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“d%%MGN*0 oal AcSbsb>Jc”:
b oA NI*BNCIe AcnSbCNM %ot oSN«
b’rdo PPPSOCSOI”

“At Home We Belong”:
Decolonial Engagements in the
Circumpolar Arctic

HAD Abscbson, A N/ ILLs hnh < HAPCUL

Heather Igloliorte, Amy Dickson and Charissa
von Harringa

CL>%a NarlLYTJe CAJYC “DLNL 4%%NsGGe)sh
SoDALYDCNSeIse KT gPh-dhed QP —

JASHCS, K\TPNDC — SoPALEN®eIe NJTAPCsL
0Q5b®bel LI AbPTo, AALPNCP CLA®G® LredC
AdeaPNeYsNegb QUL K 0aStbsbse/ ¢ o <Ll
CLAC AY®N%NC 0a 1€ AL ALSIC CAL®aP<Ho,
JASHLS, ATLLA<5PNDC 0aStbse b/ o
NNGLNPI® Qo IA*Q 0S¥l NNGHL

AANSC Ac®U CAJPSNJS, DSbD>ISTUC, NGSeoU,

AL CAJPcdn/LSOd 0aSdNNyT PA%Ne
DODOAABULEFONILONC — LedL%NeC Ll
DN®PNCNG® Ad2QSosT %o CPda®Lt b baoc CLP%a
ADcnede, ADPISbsdbodPN, oPdseC>ILLOCPN,
AfLcnrPULOKPN, PabyNUC ARCcdINNcPULOCRo,
LcbenobUodRo, PURBe6C AdLcbnrPULodRo.

1. 80 obh-dhe® €pd<, “A%%NGG PLLNL” (1985), CAbo PHd QAL [Ac®Nt donb<] (0dA: C¢,

b>IP>, 1994). Nils-Aslak Valkeapaa, “My Home Is in My Heart” (1985), in Ruoktu Vdimmus
4 [Trekways of the Wind] (Norway: DAT, Kautokeino, 1994).
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Throughout his illustrated poem, “My Home Is in My
Heart™, famed Sami poet Nils-Aslak Valkeapaa—Aillo-
has, in Sdmi—ardently upholds the integrity of In-
digenous life, arguing for both Sdmi rights and Sami
personal and collective responsibility to the land and
water. In so doing, Aillohag, like countless Indigenous
literary figures around the world, underscores the
pivotal role of words, language, writing, and poetry
as sovereign resources of decolonization—acts of
resistance and reclamation against colonially inher-
ited forms of domination, be they cultural, political,
psychological, economic, legal, or ideological.

Allison Akootchook
Warden, we glow
the way we choose
to glow, 2018. 3D
printed figurines in
glow-in-the-dark
filament. Installation
view (detail), Leonard
& Bina Ellen Art
Gallery, Concordia
University, Montreal,
2018. Photo credit
Paul Litherland
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\ : e : PI< NPH®IC qeCaC CLed<d 0aIAQAS, INSHsese
“ ' J5PeC%L C<AL AADHLY, NP5 [2q It
i i —m,\ \ | La®®JdBCHILIC 12 0astbbse/[Ib ha%s qseNC
77 5 RSN SRS T BN\ aPIAQ® 0aSY<< brrdo PPDLCIGC, bdd
R e R AR 4A8IBILLE DI IALEIE — CLAST AOAS oa™M e
* N R RIS ey T ALl 5T — Dobb™<bIC Shesraa® ALy 4D%¥C
AT SR T s B >SAJQSSNOG ASP TG DIC DI 0a Al
e \ bNBLICCH® AdCItLndsede 0bCSooNE ADIISHSa®
b gl N So>PCECAILIC AL a%To% dbcCNLeacSose,
: R O AN >JAs DSbBBIC CLD%a BSbbrcnabds,
B b ¥ .f"‘ La®®Jd%/LdcnotdS, AL CL2atCP% oaNJS,
L AT PSoeCHYC CodCCARQAC QPPII A% DPBOCeIT,
. The exhibition Among All These Tundras, its title
¥ i drawn from this same poem by Aillohag, features

i contemporary art by twelve Indigenous artists from
around the circumpolar world. The regions from
which they hail—throughout Inuit Nunaat and Sap-
mi—share histories of colonialism and experience
i its ongoing legacies today. These lands are also
‘ connected by rapid movements of cultural resur-

gence and self-determination, which, expressed via
language, art, and even the land itself, reverberate

throughout the Arctic.

Leonard & Bina Ellen Art G
Paul Litherland.




AMONG ALL THESE TUNDRAS

AMAC K@% %J<eNC KP5NCNSoCPIC CLDLo (o ¢
CLbd< 0aDdA®QAS, 0bCPCPOIC JJc At d<Co
oal, 0a%<PYc AbIYAP{o, dLtLH dP%N%c 00S<<
b0 0aCc®o, PVRHAEC IDCCSbCCc PP 0ol
NSPENCP>odeoNt ALy Acto<dRC><oNe, Bdd
AcSb®IC ball: dP%a b (AodId/[2DNnd), Sb<sr/se
(v5aA /bdc) dre 2 HADAC® (ASbOAC/DED), CSGc®
<D (U /NA) ADc <D (Pcdce/<iDR), Lo
¢.dob JCAN® <O [b ] (ASbHA/DLEAD); becee
00%Lo < AONSE PO (PPTDC/ I<KSHADLS, NeLb);
C>R%UC KA 00%L%0C: b Jco (oLd, AACS/o Idb
’N), LY HAC®D (HADPo®), Ll ¥ a®J (KA>C/
OAA); AdLL> P%a%Lo dcb: dche dd<de Jdce
(bPDAL/ADL %N /Aed ) ALl Keb-PcHD dt (ot
dedce).
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Many of the artists featured in Among All These
Tundras find themselves moving frequently between
their homelands, urban centres, other circumpolar
communities, or travelling for international exhibi-
tions and residencies. They include, from Canada:
asinnajaq (Inukjuak | Montreal), Kablusiak (Yellow-
knife | Calgary), Couzyn van Heuvelen (lgaluit | Bow-
manville), Tagralik Partridge (Kuujjuaq | Kautokeino,
Norway), Barry Pottle (Rigolet | Ottawa), and Laak-
kuluk Williamson Bathory (Maniitsoq | Igaluit); from
Greenland: Inuuteq Storch (Sisimiut | Copenhagen,
Denmark); from the Sdpmi regions: Carola Grahn
(Kittelfjall | Malmo, Sweden), Marja Helander (Utsjok

| Helsinki, Finland), and Joar Nango (Alta | Tromso,
Norway); and from northern Alaska: Allison Akoo-
tchook Warden (Kaktovik | Anchorage) and Sonya
Kelliher-Combs (Nome | Anchorage). This mobility of-
ten reflects the demands and opportunities of the art
world, despite the acknowledgement that for many,
the heart remains always in the home(land).

Image left: Kablusiak, Cigarettes and Lighter, 2017. From the series Uyarak/Stone.
Soapstone and tung oil. Photo: Brittany Lucas. Courtesy of the Crown-Indigenous
Relations and Northern Affairs Canada.

Above image: Kablusiak, Tampax® tampon, 2017. From the series Uyarak/Stone.
Soapstone and tung oil. Photo: Brittany Lucas. Courtesy of the artist and the Crown-
Indigenous Relations and Northern Affairs Canada. 9
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NNGSe/LLC CLT® Sbon IIA*QAC Na%*®edJseCPPLRC
AcP7PDONe Cn7PD/q%JPLRE Cny LPAS,

7P PelLRC Na*%JUAS; NNtbo® Ac/P/LR¢
haldldo, dMo NC%0 Aoofe, JtLo P %N ¢
bN%LYC DNDPNCNSCHINJOYLLC, DI ha yPY¢
NSPCPYC Do PC CLD%a dCo¢ CLbdd oadA*acle
ACPNENZLSC AdoPIe AcNC IRCo¢ NJYOLDC
dLLo PADACQAC 0QSPbsebseYLLC Sh>PLY%NC
N57QD¢ Lo 4%*ad®atc®, 0a"dNNJC “*%gse
Lo AT %eo® LRLLbP*a™I€ ALy bINZDBRC AZPNN®
PPPseCsed AoPelC It oa S

Drawing together a diverse range of artistic prac-
tices including film, video, photography, sculpture,
text installation, performance, and mixed media,
the works presented in Among All These Tundras
invite viewers to contemplate relationships between
textual and embodied Indigenous knowledge, hu-
mour and resilience, sovereignty and self-determi-
nation, and the collective responsibility to Arctic life
and land.

Images: Inuuteq Storch, Untitled, 2010-2015. From the series At Home We Belong.
Digital inkjet print on archival paper. Courtesy of the artist.
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Psbpyse
Language

“AALY%L PSbeLLC 4Dsbone
SPLINY 2% CIJ Sb.oIA*aS®
NNSsbCcN*oc.”?

—(C5Gcb <Op

“l don’t think literature is confined to
whatever is put down with a pen.”?
—Taqgralik Partridge

Ad<dLo Fbcxl® “bHaNd¢ Actd/bc®NCP>C¢ CAbo
1700-0¢ 1800705 NPLLC AVPGSNCC (AL Sb>rhseNC
PoeNe ACoCanrs, 4ALAPNS, PaCePIPHAC
ALbaAYN%NC JP%N5) GALD®/ Y 0¢ @ o DA%QSP
0% b7pgo¢ BPPPeCse) [ CLTP NP<<KcdK¢
APSNEN<ONe DSbcllLo® dtLo NNGSeYLLC

Db DPSTUC, ACJC NPFeIC “AceadsNNgse”
AD>PIoo® Pddo ACeoCAS, PPdof, ALl bDrLoce
b<?NCP>ISe CLD%a DobbIdNJC ALl NNGSe?LINJC
L O5eHse Acn’RP%e 2o,

The period of rapid colonization from the sev-
enteenth to the nineteenth centuries brought

2. P& LN® QLo CSGeb <D, “Soos AoAC AdLodse<S: PA LN® CtLs CSGcb <Dceh
DSo>ISH®IC ADAC BSocLU®Nea®” CAbo PeNd AdY, Ac®a<dPNC, 17D Ac®adPN%NC baCl
>SbcLUsoc (4eP>C Ace o8P LC DNLPRbsA®L, 2015), 196. Keavy Martin and Tagralik
Partridge, “What Inuit Will Think: Keavy Martin and Taqgralik Partridge Talk Inuit Literature,”
in Cynthia Sugars, ed., Oxford Handbook of Canadian Literature (Oxford University Press,
2015),196.

ONSITE GALLERY

missionaries (as well as scientists, explorers, an-
thropologists, whalers, military personnel, etc.) to
regions throughout the circumpolar North. All these
newcomers introduced texts and written language,
under the guise of “education,” to cultures whose
histories, identities, and knowledge domains were
transmitted primarily through oral storytelling and
material and embodied practices.

AR > 0a® 4ZP®PNNDC bNONC bCPLADC
ALl AsPa DS oaSthsebse/ LI PRSI
DSoDP%Neab Pobb/%Nead Ll 4DSe<bCDSb%Negb
AL AdPAY®Nead — Acn-v/%NC AL SboAc™Lo
CdYDIC CALP, Cbda®LC “PPASLEHNDGC”
PondaeIo®LoP Al ‘AR — AbI )¢
d%NT RPN NC She5a ABLEPN NN CALS
oPdeCPONe AlLcdnodSre N>cI<dcbde AtLo
APLCDRP%NCNJC AP CPoOo PPPeCseIe CLP%
APPeNCH>o®NNJC aPPdIA%QSe DAY GC LS
qsbisbdC ApPSab Cbdd Sb<oacl.

Processes of geographic displacement, together
with attempts to suppress and altogether eliminate
Indigenous northern languages, oral histories, and
customary practices and ways of living—practices
and ways viewed as “heathen,” a threat to Western
European notions of “progress”—supported broader
efforts by colonial nations to legitimize territorial and
ideological control of the North through conversion
to various forms of Christianity and assimilation with-

in Western European socio-cultural norms.
13
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DsoP>rse, CALO Nc2>C CLLMCNSHo AL%a
Psbse/L 2> Do “YaSPNDA*Q® DNPLILYIC PPdo
CLEPSOZLCNSODSe GINSHSeISE “ADPISbSbSasTUC3;
DSbSeC®L Aa®NseC P PsbyLLe%ncdse pipPYIA% QST
dPcPnroC, ADCPIad ADPIbSTUS, Dobbo€, Lo
AcPNJPSTC Pa APAJACNSTSe Do P>BNeqsb)sh
[2ao DNPNCHI® oaStbsebse/ <o PPDOCIN
PSoD>P %N — NJIANPIC SoPrLosTe Lo
ALLADESe LTNDCD%LC — DL Co¢ [2aPcsedse
La%%JdednoT 0aNdo AFLHCDIGS, Pa CALALLS
NPP>NALNNI® 0l bpr%Nec DPPSOCI%N o
NQ%%JqPeNC JLLo CAYLSbsa\®[ bLre Lo
LcLePsene ¢2>cDenNe AchArS ADYDSocneS, dtLo
oact

Language, as Clifford Geertz so aptly puts it, is not
merely a tool of communication, but a complete
“cultural system”s; its irreplaceable words, vocab-
ularies, and grammatical structures both embody
and transmit knowledge of the environment, living
traditions, stories, and relations. The care inherent
in the current revival of the Indigenous northern
languages—carriers of knowledge and an essen-
tial resource for healing—beyond contemporary art
world concerns, is therefore paramount to circum-
polar artists and curators, as well as lawyers, lead-
ers, educators, cultural workers, and communities.

3. P ABNY, DPBN ADPISHE (0 ¥db: PSbclLUIAAS, 1973. Clifford Geertz, The Interpreta-

tion of Cultures (New York: Basic Books, 1973).

ONSITE GALLERY

Da oPdeCP/LRcno®Lo¢ dtLo ADYISbcno»Lo®
DASNCHLeQeIse PSpPse CLD>a NsPyeNHNC
ADLeDNe g%%N<C baCl A/LDNE DAL ADPOb%N¢
0%JNPCPILIC Ac®odndeNCP>beCeoN®

CAb%ULC 1874 NPHU 1996 NPPNLI® IPP>rON®
DoDPT%a® CLD%a “PO%UL»NC AZDDN®
q%LIeh% N oac®of, dtLo ADPISb®Neab qLL>
42b¢CNAHGNE 0aStbbse/[{C o%lase PSb>IS g
Ac*od%\¢ Abdo. Pa Acndrctot NNGSeCDILI®
DSocLU®Jo0 CPda®Lt Plcr/odseNedot ball
A7So D% LRLPIC Ache/NCDarlPN DN
DoD>rPo® AN®a o b LC dAJ*a*%MNCO¢
0QSPb®b®I{C AV T® M0 4 Do AYSTee o %l
DoDP Do e/l {aANC a AN Ao/ST
AX*atcbeIcno®dC bNLr%N, PJds aoba A/ LLC
ddéato*Lo CL%a AZ°Ne ASOJ “d¢Ciao®>Lo
APDcSo®lLo 0QStb®bse ¢ DShD>I %N

4. PLcPeodeNedS baC, APANCNA®SY CL%a Aco®l, SNALLSONN%G ¢Sabh I o AaSedLYC
PBYcCOLIPN DBl PLc/eodeNede bNLA%NC ba (é\o‘/\": Aoxse/Psgee
pPLcPegdstnedc baCrl, 2015), 2. Truth and Reconciliation Canada, Honouring the Truth,
Reconciling for the Future: Summary of the Final Report of the Truth and Reconciliation
Commission of Canada (Winnipeg: Truth and Reconciliation Commission of Canada,
2015), 2.

5. LcUoNC “So.oACSULC®IC 0a%b®bIIC ba(l,” Pabb®L YA™ dab, UNHRC DSl o¢
DSHONNY DI ALeQ PNSHST®N20C 0ab b/ “boNya 90 0a%behsl ¢ Db/ %NC
DSbec PP®NC baCl. CLPPbYO®IC DI DSoPC /Do AP ¢ Dpy DN pL seEc
APDABGAC®IC DSHDI®NC ALNNOU d%a <L b(PYYDC 0%JNa I oastbwbie/ ¢
DSbDP%Neg CAbo Ac®odndNCD>ILON®.” https://www.ohchr.org/Documents/Issues/
Ipeoples/SR/A.HRC.27.52.Add.2-MissionCanada_AUV.pdf (AyD><e <c A 10, 2018). Accord-
ing to “The Situation of Indigenous Peoples in Canada,” a report by James Anaya, UNHRC
Special Rapporteur on the rights of Indigenous peoples, “there are approximately 90
aboriginal languages spoken in Canada. Two-thirds of these languages are endangered,
severely endangered or critically endangered, due in no small part to the intentional
suppression of indigenous languages during the Indian [and Inuit] residential school era.”
https://www.ohchr.org/Documents/Issues/Ipeoples/SR/A.HRC.27.52.Add.2-MissionCana-
da_AUV.pdf (accessed July 10, 2018).

15




e Land and the ice),
sy of the artist.

Laakkuluk Williamson Bathory, Timig:
2016. Video still. Video, colour, soun




AMONG ALL THESE TUNDRAS

18

The political and cultural recuperation of language
in this exhibition is especially significant in the
Canadian context. The cultural genocide enacted
by the residential school system from 1874 to 1996
led to a loss of language by separating children
from their parents, communities, and culture, as
well as by banning the use of Indigenous languag-
es in schools. The Calls to Action published by the
Truth and Reconciliation Commission of Canada
challenge the government to recognize language
rights as inseparable from Indigenous rights*. This
challenge was echoed by the United Nations Human
Rights Commission, which noted the urgency of this
task in the context of “the risk of disappearance of
Indigenous languages.”™

N 0QbStioso/LdC PShP>Y%NC ASNeC PP LLC
ADCPHST®NeoC “[2a DSoDI®” A Ao, odhYe,
AANCH, AL Dedd® — DI DSoDPC AceodSA®o,
DPIAPNPoC QLS ADPCPoNDILLC qLL
DNLPNCArPdNJC AT, JSpbAsby| c5o)¢
NNGseY LY “c<v Cod<d KT NNGDPISb®NCNJC
Q%o CAL*aPo<dcPSre AlLbeco® Sb>pLIC

ALLo APPISb®NC qop%JdoC Lo CAJPSTC.e Do,
CAL*QPULHC®PNDY, 0CPJndblLI sgybeal® LT
DSbD>P%NC CAALTCCDSe 0%JbNe DO DSoPd%C,
CALS PNSeNadebl PNSLE Pa ADNSbCPqsoDsh
DsbDrYSob PNCNaldstro 4IeCPbeoPNNLeQse)C
CIYPL2Qe>C 4IBCPLC bfedC ddPOo.

D CANNLALINe ADZANCPONE DSoPPse

AP >PI® CAbo 1960-0, dtLo D<OT DI

ONSITE GALLERY

LcbsenNde Psob/dNNy bR 4dPO o€, Pbcd*a®I¢
88% 0a°b®I¢ AoN%c®MNNJC, Ll
LOPCPRcAI® AR Do dP%N*o ¢ PPPeCseI
DoDPT%a® PNNCNXCPDOo 10°CPb*oc NNDON®
AeNSGPNCN NN Y.8

Sami Indigenous languages have been primarily
subsumed under majority “status” languages, such
as Finnish, Norwegian, Swedish, and Russian—the
languages of schools, governance, and popular and
official media outlets. Moreover, the constructed
portrayal of “Lapps” in Sdmi literary tradition has its
own projective history and tradition in images and
vocabulary.® Today, however, a renewed appreciation
of Sdmi languages, at one time nearly abolished, has
led to a revival.” A successful model for language
revitalization can be seen in the use of Kalaallisut in
Greenland. Efforts to standardize the language be-
gan in the 1960s, and today it is the official language
of Greenland, spoken by eighty-eight percent of the
population, and is becoming a model for other Arctic
language revitalization initiatives.®

6. 5 Da DPSI® L[ DShPI%NCNIC ALT%ab @ 50 AL DSbAC IDSad “c<” DPPNCHIse
CAPAC Ceda®l PcCosTPoC, CAL®Q IPG®UINNHY. Pa adc?CPode®Ncst DP%| “c<ced”
JPSH®I® ANASLNC A 00%L c<CC acdIA%Q® L[ DU 5 A% CdJb Ac-Abb

CHADC, DA AT Ao®NS: ADPISH®NC CAB<cdy®NC DP%L c®a JA> >o-JAC (AD<%":
AC®o50PIq%L 4chb DNLPhenredS, 2004): 9-T¢C 17-1¢ Sami (sdpmelas) is the term Sami
people use for themselves, supplanting “Lapp,” a term applied by outsiders, which came
to be derogatory. It should not be confused with the term “Laplander,” which refers to
residents of the Finnish province of Lapland, whether Sdmi or Finn. See Veli-Pekka Lehtola,
The Sdmi People: Traditions in Transition, trans. Linna Weber Mdller-Wille (Fairbanks:
University of Alaska Press, 2004): 9-17.

7.5dcC <%0, Ibid.

8. NGS4®L DSbP>Icnrbde blPa 0a LT, “Aeccc BShD>P%NC 4D >NLI” http://langcom.
nu.ca/blog-entry/dshadbolt/greenlands-language-success (A7><se <c A 10, 2018). Office
of the Languages Commissioner of Nunavut, “Greenland’s Language Success,” http://lang-
com.nu.ca/blog-entry/dshadbolt/greenlands-language-success (accessed July 10, 2018).

19
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sdndHd, 4R Co¢ CLbdd 0adA*QAC

AccDypPLIC ACSbNHJ AoPND QL5 KT
DSoPP%NC, CLAG Narlldclo NPLe/dcsd<oNn®
ALl DPPase/NPLENS 5N NNSbE <Ll

CAJ/cnsC \PLCNAeIC Ay qeCCseLLC

ALl CI¥Mas® /NN < NS NasPNS, ALl habbhC
ADPRecSaSLC, DNPNCPON AALNY SN
AcNJP®Negd 4RCoC NNGYLLC LS DD AoAC
SoDrLYD®Neo,

On one level, Among All These Tundras incor-
porates the presence of Inuktitut® and Sami lan-
guages, which appear throughout the works both
conspicuously and in subtly discursive ways. Texts
and poetic forms become significant symbolic and
rhetorical tools, as well as mediums of intervention,
inviting contemplation on relationships between
textual and embodied Indigenous knowledges.

AOSALS® Ka%®s N dche 1deib JdCe, ba
DOINN<HU, ADOC%BNC PSP Ll 5 NNGSo/LLC
SO>ALNCNTL NN N AoALSe DO %NCNIC, GISbDso
?d CLOJI%L Cd¥Mas?NHd CLedds Pondasose<ob
JEDARC IPOYPNT %0 AYGSad DDC PPPOCSeD[
0aC%0 Lo CSo%NNJS, AdPSTe Dol ®asSoD<

Ye%Ng %l /d< CePLo AcN®LoY oal Sb>rLCNSeo.

CAL®QCCD®, bPc JCHA® NNGE AcDSbse/ Ly %Ne
APDReaSo Lo DSOS LIABLIS AdLANN<HY

9. "AoPNIC" ADPCPN® Y%L Db cJ*a®I0¢ Ao®NDC Il AoA*Q™)¢ PSbecbdo®

Qo DA*Q¢ AoAC oa*®ULo. “Inuktut” is the collective name of the official languages of Inukti-

tut and Inuinnagtun spoken across Inuit Nunangat.

ONSITE GALLERY

DSbSo %% ¢ (D PI%as®»LC (dv¢ CAL%a

Dbt/ {d5%ab, “CdUd Ava DSbecbI®” Ll
“SoPrLE%NCNAPLINC A DA% PN DI NNGSeILY %NC
NALSONP%aSTe AASHSNCNLC KPLHNC Acose Ll
PLLSIBCPae PJd ADMa SR> KSPNCHNC A< NC
CLoSbse?Lo®NC, oa, APYN®, dLL> AcNe)]

Inupiag performance artist Allison Akootchook
Warden, for example, employs verbal and textu-

al expressions in the Inupiag language, using the
metaphor of ice (siku) to invoke simultaneously
the devastating effects of methamphetamine use
in her northern community as well as the spiritu-
al, life-giving power of ice as a site of land-based
knowledge. Likewise, Carola Grahn’s text-based
installations exploit the porous nature of language;
her open-ended provocations challenge viewers
with such statements as, “look who's talking” and
“you know nothing”. Her textual mediations are thus
an opportunity for challenging claims to truth and
representation that enable deeper reflections on
indigeneity, land, belonging, and place.
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AOSH*%NCD g, LLOCCPSe ALAC QL DSeCPRse
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o SPSbSNCNTE, 420GSbSNCNTC, ALHHSNCNTC, ALl
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The artists in this exhibition are united in their
desire to protect northern ecologies, languages,
knowledges, and peoples, and to resist the delete-
rious effects of climate change, mineral and hydro-
carbon resource extraction, encroaching industry,
and transnational competition. In so doing, they
assert their aesthetic and cultural sovereignty and
connections to what Inuit call nuna (land): the
tundra and taiga, as well as the waters and landfast
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sea ice upon which many circumpolar peoples rely,
and all of the plants and animals that populate this
world, which have generously provided food, cloth-
ing, shelter, and security for millennia.

0Qbp®/ LY of PSP qLLy ADPDSbse JCIsb
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0QbSH®ILLC SbHaA*Q %N DT AFLEC AL
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r>CC LNab dtLo ADc® DRy ana AN D)
DSbsesN® dovaA CAYLSbsd®l bLp JK2C ao>,
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[ Acnd®J{C dAJ2Q®®NDC 5aSthsbst/ LYo ¢

o PP/ LdcnobdC;

SoHANIC AcsdlSbceNCPoe CLSTe APo,
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AYSG %M%MD PADONCNYINNLHNC Ac NJP%NC
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DALY P NNRcAT %L, DI Ponsehn SC
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dLLs brinb%Neob, Addo d%LIeb®JC
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For Indigenous peoples, language and culture are
rooted in the land. Knowledge is place-based, em-
bodied, and interrelational. This worldview, and the
artistic practices based in it, has become politicized
by settler colonialism, which is characterized by a
historical and ongoing dispossession of Indigenous
peoples from their lands. Decolonial thought and
aesthetics, therefore, must also centre on the land.
As Jarrett Martineau and Eric Ritskes have ex-
plained, quoting Anishinaabe curator Wanda Nani-
bush, Indigenous art forms in the present cannot be
separated from Indigenous politics:

Against colonial erasure, Indigenous art marks
the space of a returned and enduring presence.
But this presence is complicated by its fraught
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relationality to the persistence of settler colo-
nialism, which always threatens to reappropri-
ate, assimilate, subsume/consume and repress
Indigenous voicings and visuality, their forms
and aesthetics, within its hegemonic logic of
domination.'®

Image: Marja Helander, Night is Falling, 2018. Digital inkjet print on archival paper,
Courtesy of the artist

10. M>cC LNab <LLo ADcb DcrPs, “SPLDSOYS® 0astbbse/LdoTob: PNeNNG® oalc
A0CC.EC 4o PSeIC (LD 0a5b%hI ¢ Ka%%JdSheCDC” CAbo SbraA%LIeGPeNCDose:
0056%0b®LIa%®, AceadSa AL 0aSbNNS A*IYse 3, aLbC 1(2014): 1. Jarrett Martin-
eau and Eric Ritskes, “Fugitive indigeneity: Reclaiming the terrain of decolonial struggle
through Indigenous art,” in Decolonization: Indigeneity, Education and Society, vol. 3, no.
1(2014): 11.
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%%t NdOAC PCNCNTSTDC NSPCDILLSe Pecce
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SobpLYTob. dP%a s’ CnyDPd»L DYboc (2018)

— Dao 0a dosbhse)se)se CAL 5 ASgDse CALD>
Db o Na%®JdeN — PalCPst gAPCOLO
PPdo dPEpISe 0QStbsebse/ V¢ 0asdNsbea®

Y% %NaSbsA®LoC. Pa Nab®L NPLeNNIse Ao
AP %L b5 ABLCPNCPoSTe abcd D,
CdPLYe PAL®QSo®L oa LINSADOo NNGDYSeYLdbdce
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ONSITE GALLERY

The works in this exhibition most often demonstrate
their defiance of the ongoing logics of settler co-
lonialism via the expression of a profound, endur-
ing connection to the land and its peoples evinced
through “decolonial love,” which Junot Diaz has de-
scribed as “the only kind of love that could liberate
[us] from that horrible legacy of colonial violence.”
Rooted in a politics of place, for example, Inuuteq
Storch’s land-based, compelling, and quirky photo-
graphs, from his At Home We Belong series (2010-
15), challenge and destabilize dominant outsider
narratives of Kalaallit by re-storying the land with
images of family and familiarity. asinnajag’s video
work Rock Piece (2018)—in which the land appears
to breathe, then birth, then re-envelope the artist—
is another quiet yet radical act of Indigenous sover-
eignty. The work exhibits another facet of decolonial
love, reflecting on the potential of the land to heal
by drawing an embodied connection between land,
self-care, and thus, self-determination.

1. < AL AD. JAY, “SPTCP>o %L b DALY Qlc A% QAP JaC CAB"," </C*

SPrSp<sedC e 26, 2012, http://bostonreview.net/books-ideas/paula-ml-moya-decolo-
nial-love-interview-junot-d%C3%ADaz. Paula M.L. Moya, “The Search for Decolonial Love:

An Interview with Junot Diaz,” Boston Review, June 26, 2012, http://bostonreview.net/
books-ideas/paula-ml-moya-decolonial-love-interview-junot-d%C3%ADaz. 27
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K@% %Je/ NI A< P %NC CALP “CdbiDIbdC
0Q5dN>C W>2aeC>" Ly ana®Nc® aPPdDA*QSP
hab®NcNUC DI ANPFeNCoNe,

Tuscaroran scholar Jolene Rickard asserts that
sovereignty is essential to any understanding of
Indigenous art and visual culture in that it allows for
“Interpreting the interconnected space of the colo-
nial gaze, deconstruction of the colonizing image or
text, and Indigeneity.””? As image-making was—and
remains—a powerful tool of settler colonialism, the
fight for representation is an extremely vital part

of decolonial practice. In North America, Inuit and
Inupiaqg have been often portrayed by settler artists
as naive, childlike, and desperately in need of Eu-
ropean “saviours.” Likewise, there is a long tradition
in European art of depicting S&dmi as alternating
between being noble savages and dangerous hea-
thens. Contemporary artists counter these narra-
tives by creating works that confront and disassem-
ble the colonial gaze while articulating Indigenous
values and traditions. Rickard refers to these artistic
practices as “visual sovereignty,” and it is evident
throughout all the works in this exhibition.

12. 3¢ DcdS, “CdOd 0a5dN>C WLy ndSbseC>C [®a PADAQ ot Qo /YNNG K<
qccene psoclLse (DASSLSe 2011): 471. Jolene Rickard, “Visualizing Sovereignty in the Time
of Biometric Sensors,” in South Atlantic Quarterly (spring 2011): 471. 29




Carola Grahn, Look Who's Talking, 2016. Video, 3 min. 40 sec. Installation view, Leonard & Bina Ellen Art
Gallery, Concordia University, Montreal, 2018. Photo credit: Paul Litherland.
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In Timiga, Nunalu, Sikulu (My Body, the Land and
the Ice, 2016), Laakkuluk Williamson Bathory ad-
dresses the colonial gaze while simultaneously
celebrating Inuit womanhood. Her nude body lying
upon the tundra seems not unlike European art
historical traditions of the female nude; however,
Bathory does not submit to the colonial gaze but
actively challenges it. Her unromanticized, tattooed
body and painted face, pitch-black and distorted
in the style of a uaajeerneq dancer, defiantly chal-
lenges any attempt to possess her body or land.
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Sovereignty is not only a concern for Indigenous
artists residing in their traditional territories. Many
urban artists are creating works that assert their
right to be both Indigenous and cosmopolitan,
reflecting the current reality wherein many Indige-
nous people must relocate for work and education.
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Kablusiak addresses the colonial gaze, which seeks
to deny Inuvialuit their modernity and keep them
fixed to a certain time and place. Kablusiak's del-
icate stone carvings of cigarettes and menstrual
products refuse to conform to the market demand
for “authentic” subject matters of pre-contact life—
iconography frequently misappropriated by settlers
to fulfill primitivist fantasies about Inuit.

94 Q%J DasPbCPse SPgseIse JPBNegh
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Image: Joar Nango, Sémi Shelters #1 - 5, 2009 -. Hand-knitted wool sweaters in ten
34 different shades of colour. Courtesy of the artist.
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Joar Nango also explores themes of transculturation
and Indigenous contemporaneity. His traditional
Norwegian sweaters display real-life, knitted exam-
ples of modern lavvu shelters, traditional Sadmi build-
ings that today blend Indigenous and Nordic archi-
tectural elements. In doing so, Nango nods to the
Sami tradition of semi-nomadism while highlighting
their capacity for adaptation. It is these qualities
that have allowed his people to survive both physical
dispossession and “Norwegianization”—centuries of
harsh policies enacted by the government to force

cultural assimilation on S&dmi peoples.
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dANNa/dsos® bNBLNNQ ®NC P %NCC
FCDNNROCHNC CdOJ DPbPeGSLE [*aIse

S0 OACHLC®>C Ac®NC cAPRGHAGT A NCNQecdC
Ao acNdbnyNoc Pddo ANAcyndctLns.

The plural “tundras,” expressed in Ailloha&’s poem
and emphasized in the exhibition title, is a curi-
ous proposition: at once, it expands a definition of
“home”"—one that denotes a rooted structure but
also a dependence on language to express complex
articulations of identity and belonging—while also
expressing subjectivities, memories, and impres-
sions linked integrally to the land and the environ-
ment. Each circumpolar region and people repre-
sented has its own unique history of colonization
and separate cultural, linguistic, and geographic
attributes; yet they are joined together in a shared
fight for autonomy and self-determination, and in
love for their homelands. Several works evince a
shared concern for the ability of Arctic Indigenous
peoples to sustain a millennia-old way of life for
the people and non-human entities of the North
in the face of fast-approaching, perhaps irrevers-
ible change. Some works express a brazen refusal
of that attempted disconnection. Others poke fun,
reflecting on the absurdity of our current situation.
And some quietly draw our attention to the things
we need to listen to most carefully.
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Whether through the physical medium of text, the
language of materiality (archives, drawings, sweat-
ers, pallets, beadwork, hide), or the visual proximity
that photo and video afford, the works in this exhi-
bition collectively create moments and spaces as
intimate, perhaps, as those captured so eloquently
in Ailloha&’s poem.

Image below: Couzyn van Heuvelen, Qamutiik, 2014. Industrial found wooden pallets.
Courtesy of the artist.

Image right: Sonya Kelliher-Combs, Secret Portraits, 2018. Ink, pencil, beeswax on
paper. Installation view (detail), Leonard & Bina Ellen Art Gallery, Concordia University,
Montreal, 2018. Photo credit: Paul Litherland.
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Biographies

Curators

Heather Igloliorte

Dr. Heather Igloliorte is the University Research
Chair in Indigenous Circumpolar Arts at Concordia
University in Tiohtid:ke/Montreal, where she also
leads the Inuit Futures in Arts Leadership SSHRC
Partnership Grant and Co-Directs the Initiative for
Indigenous Futures Cluster in the Milieux Institute
for Arts, Culture and Technology with Professor Ja-
son Edward Lewis. Igloliorte currently serves as the
Co-Chair of the Indigenous Circle for the Winnipeg
Art Gallery, working on the development of the new
national Inuit Art Centre; on the Board of Directors
for North America’s largest Indigenous art historical
association, the Native North American Art Stud-
ies Association; is Vice-President of the Inuit Art
Foundation; and sits on the Faculty Council of the
Otsego Institute for Native American Art History

at the Fenimore Art Museum in Cooperstown, New
York, among others.
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Amy Dickson

Amy Dickson is an emerging curator and doctoral
student in the Art History program at Concordia
University. Her research focuses on the practice of
Inuit artists within urban spaces and the role of art
in the construction of place. Amy holds a B.A. and
an M.A. in Art History, both from Carleton University.
Her writing has been featured in /nuit Art Quarterly
and esse arts + opinions.

Charissa von Harringa

Charissa von Harringa is a PhD Researcher in Art
History at Concordia University in Montreal, Quebec.
She holds a B.A. in Anthropology from New York
University (2007) and an M.A. in Art History from
Concordia University (2016). Von Harringa's academic
area of focus lies at the intersection of several fields
including Circumpolar, Indigenous, Memory and
Performance Studies. Through her doctoral work
she examines the media-based practices, archival
dispositions, and networked agencies of pan-Inuit
and Sami artists. These are analyzed as they engage
past and present Arctic discourse, elaborate new
functions of tradition and modernity, and clarify

the ever-evolving nexus of theory and practice in
contemporary art towards sovereign ends. She has
several published essays and reviews in Inuit Art
Quarterly and RACAR: revue d’art canadienne/
Canadian Art Review, among others.
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Biographies

Artists

asinnajaq
Inukjuak, Nunavik and Montreal, Quebec

asinnajaqg is an Inuit artist whose film, Three
Thousand (2017), blends archival footage with
animation to imagine her home community of
Inukjuak from the past into the future. Three
Thousand won Best Experimental Film at the

2017 imagineNATIVE Media Arts Festival, and was
nominated for Best Short Documentary at the 2018
Canadian Screen Awards. asinnajaq is a laureate

of the REVEAL Indigenous Art Award in 2017 and
the Toronto Film Critics Association’s Technicolour
Clyde Gilmour Award in 2018. She is on the
curatorial team working on the inaugural exhibition
of the Inuit Art Center opening in 2020.

Laakkuluk Williamson Bathory
[galuit, Nunavut

Laakkuluk Williamson Bathory is an artist who
applies her study of uaajeerneq (Greenlandic mask
dancing) and understandings of Inuit philosophies
into many genres, from performance art and
theatre, to writing and curatorial work. Laakkuluk
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is the co-winner of the 2018 Dora Award for Most
Outstanding Play and recipient of the inaugural
Kenojuag Ashevak Memorial Award from the Inuit
Art Foundation. She is the first Artistic Director
of Qaggiavuut, a non-profit society in Nunavut
supporting Inuit artists and advocating for a
Nunavut performing arts centre.

Kablusiak
Mohkinstsis (Calgary), Alberta

An Inuvialuk multi-disciplinary artist and curator,
Kablusiak imbues a variety of media with their
trademark ironic humour to address cultural
displacement. The light-hearted nature of their
practice extends gestures of empathy and solidarity,
inviting a reconsideration of the perceptions of
contemporary Indigeneity. They are represented
by Jarvis Hall Gallery. Awards include the Alberta
Foundation for the Arts Young Artist Prize (2017),
the Primary Colours Emerging Artist Award (2018)
and they are shortlisted for the 2019 Sobey Art
Award. Along with three Inuit curators, Kablusiak
will be creating the inaugural exhibition of the new
Inuit Art Centre in 2020.
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Carola Grahn
Malmo, Sweden and Kittelfjall, Sdpmi

Carola Grahn is a Sdmi visual artist who works
primarily with materializations of text, installation
strategies and sculptural media. Her affective
text- and sound-based sculptural installations
lend poetic dialogue to the contexts of place,
labour, and identity that are attuned to the
slippages of language and representation in art,
while complicating cultural and gendered social
constructions of the North. Carola’s work has been
shown at Southbank Centre, 2017 (London, UK),
Carleton University Art Gallery, 2017 (Ottawa),

Art Gallery of Southwestern Manitoba, 2017
(Brandon), Office of Contemporary Art Norway, 2017,
Havremagasinet, 2016 (Sweden), Galleri Jinsuni,
Seoul, 2014 (South Korea), amongst other places.

Marja Helander
Utsjok and Helsinki, Finland

Marja Helander is a video artist and photographer
whose multi-media practice draws from her Sami
and Finnish ancestry. Helander explores themes
related to femininity, identity and the tension
between traditional Sdmi ways of life and modern
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Finnish society. She has presented works in
exhibitions internationally, with many in northern
Scandinavia, Canada, South Africa and Mali. Her
video work, Dolastallat, won the Kent Monkman
Award at imagineNATIVE Film + Media Arts Festival,
Toronto (2016). Her short, Birds in the Earth, won
the Risto Jarva Prize and the Main Prize in the
National Competition in the Tampere Film Festival,
Finland (2018).

Sonya Kelliher-Combs
Nome, Alaska

Sonya Kelliher-Combs is an [Aupiag and Athabascan
artist. Through her mixed media painting and
sculpture, Kelliher-Combs offers a chronicle of the
ongoing struggle for self-definition and identity in
the Alaskan context. Her combination of shared
iconography with intensely personal imagery
demonstrates the generative power that each
vocabulary has over the other. Kelliher-Combs’

work has been shown in numerous solo and group
exhibitions, including the national exhibition,
Changing Hands 2: Art without Reservation, and the
inaugural Sakahan quinguennial of Indigenous art
at the National Gallery of Canada in 2013.
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Joar Nango
Alta and Tromsg, Norway

Joar Nango is a Sdmi and Norwegian architect

and visual artist. His varied practices often involve
site-specific performances and structural installa-
tions, which explore the intersection of architecture
and visual art, drawing from both his Sami heritage
and Western culture. Nango is a co-founder of the
architecture collective FFB, who create temporary
installations in urban settings. He has exhibited at
Documenta 14, Athens and Kassel (2017); Western
Front, Vancouver (2014); 43SNA, Medellin, Colombia
(2013); and Norwegian Sculpture Biennale, Vige-
landsmuseet, Oslo, Norway (2013), among others.

Taqgralik Partridge
Kuujjuaqg, Nunavik

Taqgralik Partridge is an Inuk artist, writer, curator,
throatsinger, and spoken word poet. Partridge’s
writing focuses on both life in the north and on the
experiences of Inuit living in the south. Partridge
co-founded the Tusarniq festival held in Montreal
and she has toured with the Montreal Symphony
Orchestra. Her short story, /gloolik, won first prize
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in the Quebec Writing Competition (2010), and she
was a featured artist onstage at the 2010 Olympics
in Vancouver. In 2018, Partridge was named a final-
ist for the CBC Short Story Prize. Her work will be
featured as an official selection at the Sydney Bien-
nale in Sydney, Australia in 2020.

Barry Pottle
Rigolet, Nunatsiavut and Ottawa, Ontario

Barry Pottle is an Inuk artist who has always been
interested in photography as a medium of artis-

tic expression and as a way of exploring the world
around him. Living in Ottawa, which has the largest
urban population of Inuit outside the North, Barry
has been able to stay connected to the greater Inuit
community. Whether it is at a cultural gathering,
family outings or the solitude of nature that pho-
tography allows, he captures the essence of Inuit
life in Ottawa, as well as articulates and interrogates
the emergent identity of an “urban Inuk.” His work
can be seen in the collections of the National Gal-
lery of Canada, the Canadian Museum of History,
and Indigenous and Northern Affairs Canada.
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Inuuteq Storch
Sisimiut, Greenland and Copenhagen, Denmark

Inuuteq Storch is a Kalaallit visual artist, photog-
rapher, musician and author. Storch’s practice in
photography, film, video, music and installation
incorporates archival and contemporary images to
comment on colonialism and the present day im-
pacts and realities of modernization on Greenlandic
communities. He is the author of Porcelain Souls
(2018), a collection of family photos and letters from
Greenland in the 1960s. Storch has participated

in several festivals and major international exhibi-
tions. His solo shows include Old Films of the New
Tale (Sisimiut Culture House, Greenland, 2017) and
Run Away For Mother Earth (Katuag, Nuuk Culture
House, 2012).

Couzyn van Heuvelen
lgaluit, Nunavut and Bowmanville, Ontario

Couzyn van Heuvelen is an Inuit artist born in lga-
luit but who has lived most of his life in Southern
Ontario. His artistic practice blends modern fab-
rication techniques with Inuit tradition to create
“hybrid” objects that explore both cultural tensions
and synchronicities. Van Heuvelen’s work has been
included in several group exhibitions across Can-
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ada. Recently, he created an aluminum gamutiik
sculpture at the Southway Inn in Ottawa, Ontario
for the Lost Stories Project commemorating the
historical significance of the hotel being a landing
point for Inuit traveling south for school, employ-
ment and medical care.

Allison Akootchook Warden
Kaktovik and Anchorage, Alaska

Allison Akootchook Warden is an [Aupiaqg interdis-
ciplinary visual and performance artist who raps
under the name AKU-MATU. Warden'’s practice
weaves together [Aupiaqg narratives and traditions
from the past, present, and imagined futures. She
is the creator of the one-woman show, “Calling All
Polar Bears”, which in 2011 was part of a National
Performance Network residency. Her recent work,
Unipkaagusiksuguvik (the place of the future/an-
cient), at the Anchorage Museum, Alaska (2016)
featured an extensive performative installation
piece in which she was present in the gallery for
390 hours over two months. In 2018, Warden was
awarded the Rasmuson Individual Artist Fellowship
in the New Genre category.
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Free Public Events

Saturday, September 21 at 2:00 p.m.
Spoken Word Performance & Writing Activity with
Tagralik Partridge

Co-presented with Wapatah: Centre for Indigenous
Visual Knowledge

Join Inuk artist, writer, curator, throatsinger, spoken word
poet and Onsite Gallery exhibiting artist, Tagralik Par-

tridge, for a spoken word performance and writing activity.

Friday, September 27 at 6:30 p.m.
Curators’ Tour with Heather Igloliorte, Amy Dickson and

Charissa von Harringa

Join the three curators for a tour of Among All These
Tundras, while they share their insight on key issues and
themes in the exhibition.

Thursday, October 17 at 6:30p.m.
Exhibition Tour with Ryan Rice

Ryan Rice, Kanien'keha:ka, is an independent curator and
the Associate Dean in the Faculty of Liberal Arts / School
of Interdisciplinary Studies at OCAD University, Toronto.
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Thursday, October 24 from 5:15 to 5:50 p.m.
imagineNATIVE Art Crawl

This year’s Art Crawl! kicks off at Onsite Gallery, with a visit
of 4<Co ¢ CLA®GC 0adA%a o</ Among All These Tundras.
The Art Crawl continues in the historic 401 Richmond
building and will end at the Canadian Filmmakers Distri-
bution Centre at 8:30 p.m.

Thursday, November 14 at 6:30 p.m.

Exhibition Tour with Peter Morin

Peter Morin is a Tahltan Nation artist and curator.
Throughout his artistic practice, Morin investigates the
impact zones that occur when Indigenous practices col-
lide with Western-settler colonialism.

Wednesday, November 20 at 6:30 p.m.

The Fifth Region Film Screening and Conversation

Nancy and Joshua are Inuit but raised in southern Canada.
All their lives they struggled with aspects of their identities
and now begin to redefine what is means to be a young
urban Inuk growing up under the shadow of the Sixties
Scoop and the residential school system. Join us for a
screening of the documentary film, The Fifth Region,
followed by a conversation with filmmaker Aeyliya Husain
and lead participants Nancy Saunders and Joshua Stribbell.
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Thursday, November 28 from 5:30 to 8:30 p.m.
Inuit Art On-Line

Co-presented with Wapatah: Centre for Indigenous
Visual Knowledge

This public symposium will convene a panel of Inuit
artists and scholars to discuss the role and importance
of materiality in the creation and presentation of Inuit
art. Visit Onsite Gallery’s webpage for a list of confirmed
speakers.

Friday, December 13 from 2:30 to 5:30 p.m.

Indigenous Collections Edit-a-Thon

Co-presented with Wapatah: Centre for Indigenous
Visual Knowledge

Following a knowledge crowdsourcing model popularized

by Wikipedia, this event will bring together communities of

Indigenous cultural and collection specialists from across
North America to begin shaping and populating content
within the Virtual Platform for Indigenous Art.

All events are free and at Onsite Gallery,
199 Richmond St. West.

For more information, please visit our website:
ocadu.ca/onsite
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Upcoming Exhibitions

January 22 to April 26, 2020
CodeX: playable & disruptive futurist eArt

Curated by Tom Barker

This exhibition of leading-edge digital art, or eArt, inves-
tigates the future of human society through technology,
innovation and design. It encourages audiences to reflect
on the symbiotic relationship between technology and hu-
man society, and the resulting possibilities for our future
through algorithms, identity and the nature of reality.

May 13 to October 3, 2020
Fable for Tomorrow: A Survey of Works by Wendy Coburn

Curated by Andrea Fatona and Caroline Seck Langill

Wendy Coburn had significant impact on the Canadian
art community as an artist, educator and activist who
has exhibited internationally. Fable for Tomorrow pres-
ents the first survey of Wendy Coburn’s artwork. The
exhibition provides an opportunity to bring together four
decades of sculpture, installation, photography and vid-
eo that reveals her ability to sense the pulse of a deep
present while asking us to pay attention to other futures.
Coburn’s work explores representations of gender, sex-
ualities, everyday objects, material culture, and human/
animal relations.
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October 28, 2020 to January 10, 2021
LIFE STUDIES: living media in the arts and sciences

Curated by Jennifer Willet

This exhibition investigates the ethics and aesthetics of
biodisplay—the display of living and preserved biological
organisms in a cultural, public or institutional setting. It
contributes to public discourse surrounding advanced
biotechnologies within the larger arc of human history
and highlight new and historical bioethical questions

pertaining to the display of living media in public venues.
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Onsite Gallery offers powerful,
thought-provoking exhibitions
of art, design and new media
to stimulate conversations on
critical issues facing Toronto
and the world.

199 Richmond St. W.

@ Ground Floor
Toronto, ON, Canada
M5V OH4

::

www.ocadu.ca/onsite
onsite@ocadu.ca
416-977-6000, Ext. 265

@ Wednesday - Friday
12 to 7 p.m.

Saturday
12to 5 p.m.
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