PASCAL GRANDMAISON
Increasingly Empty Forms: 1928~
1999 2008 Digital chrornogenic
prints mounted on Plexiglas Series
of 12works, 76.2x 61 cm each

Pouliot and | each take a seat. We stare at each
other from 20 feet apart; there is no other placewe
can look. Thiswork, unlike his previousinstallation
Le Courtisan, is a shared experience. Pouliot com-
ments,"*In theend | redized thisisasocid construc-
tion as much as an architectural construction. For
me it resemblesthe networkswe have built on the
Internet. They connect us to other individualsand
help uscommunicate, but in many waysthey isolate
usaswel." CHRISTINE REDFERN

Pascal Grandmaison
GALERIE RENE BLOUIN, MONTREAL

tanley Kubrick wasnt much for dialogue. Helet
the camera tell the story, often leaving hisview-
erswading through a narrativein a bath of visualy
expressed ideas. While some of his films were box-
office flops, many aso became classics of cinema.
Pascal Grandmaison's ode to Kubrick, a pieceen-
titled Increasingly Empty Forms. 19281999 (2008),
is a series of photographs of the side profile of the
book The Stanley Kubrick Archives,edited by Alison
Cadlle. In each close-up image, the indented, item-
ized and tabbed pages of the book lie in a faux-
minimalist stacked sequence, like an indented pile
of industrial cardboard. As the pages are turned,
negativespacefillsup the surfaceof theimage. Alife
story is read, examined and played out sequentially,
leaving nothing but empty spacein itswake. Except,
of course, that most contemporary of traces—an
imageburned on film.
Grandmaison's treatment of the medium of
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photography mirrors Kubrick's notoriously obses-
sveconcernwith technology. In order to adequately
capture candlelit scenes in the period film Barry
Lyndon, the director once adapted and patented a
lensthat had been manufactured for NASA satellite
photography. Like Kubrick, Grandmaison has an
infectiouslove of machinery: references to imaging
technologyabound in hiswork, with thingslike the
zoom ratios of lenses measured and reincorporated
in new forms.

An obscure nod to Antonioni’s film Blowup in
onework turnsacrumpled piece of photographer's
Seamless background paper into alarge-scale, pris-
tinely blown-up sculptural poem. In another, avery
anal og-lookingelectrical power pack isthesourceof
light for the work itself, with multiple imagesof the
object arranged in a deadpan repetition that recals
Waerhol's Electric Chair series.

Mechanical Dream | and 11 Ohi Plant, Nikon
inc., Japon,1980(2008) are close-up viewsof a Nik-
kor lens, complete with branching coloured lines
marking its f-stop settings. These dim lines reach
up across a black surface, tracing the way to num-
bered light exposures: an accidental elegance that
hovers ambiguoudly, leaving the viewer reflecting
on the point wheretechnol ogical necessity becomes
aestheticized.

At times, the subjects of Grandmaison's works
seem a bit beyond the range of a viewer lacking
technologically specific knowledge. However, in
their formal crispness, his pieces—even shorn of
conceptual embellishment—are an unconscious
nod to hisfavouritefilmmaker. You can watch 2001
without soundandget it. CAMERON SKENE



