on the Beijing Olympics. [ went
to Botswana, Nairobi and brought my mom with me. While
we were there, a woman asked my mom, “What does your
daughter do?” She told her that I'm a filmmaker, and the
woman said there was this group that goes to schools to
educate students on the history of ‘comfort women” and
that they needed a person to document a tour. The whole
thing really blew me away because it wasn’t something that
['was never taught, and not knowing about it got me angry.
I met one of the grandmothers and they really reminded
me of my own grandmother. I wanted to get to know and
understand the women behind the statistics, and connect
with them on a personal level. The grandmothers deserve
to be known for who they are, the atrocitics they have live
through and lived with after.



102






104












White FIlag

JESSAMINE
FOK

Directed by Jessamine Fok and choreographed by Rebecca Zizek, White Flag is an
experimental short dance film inspired by aesthetics from the Greek Classical period.
The purpose of the film is to elevate dance as a visual form, and to create a more intimate
presentation of performance art, devoid of a traditional stage-like setting. Being a highly
stylized and visual piece, the focus is placed on utilizing improvisational movement to
interact with the environment and surroundings.
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CREW:

Director | Jessamine Fok

Choreographer | Rebecca Zizek

Cinematographer | Michael Hitoshi Maddeaux
Fdiror | Jaime Fok

Key Grip | Kevin Lien

Dancers | Meghan Houghton, Dedra McDermott, Karly Zizek
MUA | Julie Thai

MUA Assistant | Eliza Bumba

Production Assistant | Alejandro Parga

BTS Photographer | Katrina Castro

Spotlight
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Through being human we have the need to obtain

belongings, and “things”, which then constantly
surrounds us. In doing so, we create a uniqueness
and personality for ourselves. For along time |
have been interested in the idea of what people
bring along with them while they are in motion.
Be it walking, running, or essentially anything
where they are isolated from any means of storage
other than what they can pull or carry, bringing

only what they need to get from point A to point B.

Disfigured Identities captures a catalogue of these
items carried by the people of Toronto. By
creating this project I give meaning, and
document this material quality that we as humans
have created and adhered to.

Through photographing from an acrial
perspective, it transforms and the person into a
“cluster” of items due to their lack of identity and
distortion of body parts. To push this concept
further, I removed all exposed areas of skin, and
replaced it with either nothing, or the materials
that make up their clothing or accessories. In
doing so, the person moves away from being
human, and transforms into a material object with
no gender, race, and ultimately no identity.
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Disfigured Identities

Spotlight












When drawing on the experience of reflection, how does one shape physical forms? Do these forms
exist as only memory or can these memories transform into tangible entities. This series “ Who is Tai
Mendoza™ is a representation of separate personas that the artist undergoes while confronted with

the aesthetic choices of the queer community. The photographic series takes on a pseudo realism that
relies on reflection and memory. In the artist’s narrative he shows previous personas of himself that he
chose to activate while coming to terms with his sexuality. He presents each portrait in draped spaces
representing the memory of one’s self. The idea of closure is present by accepting these photographic
images and their unapologetic size. The artist has separated the persona of Tai from himself letting him
live on as a separate entity.

When the series is exhibited, glass accompanies each portrait. Each pane of glass has text with insight

pertaining to each persona.

Spotlight
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Gestation Period is a performance video grounded
in themes of personal history, maternity, tension
and loss. Filmed within my home, this personal tale
depicts one continuous shot of a female gestation
period from start to finish.

KADIEJRA
O’NEAL

Gestation Period

BUT I CAN’T HELP BUT FEEL THIS
INCREDIBLE LONGING...

A LONGING FOR CONNECTION...

A LONGING FOR THE WARMTH AND
LOVE I’'M SURE I FELT BEFORE...

This is an emotional and psychological investigation
into my origin...

This is my attempt at trying to understand what my
mother went through as a young island girl being
thrust into woos of parenthood...

This is me trying to figure out what was going on in
her head...her thought process...her worrics...

This is me trying to piece together the factors in her
life that contributed to or influenced my birth and our
relationship thereafter...

This is a retrospective look at a mother-daughter
relationship, in hopes of being able to find a deeper
maternal bond in our present dynamic.

If the emotional blockage is from me, then I too must
go through my own Gestation Period...

Feature
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[ take pictures to press pause on alife stuck on play - it can be exhausting. But I won’t change.
This group of photographs is a visual poem about growth;
yearning;

companionship.

“Relax, relax, relax. Time happens.” I try.

Some of these photos were retrieved from my vault of photographic memories.
Ilove the difference in the sameness.

[ woke up thinking we were still here, and we will be, soon.

Growing together, growing apart, and coming back together. Growing together was important,
growing apart was hard, coming together is a kind of comforting nostalgia.

The people pictured raised me // the places pictured built me.

The stories we shared is why I am who I am. Raised Here, Back in our Streetight Cinema.

JONATHAN BARTON
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I’s not uncommon for an artist, or a group

of artists, to create their own space... but

how often do those spaces get credited with
changing the artscene of their city? Well,
artist Davida Nemeroff created a space that
did just that when she founded Night Gallery
in Los Angeles, California. Function was
fortunate enough to reach Nemeroff at her
homein L.A. and talk to her about her journey
from Ryerson student to gallerist, how L. A.
changed her life, and the importance of making
things happen for yourself.









FN: How did Night Gallery start? Whatis it that made
you want to open your own gallery?

DN: Well it was probably a bit of the city. Like when |
showed up in LA, it was a hard city to locate myself in
and it was a hard art scene to locate myself'in at that time.
I had just graduated from an MFA program at Columbia
and I moved here to work for Katherine Mulherin who
ran a project space out here for a few months. So I had
this part time job, which was why I decided to come out
here, I had something out here. When you graduate from
a school in the United States as an international student
you have one year, called your OPT Visa year, to sort

of make it work; so if you’re not in the arts you would
find a company to hire you, or if you’re in the arts you’d
find a gallery to represent you and that’s how you could
stay here. I didn’t really plan on that; however, being in
Los Angeles made my chances much greater than they
would have been in New York. I graduated in New York
and I very quickly knew I wasn’t going to make it there.
Ultimately there wasn’t what I was looking for, and I
came from a city where the art conversations happened in
bars, and I was much younger then, so I still really liked
having nighttime conversations about art and criticism
and was looking for that place, and then I couldn’t find

it so I builtit. Not totally knowing what I was doing, but
ultimately that is what happened. And then that place
that was this hotbed for conversation slowly turned into

a commercial gallery where there’s definitely a lot of
dialogue, butit’s not as far reaching, and it’s definitely
much more than just the staff and the office and our goals
are different, our survival goals are different.

FN: When Night Gallery changed from this hub for
conversation into an actual commercial gallery, was
thatan intimidating process for you?

DV: Well, I had a partner, Micke Marple, who no longer
is my partner, but a year after running the gallery space |
knew that I couldn’tdo it on my own. I wasn’t even sure
that I wanted to run a commercial gallery space, but I
had been encouraged. However, not being American,

so not necessarily even knowing how the art world here
works, which is very much tied to the art market. And
yes, it’s been very intimidating to do because you’re

up against people who have really deep pockets, and
you’re up against other gallerists who can offer more to
other artists, and you’re really asking artists to get into

a beliel system with you and that’s hard. IC’s hard but

it’s rewarding when it works out and even if it doesn’t
work out and you’ve just made it to the other side, it’s
still rewarding. You know, I’ve just done it for so long.
I’m more intimidated now than I was before. Starting a
commercial gallery is very invigorating, ‘cause you’re
starting from zero, and you have no overhead; you haven’t
amassed an overhead, you haven’t amassed a staff, and
your expectations are only what’s in front of you. In the
seventh year of running a business, you’ve sort of created
something large that involves a lot of people, something
that involves a full time staff that are relying on you, and
artists that are relying on you, and collectors that are
relying on you. And I feel like its much more stressful
now than it has ever been. In particularly in this Trump
administration where it’s like, oh my god we’re really
supposed to be asking ourselves what’s important

and [ am a firm believer that art is very important
particularly in public schools, and if you can prove
that there’s a big industry with art and that it’s not just
the top people that get to participate, that somebody
can come up with a business plan and approach the art
world and succeed with a number of people, then you
are sort of proving that there is a demand for art. I'm
hoping. I’s cool, I'm very lucky; certain parts of me
are different, certain parts of me are the same.

Interview
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