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ABSTRACT

Feminist / Art in Quebec: 1975-1992

Sheena Gourlay, Ph.D.
Concordia University, 2002

This thesis develops a reading of feminist art in Quebec that demonstrates the way
that it emerged and evolved at the conjuncture of feminism, the visual arts and discourses
of nation. It begins by arguing that feminist art is a discourse that is produced across
artworks, the exhibitions and texts that present and position these works, and the larger
discu;;ive and non-discursive practices through which artworks, texts and exhibitions are
formed and have their effectivity. The reading itself is structured around three
‘moments’, corresponding to the formation of feminist art in the mid-1970's, the
exhibitions Artfemme °75 and La Chambre nuptiale; its elaboration in 1982, Art et
Jféminisme and Réseau Art-Femmes; and further shifts and problematizations in the early
1990's, Instabili and Pour la suite du Monde. Each chapter begins with individual
artworks before examining the ways that they are taken up and articulated into
exhibitions, institutional practices and forms of governmentality. Together the chapters
evidence the ways that discourses of feminist art have shifted over time. Through this the
thesis demonstrates both the social and discursive locatedness of feminist art and, within

Quebec, the ways that the visual arts are productive of discourses on culture, identity and

nation.
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CHAPTER 1

INTRODUCTION: THEORETICAL PERSPECTIVES

Entering the gallery one encounters a photograph propped on two metal prongs.
White silk is draped over the image, both obscuring and revealing the image underneath.
The image itself is of a woman’s lower torso and hips, her crotch covered and revealed by
the clothes that she is wearing. The silk which covers this photograph, which replays the
hand’s gesture of covering and revealing in the image, is tied in an elaborate knot around
one of the metal prongs on which the photograph is propped. There is a hint of danger
here though as the other prong is still visible through the silk, and it is pointed and as
sharp as a knife.

This silk-draped photograph is one of five that, along with texts printed directly
on the walls, make up the work La Voix parfaite (1994) by Montreal artist Nicole
Jolicoeur. It was exhibited a number of times in slightly different arrangements in
Quebec City, Montreal, Marseille and Paris between 1993 and 1996. It is also part of a
long series of works that began in 1980 with her discovery of the photographs and other
visual documents produced under the direction of Jean-Martin Charcot (1825-1893) at the

hospital La Salpétrié¢re in Paris between 1875 and 1900.'

! Charcot was not the only doctor to have photographs taken of his patients. Other physicians at La
Salpétriére followed his practice. It is in fact photographs of Pierre Janet’s patient ‘Madeleine’ that
Jolicoeur uses in La Voix parfaite. Furthermore, at that time photography was being integrated into a wide
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Dr. Charcot was a precursor to Freud. His studies included various neurological
problems such as epilepsy, Tourette’s syndrom ... and hysteria. To study hysteria,
Charcot had photographs taken of his patients while they were in a hysterical crisis. He
also had plaster casts made of their limbs, made drawings, and created visual charts of a
complete hysterical attack. Furthermore, he looked for historical evidence of hysteria in
the history of art, believing that the demoniacs represented in paintings were, in fact,
suffering from hysteria. Interestingly however, the photographs taken under his direction
are all of young women, even though he himself ‘courageously’ recognized hysteria in
men.

It is this combination of medical science, photography, art and gender, and the
particular ways that they were tied together at the end of the 19™ century, that formed the
starting point of Jolicoeur’s work. It brought her to study a wider set of discursive and
non-discursive practices that together produced realism as a mode of reading, scientific
objectivity, the privileging of the visual in the production of knowledge and definitions of
femininity. From this Jolicoeur has developed a series of works that includes images
from art history and 19™ century and contemporary medical science as well as drawing,
texts and various materials. She has also developed ways of working with these
materials, for example re-photographing and cropping images, combining texts, images
and materials, and various means of hanging the works. Repeated across many works,

these materials and modes of construction have become a set of codes or ‘language’ that

variety of medical and other scientific practices, as well as pseudo-scientific practices (Didi-Huberman
1987).



she has used to interrogate and ‘untie’ the intertextual and interdiscursive relations
between medical science, photography, art and gender.

In this chapter I am using Jolicoeur’s work to introduce the subject of this thesis,
feminist art in Quebec, and the theoretical perspectives through which it will be
discussed. Her work spans much of the period covered in the thesis, 1975-1992.
Furthermore, both she and others have defined her work as feminist. More importantly
however is the fact that her work ‘works’ on and in discourses of art, gender and nation.
What I want to do here is to look at how the work of Nicole Jolicoeur is produced and
positioned within and across discourses of art, feminism, nation and the postmodern. 1
also want to use it as a way to open up the larger question of how feminist art in Quebec
has been discursively produced and located.

This thesis began with the question of how to re-conceptualize the field of art
history, as well as feminist theories of difference, so that the specificity of feminist art in
relation to its location of production could be made evident. In other words, it takes up
the question of difference as it has been articulated through feminist and post-colonial
theories in order to apply it to feminist art itself. Feminist art, as a field of differences as
opposed to a singular or unified project, thus becomes a located production, and process,
rather than a transnational project. To analyze the specific and located nature of feminist
art therefore entails an examination of the ways that general theories of feminism and art
are taken up, or not, within a specific locale and the conditions of possibility for this
process.

I am therefore proposing a reading of feminist art in Quebec that takes into



consideration its intertextual and interdiscursive production and social and discursive
locatedness. The aim of this reading is threefold. First of all, it is to demonstrate,
through specific examples, how all works are marked by their social and discursive
location of production. Secondly, it aims to evidence the relationship between visual art
and texts in the production of discourses on art. Finally, this thesis argues that the visual
arts are productive of discourses on culture, identity and nation in Quebec and proposes a

methodology through which this process can be analyzed.

To return to the work of Nicole Jolicoeur, La Voix parfaite employs a number of
formal and enunciative strategies that have their origin in conceptual and post-conceptual
art. Among these is her use of photography. Photography became a ‘fine art’ material in
the late 1960s with the advent of conceptual art.” Conceptual artists used photography in
a way that assumed and reinvested in photography as a form of documentation. In other
words they used ‘deadpan’ photographic strategies and linked these to a discussion of
photography as a recording device so as to produce a reading of photography as a record
of the event or object in front of the camera. It is this attitude towards photography that
linked conceptual art to nineteenth century medical and scientific uses of photography. It

also marks the break between these earlier attitudes and postmodern photographic

> Photography made claims to be art almost since its invention in the 19" century. However, art
photography was never accorded the same status as painting and sculpture until conceptual art’s sustained
critique of these other media in the late 1960's and early 1970's. Conceptual artists used photography, not
for its aesthetic value (at least not initially), but as a recording device within a larger set of practices that
explored the material, social and political conditions of existence of art itself.
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practices. For if conceptual art began with the assumption that photography is a
recording device, the exploration of the conditions of possibility of photographic meaning
led back out to the social context and to the postmodern exploration of how photography
constructs meaning.” Documentary objectivity thus came to be seen as a series of visual
codes linked to a set of cultural assumptions.

Jolicoeur takes photographs of Charcot’s photos in a manner that mimics the
original, scientific use of the medium. This is a form of appropriation, another strategy in
postmodern visual practices.* Jolicoeur also mimics other aspects of his work. Charcot
observed, Jolicoeur observes. Charcot drew, so does Jolicoeur. However, imitation is
not always the sincerest form of flattery. It can also be used to undermine the authority of
the original, and of originality. When a hysterical attack was ‘incomplete’, Charcot
combined images from different points in time to construct a ‘complete’ narrative of the
attack. In the same way, Jolicoeur also combines photographs and other materials.
However, like the student who stands behind her teacher mimicking his gestures to make
fun of them, Jolicoeur appropriates his images and imitates his methodology to make
evident and change the meaning of these images and the larger discursive formation of
which they form a part. In this Jolicoeur’s work engages with and produces postmodern
concerns and visual strategies.

Nicole Jolicoeur’s work is also inscribed within contemporary art practices by her

* This was influenced by the development of structuralist theory in the late 1960's and 1970's,
especially the work of Roland Barthes. See Image, Music, Text (1977) and Camera Lucida: Reflections on
Photography (1981).

* Perhaps the best known of these was Sherrie Levine’s “taking’ of Walker Evan’s photographs.
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use of installation. Installation began with conceptual art and the critique of art conceived
as a consumer object. Initially including the physical context as part of the work in order
to make evident its function in the production of artistic meaning, especially the role of
art institutions in the production of artistic value, installation soon began to use the
physical context in a way that made evident the role of the social and discursive context
in the production of meaning. In other words, installation became a way of making
evident the social and discursive inscription or location of the work and/or the viewer.

With each exhibition La Voix parfaite has taken a different form, with the number
of photographs ranging from three to five. In addition, white texts on the white gallery
walls enlarge the work to include the space itself. They hover on the wall, white on
white, appearing and disappearing as the viewer moves through the gallery space.
Reading the work therefore becomes a form of performance, underlining the necessity of
the bodily presence of the viewer for the meaning of the work. But the texts that this
performance reveals are not descriptive. “Tour d’ivoire”, “porte du ciel”, “étoile du
matin”, “maison d’or”, “arche d’alliance”, these texts repeat (should we say mimic?)
metaphors of the Virgin Mary. They also repeat the poses of the women in the
photographs, their own self-representations which imitated the religious images that they
were familiar with. Therefore the function of these texts is not so much to include the
physical environment as to represent the discursive environment, those religiously
inspired images and ideas that informed both attitudes about women and the self-
representation of the women in the photographs.

Jolicoeur’s use of photography, installation and especially the strategies of



imitation and appropriation demonstrate how the work mobilizes the discursive and non-
discursive strategies of postmodern art. Jolicoeur effectively works within the discourses
of postmodern art, activating them to her own ends. Her work therefore engages with and
forms a part of the construction of postmodern art as a discourse. Furthermore,
postmodern art forms one aspect of the work’s discursive location.

I would like to introduce here the term ‘location’, the first of the theoretical
anchorage points of this thesis. The concept of location was developed within British
Cultural Studies, particularly in the work of Homi Bhabha and Stuart Hall, and has been
used to point to the social inscription of subjects and the discursive inscription of texts.’
As such, the term ‘location’ forms part of that theoretical and critical work that attempted
to understand culture as a place of political address and mobilization.®

Texts are located discursively through their intertextual formation, which is to say
through the materials and meanings that they articulate together in their own specific
address. These materials and meanings have their own histories of use, and social and
discursive locations which become part of the new text. At the same time this new
articulation, this new text, is never exactly the same. Meaning is produced through
context and use, as well as by the text itself. As Homi Bhabha has argued:

Despite the schemata of use and application that constitute a field of stabilization

> Installation in art can, in this sense, be seen as a way of literally representing or making evident the
theoretical concept of location.

¢ In this Cultural Studies can be seen as coming out of a long series of shifts within Marxist theory
that began with the privileging of the economic as the place of political action and intervention, relegating
culture to a secondary and sometimes reflective role. It has led to the privileging of culture as the place
where both ‘the political’ and subjects for political action are produced. See Michele Barrett’s book The
Politics of Truth: From Marx to Foucault (1991) for an outline of this development.
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for the statement, any change in the statement’s conditions of use and

reinvestment, any alteration in its field of experience or verification, or, indeed,

any difference in the problems to be solved, can lead to the emergence of a new

statement: the difference of the same (1988, 8).

The concept of location can therefore point to the social and discursive context for the
production and reception of texts as part of the meaning of a work, showing that no text
exists simply ‘in itself’.

This notion of texts being located is linked to the idea that subjects are also
inscribed in specific discursive locations. Bringing together the various forms of
collective identities that have informed recent theoretical and political organization,
whether on the basis of gender, race, class, or sexuality, the concept of location
nevertheless undermines the separation between these categories. It does this by arguing
that identities, like texts, are produced. Collective identities do not exist outside of those
processes of articulation, outside of those social and discursive practices, that bring them
into being. Here I am drawing on Stuart Hall’s work on cultural identity where identity is
defined as a positioning in discourse, a cut in the semiosis of language that is always
temporary and that opens up again afterwards to the play of language (1990, 230).
Identity, understood as the production and location of subjects through specific
enunciative practices and in larger discursive formations, also shows that there is no
identity or ‘self” ‘in itself’.

Applied to the work of Nicole Jolicoeur, the concept of location can make evident

the ways that her work involves a process of articulation of diverse elements (materials,

images, texts, visual strategies and the gallery itself) into new formations to create new



statements. Furthermore, these statements are located, not just physically in the gallery,
but in the discourses of art. In this way the term ‘location’ catches the sense of the
positioning in discourse (“what we say is always ‘in context’, positioned (Hall 1990,
222)”), and the way that any statement is productive of those discourses.

Applying the concept of location to Jolicoeur’s work can also point to the related
notion that subjects are also inscribed in specific discursive locations. Jolicoeur has been
using the photographs, drawings and other materials produced at the La Salpétriére
Hospital since 1980 when she first came across them while doing a Masters of Fine Arts
at Rutgers University. In an interview in 1992 she spoke about the contradictory
meanings that Charcot’s work had for her, and its relation to the question of personal and
cultural identity (Jolicoeur 1992b). In the context of the United States, where her Quebec
identity was invisible, she was seen as ‘French’. Therefore to use Charcot’s work was to
associate herself with its ‘Frenchness’ and with the authority that he represented. The
French language was also a point of identification, which, as the only person there who
could read the texts, also gave her a small sense of power. At the same time, Charcot
represented that from which, as a Québécoise, she wanted to distinguish herself — the
authority and even authoritarianism of France and its version of ‘correct’ French.
Working with Charcot’s materials was therefore a form of resistance as well as
appropriation, resistance linked to forms of gendered and cultural identity.

I am not using this story of how Jolicoeur came to use Charcot’s materials to
demonstrate the origins of her work. The interview that I drew on for this story took

place more than ten years after Jolicoeur had left the United States and represents, not



‘the truth’ of the work, but a retrospective reading by the artist of the origin of the work.
These kinds of retrospective readings are a way of ‘making sense’ of the work for oneself
as a viewer of one’s own work. I use it rather to demonstrate the often ambivalent
investments and identifications that any discursive operation entails, and that gives it its
force. As Stuart Hall has said: “It is worth remembering that all discourse is ‘placed’, and

the heart has its reasons (1990, 223).”

So far I have presented a reading of Nicole Jolicoeur’s work that is, in a sense,
‘internal’ to the work. I have looked briefly at the intertextual formation of the work and
the way that this positions the work within the domain of postmodern art. This is the
level of most art criticism which discusses the work itself along with the artist’s
‘intentions’. I would like now to set this level of reading art within a larger set of
discursive and institutional practices, that of art criticism and exhibition practices. For if
Jolicoeur’s engagement with postmodern art’s discursive and non-discursive strategies
positions her work within the domain of postmodern art, it also makes the work available
to be taken up and discussed in texts that define postmodernism in the visual arts.

In 1992 Guy Bellavance published an article on the role of photography in recent
reconceptualizations of art (Bellavance 1992). In it he presented Jolicoeur’s work as
exemplary of the shift from materiality to visuality, where values shifted from skill at
production to concern with the exhibition and reception of the work, a shift that has also

been used to define the shift from modernism to postmodernism. Other examples of

10



Jolicoeur’s work being presented and positioned within ‘postmodern art’ include the
article “L’Oeuvre-collection” by Christine Dubois (1989) and the catalogue essay in La
Traversée des Mirages: Photographie du Québec by Gaétan Gosselin (1992).” Further
examples could be cited. However, what I would like to underline here is the
interrelation between the art works and texts such that ‘postmodernism’ in art is produced
through both the visual and written texts.

I would like to propose two ways that this relation between art works and texts
can be understood. The first refers back to Stuart Hall’s use of semiotic theory,
borrowing the insight that meaning is never finally given in the object or text. It is rather
a temporary cut or break in semiosis that nevertheless opens up again afterwards to the
play of the signifier (1990, 230). This opening up again means that an artwork is always
open to other readings. Meaning in this case is produced retrospectively, after the work is
completed, and is produced through texts that present and position the work. These
include art catalogues, articles in newspapers and art journals, and books among other
places.

Included among the ‘other places’ that meaning is produced are the exhibitions in

which art works are literally positioned as objects for view. Here I am specifically

7 In the first Dubois uses the concept of the collection and its relation to forms of knowledge in the
18th and 19th centuries to discuss the work of a number of different artists. Nicole Jolicoeur’s use of
Charcot’s and other’s photographs is discussed in terms of these historical forms of knowledge and in terms
of postmodern art through its “process of metaphorisation, the retreat from meaning as a founding principal,
and the retreat to surface effects (Dubois 1989, 48).” In La Traversée des Mirages : Photographie du
Québec, Jolicoeur’s work is situated within the history of photography in Quebec. This history is presented
as a narrative that runs from documentary in the 1960's to conceptual art in the 1970's to recent postmodern
art. Jolicoeur’s work is here situated within “an evolving academic discourse on the meaning of the post-
modern photographic act (La Traversée... 1992, 9).”
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drawing on Mieke Bal’s argument that an exhibition is a type of ‘exposition’, a way of
not only exhibiting objects but also “exposing an idea (1996, 16).” The exhibition as
‘text’ is constructed through the architecture and history of the museum or gallery itself,
the relationships between the objects as well as between the objects and the viewer, and
finally the texts that present and interpret the objects whether on the wall or in catalogues.
In this understanding of an exhibition as ‘text’, art works are literally articulated within
larger textual practices and discursive formations. Bal further argues that these produce
not only meanings for the objects presented, but, through their forms of address, they also
produce viewers for the objects. By this is meant that the ‘exposition’ of exhibitions
produces readings of the objects and addresses viewers as coming from a specific social
and cultural location from which the readings offered ‘make sense’ (Bal 1996).®

The second way to understand the relation between art works and texts is through
‘intertextuality’. Intertextuality refers to the ways that texts influence each other,
borrowing and re-articulating both meanings and the formal signifiers through which
those meanings are produced. Texts construct readings of art works, positioning them
within discourses on art. However, art works also take up and re-articulate ideas in
written texts, that have been given acceptability through their written form. Therefore the
relation between art works and texts cannot be considered to be unidirectional. For

example, the concept of postmodernism in art, once defined, can be read off of art works

® In Double Exposures Mieke Bal develops a discursive analysis of museum display that is
nevertheless deeply informed by her background in literature and semiotics (73). In as much as her
readings make evident the discursive strategies of museum (and I would add gallery) display, I find her
work useful. When her readings close off the possibility of other readings, effectively denying the process
of semiosis itself, I find her work less useful.

12



that come to stand for and represent postmodern art.” At the same time, once the concept
of postmodernism and the visual strategies through which it is defined and ‘recognized’
are named, they can be taken up again by others, taught in art schools in studio and art
history classes, used to provide readings of other art works, and used by artists themselves
in their work.

This understanding of the relationship between texts and art works is the second
of the theoretical assumptions underpinning this thesis. I use it to argue that art
discourses, including that of feminist art, cannot simply be read off the art works
themselves. Discourses on art are produced through and across diverse exhibition and
textual practices. A distinction must therefore be made between feminist art as a set of
objects, which art criticism or art history purports to analyze ‘from the exterior’ so to
speak, and feminist art as a discourse which includes both art criticism and art history, as

well as curatorial practices, within its mode of production.

Taking up the idea that art works are discursively located and that they are
productive of those same discourses, as well as the notion that discourses on art are
produced through and across art works, texts and exhibition practices, it is possible to

look at how any given art work or set of works can be located in a number of different,

°I am in no way implying that postmodern art works come after the texts that define postmodern art.
Readings are produced retrospectively, and can redefine works that were once positioned within modernist

discourses. The retrospective reading of Robert Rauschenberg’s work as postmodern is a case in point
(Owens 1980b).
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and even opposing, discourses. Again, to use the example of Nicole Jolicoeur, her use of
photography, installation, imitation and appropriation positions her work within
postmodern art as a set of visual and discursive practices. At the same time her use of
Charcot’s photographs, drawings and other materials also links this work to another set of
visual and discursive practices, that of feminist art, and more largely to feminism itself.

Dr. Jean-Martin Charcot had briefly been Sigmund Freud’s teacher. Therefore to
work with Charcot’s materials means working with the pre-history of psychoanalytic
theory."” Beginning in Britain in the early 1970's, and especially since the publication of
Psychoanalysis and Feminism by Juliet Mitchell in 1974, many feminists have mined
psychoanalytic theory for the ways that it could be used to analyze gender. The
development of psychoanalytic feminism was linked to a feminist political agenda that
had as its aim the critique of traditional definitions of gender, specifically the ways that
these were used to naturalize women’s subordinate position, as well as to a methodology
of deconstruction. The aim of this work was to undermine any natural gender identity
rather than to propose new (and politically correct) gendered identities.

Two of the most influential early works in the arts were by Mary Kelly and Laura
Mulvey who were both working in Britain at the time. Kelly’s work Post-Partum

Document (1973-1978) examined the psycho-social processes through which she became

' To read this in psychoanalytic terms, it could be seen as working with the pre-oedipal, at that
moment when psychiatry was in its infancy, predicated on a direct visual relation between observer and
observed, before Freud introduced language and the talking cure, in other words discourse.
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‘the mother’ in the six years after the birth of her son."! Mulvey’s article “Visual Pleasure
and Narrative Cinema” employed the psychoanalytic concepts of scopophilia and
voyeurism to analyze the production of both visual pleasure and a gendered (especially a
male) relation to looking (Mulvey 1975). While the first is an artwork, and the second
was written within the context of film theory, they both led to a large body of work in
both art and art criticism that critically examined gender within a feminist-psychoanalytic
paradigm. It also came to ‘represent’ feminist art and criticism within Anglophone
countries, notably Britain, Canada, the United States and Australia.

Jolicoeur’s use of Charcot’s materials, as well as her critical look at how gender
played out within the ‘theatre’ of his clinical research on hysteria'?, has meant that
Jolicoeur’s work has had a privileged position in the narrative of feminist art in Canada,
especially as it has been developed through group exhibitions and feminist publications.
In fact, in 1985 the American JoAnna Isaak made a specific link between Jolicoeur’s
work and that of Mary Kelly through their references to Charcot’s work (perhaps
demonstrating that, within Canada, the definition of feminist art most often comes from
the United States, even when its origin is elsewhere) (Isaac 1985). Jolicoeur’s work has
also been included in Canadian feminist publications, for example Locations: Feminism,

Art, Racism, Region which came out of the 1987 Feminism and Art Conference in

' The work was produced in six sections, each documenting another aspect of the separation of
mother and child, the positioning of the child in language and culture, and the progressive construction of
maternal femininity. Post-Partum Document was also published in the form of a book along with a number
of essays about the work and its significance (Kelly 1983).

'? Jolicoeur titled an article “Le Théatre de la Salpétriere” (1988), referring to both the medical
theatre where Charcot’s lectures took place, and to the staging of hysteria by both patients and doctors.
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Toronto (Jolicoeur 1989a), and in Monika Kin Gagnon’s essay in Work in Progress:
Building Feminist Culture (Tregabov 1987)."

Jolicoeur’s use of Charcot’s images not only makes the work readable within the
discourse of feminist art as such, it also makes the work available to be taken up in texts
and exhibitions that address psychoanalytic and/or feminist issues in some way,
particularly in relation to the body as a site of theoretical and political concern. Through
her use of images of women hysterics, and the privileging of the body within the
exhibitions and texts that present and position her work, her work is productive of
definitions of feminist art as being ‘about’ the body in some way. For example, Gagnon
discussed Jolicoeur’s work within another publication, Territories of Difference, using it
to link feminist and gay politics through a discussion of the medical construction of
‘normal’ gender identity and its ‘others’: femininity, the deviant, and illness (Gagnon
1993). Her work has also been presented in large group exhibitions, for example the
exhibitions Corps Etrangers at the National Gallery (Ottawa) in 1996 and Corpus at the
Mendel Art Gallery (Saskatoon) in 1993.

To demonstrate this process through which Jolicoeur’s work functions as an
example of feminist concerns with the body, and at the same time is productive of those

same concerns, I will briefly look at the exhibition Corpus. This two-part exhibition, put

" In neither of these two publications was Jolicoeur’s work actually discussed. In Locations her
work was one of five artists’ works within a representation of feminist art that attempted to be inclusive in
terms of race, region and age (her work ‘representing’ Quebec so to speak). In Gagnon’s essay, by its
physical placement, it was presumably meant to illustrate her argument that early feminist celebrations of
the feminine body subsequently led to feminist analyses that saw “the female body itself as a social
construct which cannot be taken at face value and whose symbolic meaning and representation in
mainstream culture must be deconstructed to be seen (Tregabov 1987, 106).”
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together by Bruce Grenville for the Mendel Art Gallery in Saskatoon, examined the
different ways that the body was conceptualized in post-minimalist art of the 1970's and
postmodern art in the 1990's. While the exhibitions include works by both men and
women, the use of the body itself as the organizing theme of the exhibition underlines the
way that feminist art and art criticism has become central to art discourses in general.
Grenville credits “feminists, gays and lesbians, artists of color, cultural critics and others”
with making evident the ways that both the subject and the social world are formed in
language and representation (Corpus 1995, 13). Jolicoeur’s work in this exhibition,
Stigmata Diaboli (1992), with its images of women’s backs showing the welts where
doctors had inscribed words and numbers onto their skin (the appearance of welts was
assumed to demonstrate that the person had a predisposition to hysteria), was situated
within contemporary analyses of the body as text produced within discourses of science,
art, religion and photography. Grenville writes “Jolicoeur invites us to consider the
manner in which the modern body has been defined by the language of psychoanalysis
(16).” Through this Jolicoeur’s work is neatly linked to psychoanalytic feminism,
feminist art, and postmodern conceptions of the body.'

I would like to return here to the notions of articulation and location mentioned
earlier. If articulation refers to the intertextual formation of any text or artwork, the ways

that it borrows and re-works materials and meanings in its own specific address, location

' Jolicoeur herself seems somewhat ambivalent about the connection between her work and
psychoanalytic theory. In an essay for the same exhibition she wrote: “psychoanalysis is more interested in
me than I am in it (Corpus 1995, 77).” This is not to say that the work should not be read within the
paradigm of psychoanalytic feminism. Rather it shows how this particular reading is produced, and reminds
us that others are possible. It also demonstrates that the artist’s intention and the readings available never
exactly coincide.

17



refers to the ways that any specific statement is inscribed within, and is productive of,
discourses. As I have tried to show, Jolicoeur’s work is located within both postmodern
and feminist art. However, not all postmodern art is feminist. Nor is all feminist art
postmodern. Her work occupies the point of connection between the two discourses, the
place where they are articulated into a new formation, postmodern feminist art. It also
forms part of the larger process through which postmodern feminist art was produced,
both through artworks themselves and through the ways that artworks have been
presented and positioned by texts and exhibitions.

What I am trying to describe here is another level of articulation, one that operates
on the level of discourses and not just individual texts or artworks. It operates through
modes of interdiscursive rather than intertextual formation, through the borrowing of
propositions, theories, problematics and practices from other discourses. These, however,
are not simply added on to an already existing discourse. They are brought together in a
way that creates a new field of discursive production, a new set of problematics that incite
new statements.

This notion that discourses are produced, at least in part, interdiscursively, and
that the propositions, theories, problematics and practices from other discourses are
articulated into new discursive contexts, producing new discursive formations, is the third
of the theoretical assumptions underpinning this thesis. It is my argument here that
feminist art came into existence as a discourse, and that it continues to change, through
these kinds of interdiscursive borrowing. While feminism has its origins in the 19"

century, and there were certainly women artists who supported feminist ideas from the
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beginning and took them up within their work, the discourse of feminist art only came
into existence with what has been called ‘second wave’ feminism in the 1970's."
Feminism could be articulated with art because of the ways that both feminism and art
were conceived at the time, making it possible for feminist ideas on gender, equality,
power and political practice to be joined with art as a set of discursive and non-discursive
practices. Once formed it became a site of further elaboration and contestation,
producing divisions within feminist art itself, and inciting further appropriations and
elaborations through the production of artworks as well as texts and exhibitions that
presented and positioned the works as ‘feminist’. In short, once formed, feminist art
became both a locus of power and an incitement to discourse. It also offered a collective
identity as ‘feminist artists’ and a place for women to speak from.

It should be remembered here that both feminism and postmodern art have also
been formed through this kind of interdiscursive articulation. I have already mentioned
some examples. Feminist art drew on psychoanalytic feminism, itself formed through the
appropriation and re-reading of psychoanalytic theory for feminist purposes, to elaborate

an analysis of the construction of gender and the role of the visual in that process,

'* Deborah Cherry has argued convincingly that there were strong links between the women’s
movement and the visual arts in 19" century Britain in her book Beyond the Frame: Feminism and Visual
Culture, Britain 1850-1900 (2000). In an analysis that is obviously based on Michel Foucault’s notion of a
discursive formation, and that draws heavily on Post-Colonial theory, especially the work of Gayatri
Spivak, Edward Said and Homi Bhabha, she demonstrates that there were significant numbers of
professional women artists from the 1850's onwards, and that they both lent their support to demands for
equal rights and were central to feminist claims that middle class women were self-reliant and self-defining
individuals. Furthermore, she argues that women artists took up feminist definitions of female subjectivity
and autonomy, as well as their demands for access to paid work, on the level of iconography, especially in
what was called modern-life painting (33-47). The similarities and differences between that earlier moment
and the emergence of feminist art in the early 1970's remains to be elucidated.
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especially in relation to visual representation. Postmodern art appropriated photography
into its list of material practices, and along with it appropriated the modes of reading and
histories of use that photography entailed, especially documentary photography. This was
linked to another appropriation, that of structuralist and poststructuralist theory. These
were mobilized for an analysis of the conditions of possibility for photographic meaning
and, more largely, the relation between images and the social and political context.
Therefore the fact that Jolicoeur’s work is located in and productive of the
discourses of postmodern and feminist art demonstrates that these are not separate
discourses, but are themselves tightly imbricated. The encounter between them, and the
place where they are articulated together, has been and is a site of discursive elaboration
through diverse discursive and non-discursive practices. On the level of an individual
work or group of works such as Nicole Jolicoeur’s, it means that her work draws on and
articulates diverse ideas, histories and visual practices. This in turn opens her work to
various and contending readings. As shown above, some authors present her work as
exemplary of postmodern art, especially through her use of the medium of photography.
Others engage with her work primarily as a feminist art practice, this time focusing on the
images themselves, foregrounding the fact that they are images of women, or on their
origin in 19" century medical practices. However, what I want to underline here is the
way that her work brings these meanings together in its own specific address. On a larger
level, this process of articulation also operates on the level of discourses and their
production. Feminist art, as a discourse, is produced through and across visual,

exhibition and textual practices. Its formation and elaboration is the result of the
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articulation of propositions, theories, problematics and practices from feminism into
those of art. What is produced at that juncture, through the ways that they have been
articulated, is a new discourse: feminist art. Therefore Jolicoeur’s work, in the ways that
it joins postmodern art and feminist theory and problematics, is also emblematic of the

ways that feminist art as a set of practices and as a discourse has been produced.

However, feminist and postmodern art, or postmodern feminist art, are not the
only discursive locations of Jolicoeur’s work. I would like to touch on a third way that
Jolicoeur’s work is discursively located, that is in discourses of nation. To do this we
have to look, not just at the work itself and the ways that it brings together materials and
meanings in its own enunciative strategies, or even at feminist art and its interdiscursive
formation, but also at the ways that artworks, texts and exhibitions are caught up in
institutional practices that position and present the work both physically and discursively.
Furthermore, institutions, including art galleries, museums and government funding
agencies, are themselves caught up and articulated into larger discursive and non-
discursive practices that both enable those institutions and the discourses that they
produce, and close off other institutional and discursive possibilities.

To give an example of how feminist art is articulated into institutional practices
and into discourses of nation, I will return briefly to the exhibition Corpus. Johanne
Lamoureux has summarized the predominant definition of postmodern art in Canada as

“a practice of photography or of installations to investigate the system of representation
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and, more specifically, the construction of alterity (J. Lamoureux 1991, 52).” Jolicoeur’s
work, which has often taken the form of photography-based installations using images of
women taken from the history of medical science, is easily incorporated into this kind of
definition of feminist and postmodern art. However, by including her work in an
exhibition like Corpus that includes artists from across Canada, Grenville has also
inscribed the work within a representation of ‘Canadian art’. In fact, in Canada where
regional representation in exhibitions of Canadian art is almost mandatory, her work often
functions as the ‘Quebec representative’ in these exhibitions.
Johanne Lamoureux has discussed this process through which artists from Quebec
are taken up and positioned within the discourse of ‘Canadian art’ (J. Lamoureux 1991).
Her argument is that the women artists from Quebec whose work is chosen to be included
in exhibitions of Canadian art are chosen precisely because their work investigates “the
process of representation (51).” Questions of representation, particularly as they produce
gender, have been central to officially recognized feminist art and Canadian art.
Therefore it is no surprise that artists such as Nicole Jolicoeur are chosen to represent
Quebec within the narrative of Canadian art.
As areward for its acceptance of the Other, once this difference, literally
incarnated, is displaced to the realm of the sexual, Canada acquires a unified
identity from coast to coast. In this homogeneous scenery, all artists, guys on the
West, girls on the East, conceive art as a practice of photography or of
installations to investigate the system of representation and, more specifically, the
construction of alterity (52).

However, Lamoureux also argues that this is mapped onto another narrative where

Quebec is gendered as feminine and Quebec art seen as poetic, whereas Canada is seen as
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masculine and Canadian art as political. As she says, at a time when the possibility of
Quebec’s separation from the rest of Canada is represented as a divorce, the work of
women artists in Quebec are multiply inscribed within definitions of art, gender and
nation.

However, ‘Canadian art’ is not the only ‘national culture’ in which Jolicoeur’s
work is positioned. For example, La Voix parfaite was shown in France in 1994, as was
Intimité in 1995. Her work was also included in Espaces intérieurs as part of Le
Printemps du Québec (1999), Quelles hystéries (1994), Le Bénéfice du doute (1993) and
La Traversée des Mirages: Photographie du Québec (1992), group exhibitions of art
from Quebec that were presented in France. As Jolicoeur acknowledged in her reading of
the origin of her work, France is a place of ambivalent investments and identifications, a
place of origin for Quebec and as that from which one must distinguish oneself (Jolicoeur
1992b). It is therefore intimately tied to definitions of Quebec identity, even when those
definitions are produced in opposition to the idea of ‘France’.

To understand this process whereby visual art is imbricated into discourses of
nation in Quebec, I will look briefly at the exhibition La Traversée des Mirages:
Photographie du Québec. This exhibition, a joint project of Transfrontiéres de
Champagne-Ardenne and Vu, centre d’animation et de diffusion de la photographie de
Québec, presented the work of fourteen artists from Quebec in nine exhibition spaces in
the region of Champagne-Ardenne, France. It was accompanied by a catalogue
containing five essays as well as notes on each artist’s work. Through the choice of

works, the essays and the place of exhibition (France), this exhibition both defines
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contemporary art in Quebec and presents the works, and the artists, as representative of
Quebec.

The first essay by Gaétan Gosselin begins by denying that the selected works do
or can represent a coherent artistic community, a synecdochical representation of the
nation, because the works are united, not by their similarity, but through a series of
themes: “difference and reconciliation, fragmentation and the expanded field (9).” He
therefore distances himself from those narratives of Quebec that precisely do construct
Quebec as a nation based on historical and cultural coherence within its borders and

difference from without.'®

However he goes on to situate the works within a history of
photography in Quebec, a history that is itself linked to larger social changes. The work
of the 1960's is seen as coming out of the politically engaged documentary tradition of the
National Film Board. This work is summarized as an “inventory of the geographical,
economic, social and cultural heritage characteristic of the Quebecois identity” and a
“«visual» affirmation of an ideology: Quebec nationalism (8).” The 1970's is seen as the
moment when the documentary tradition was abandoned and artists entered the larger
domain of visual arts. At this point “Western conceptual experimentation of the 1970's
becomes the staple of Quebec photography and it draws directly from an evolving

academic discourse on the meaning of the post-modern photographic act ... within a

transnational context of validation (9).” Finally, according to Gosselin, current

' Frangoise Tétu de Labsade proposes a unified view of Quebec through the title of her book on the
geography, history and culture of Quebec, Le Québec: un pays, une culture (1990). Annie Brisset, in her
book Sociocritique de la traduction: Thédtre et altérité au Québec (1968-1988), also defines Quebec as
unified, in this case through its social discourse and resulting collective identity (1990).
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photographic practices explore the specificity of the photographic act and combine
materials and traditions in hybrid or ‘contaminated’ forms. Gosselin therefore situates the
work in this exhibition in a narrative of the history of photography in Quebec, and
presents it as its result.

There are two things to note about this narrative, that in fact are repeated in
various forms in the other texts in the catalogue. The first is the definition of current
photographic practices as ‘hybrid’ or ‘contaminated’. For example, Denis Lessard
discusses the “fragmentary nature of photography (21)” and argues that photography has
joined “with key disciplines in order to foster hybridizations which coexist with «purer»
images (20)”. Louise Déry also argues that “there has been a deep infiltration into the
visual arts (painting, drawing, sculpture and installation) by photographic images and
processes; and they have obviously been contaminated (74).”

Johanne Lamoureux, in the essay already mentioned, argues that “the practice of
visual arts in Quebec is more concerned with issues of languages than with the stakes of
representation (1991, 52).” In Seeing In Tongues / Le bout de la langue she further
developed this argument, saying that this concern with languages takes the form of
interdisciplinarity and the hybridization of codes where what is explored is less
representation as such, than the gaps in language and meaning that translation between
different codes, materials and sensory apparatuses entail. As discussed earlier, one aspect
of postmodern art is the ways that it examines the conditions of possibility of
photographic meaning, a project that has involved an exploration of both visual codes and

the cultural assumptions which give the codes meaning. According to Lamoureux, in
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Quebec this involves an examination of the conditions of possibility (and sometimes
impossibility) of meaning, visual or otherwise. Furthermore, she argues that this a central
concern of postmodern art in Quebec (Seeing in Tongues ... 1995, 8-12).

Therefore, in the context of La Traversée des Mirages, Jolicoeur’s work is read
less as an example of feminist art (although this would not necessarily be denied) than as
an example of postmodern photographic practices. Specifically, the curator discusses it
in terms of discourse, the original discourse produced by nineteenth century medical
practices, and the undoing of those discourses or the ways that the artist undermines the
certainty that they produced through the incorporation of other materials and codes to
produce a “discourse on doubt (84).” Within a context (Quebec) where hybridity and
‘contamination’ are read as a form of engagement with languages and the uncertainty of
meaning, Jolicoeur’s work is seen as exemplary of postmodern practices in Quebec.

The second thing to note in Gosselin’s narrative is his argument that art in Quebec
has been part of “a transnational context of validation (9)” since the 1970's. In other
words, Quebec artists’ engagement with postmodern concerns, in particular the specificity
and meaning of the photographic act and the combining of materials and traditions in
‘contaminated’ forms, serves to locate the work within an international as well as
postmodern context. This theme is also taken up in the catalogue by Frangoise-Claire
Prodhon, for whom international means primarily the United States and Europe (13).
Lamoureux also notes the equation between hybridity and an international art context,
arguing that “it serves to situate Québec art in an international, postmodern context, while

it also constitutes a particular stance with respect to the ‘mandate’ of contemporary art
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and the sort of meaning it is liable to produce today (Seeing in Tongues ... 1995, 5).”

This understanding that hybridity or the contamination of codes, materials and
sensory apparatuses situates art in Quebec within an international context demonstrates
the specific form that nationalism takes in the visual arts at the moment of the exhibition.
By placing Quebec art within an international context, curators effectively counter the
narrative of ‘Canadian art’ where Quebec is part of the ‘Canadian mosaic’. The
exhibition itself, along with the many other exhibitions of Quebec art presented in France
and other European countries, participates in this ‘internationalization’ of Quebec art. It
also operates through exhibitions within Quebec where work by Quebec artists is
presented alongside that by artists from other countries.'” In other words nationalism, at
this point, takes the form of internationalism where Quebec is not a province among
provinces, but a nation among nations. Furthermore, this form of nationalism functions
on the level of exhibitions, rather than on the level of individual artworks.®

In arguing that discourses on nation function on the level of exhibitions, I do not
want to imply that the works themselves, or the meanings that they produce, are nugatory
to those discourses. As has been demonstrated by the examples of Corpus and La
Traversée des mirages, by positioning the works in discourses of nation, exhibitions also

privilege some readings over other possible readings for the individual works.

'7 Denis Lessard, in his survey of major exhibitions of photography in Quebec, argues that the
Musée d’art contemporain, CIAC (Centre international d’art contemporain) and the Mois de la photo in
Montreal group Quebec artists with artists from other countries in order to create “a wider context for
Québécois contemporary art (La Traversée ... 1992, 28).”

' Nicole Jolicoeur herself once commented in conversation that curators in Quebec are much more
interested in nationalism than artists.
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Furthermore, the works are necessary to the production of those readings.

To understand why and how exhibitions engage in the production of discourses of
nation, it is necessary to understand the ways that they are imbricated within larger
discursive and non-discursive practices that produce definitions of Quebec as a nation. In
particular, I will look briefly at the relation of museums, government policy on culture
and the larger social discourse of which they are a part.

Museums came into existence as publically funded institutions around the
beginning of the 19" century, at the same time as modern definitions of the nation state,
and their history is intimately tied to modern conceptions of ‘the state’ and ‘the citizen’.
Tony Bennett, in an analysis of the formation of museums,' argues that their formation
was part of a larger process whereby ‘culture’ entered the sphere of government concern
and cultural institutions became part of the apparatus of governing. Culture, and the
museums which were to dispense it, were therefore refashioned so as to produce good,
self-regulating citizens (and at the same time to divide the ‘good citizen’ from the
‘riffraff” that frequented public drinking houses and fairs). In other words, cultural
institutions became vehicles for the exercise of the new form of power that came into

being in the 19™ century (Bennett 1995).

'* His analysis is based on Michel Foucault’s concept of ‘governmentality’ or the particular way that
diverse aims, institutions, practices, and forms of knowledge are organized into a specific regime of power,
producing, at the same time, the objects on which that power operates (Foucault 1979a). Foucault’s theory,
which also informs this thesis, is discussed below.
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Libraries, public lectures and art galleries thus present themselves as instruments
capable of improving ‘man’s’ inner life just as well laid out spaces can improve
the physical health of the population. If, in this way, culture is brought within the
province of government, its conception is on a par with other regions of
government. The reform of the self — of the inner life — is just as much dependent
on the provision of appropriate technologies for this purpose as is the achievement

of desired ends in any other area of social administration (18).

Once formed, this relationship between government and culture has continued to
evolve and be adapted to different social and historical locales.” According to Allor and
Gagnon, within Quebec since the Quiet Revolution, culture, nation and citizen has been
articulated together such that ‘culture’ has become the unifying logic and justification for
government action in a diverse range of fields (1994). It can be used this way precisely
because it is defined anthropologically, as including all aspects of society, including “the
arts, the economy, technology, history, science and the natural sciences (Tarpin 1998,
48).” However, this anthropological definition of ‘culture’, and its articulation with
‘nation’ and ‘citizen’ is not limited to the sphere of government action. It is part of, and
in response to, a larger dispositif that incorporates within ‘the cultural’ a broad range of
discursive and non-discursive practices produced in specialized publications and the news
media, in education, in academic disciplines such as sociology and history, the arts and in
the institutional practices through which these are produced. Together they produce and

naturalize a set of terms, including language, culture, geography and history, as points of

origin and definition of Quebec’s specificity and difference from the rest of Canada.

?® Christine Tarpin, in her analysis of government policy and museums in Quebec, remarks that
governments began to develop policies on cultural issues in the 1930's, notably in France. This process
resumed and expanded after the Second World War. Canada’s creation of the Canada Council for the Arts
in 1957 is part of this international movement to incorporate culture and the arts within a logic of nation
building and national identity (Tarpin 1998).
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They also produce a collective identity, le peuple québécois, an ‘always-already existing’
representation offered as a place of identification and belonging.” It is this discourse on
culture, and cultural identity, that is the basis and justification for claims to nationhood
and for government action across a broad range of activities in support of Quebec as a
nation.

This production of the ‘Cultural’ involves the elaboration of new forms of
knowledge about le peuple québécois and hence new articulations of social
difference within the population. L ’identitaire québécois is thus articulated across
a dispositif which links temporal (language and ethnicity as the historical grounds
of /e peuple), spacial (the regions as the figuration of cultural difference within
’identitaire) and administrative (the structuring perspective of cultural
development) logics in the formation of emergent state practices. At the same
time, it involves the production of the field of la citoyenneté culturelle; a field of
distinction of the citizen as both the social subject, the sovereign subject of a
nation, and as the object of new forms of political power linking the distinctive
traits of the citizen with those of cultural producer and consumer (Allor and
Gagnon 1994, 26).

Museums within Quebec can thus be seen to be part of the apparatus of governing
and as such have been the object of government policy and funding since the 1960's
(Tarpin 1998). Furthermore, given the number of museums that have been built, here as
elsewhere, they are obviously considered to be “important, even necessary, fixtures of a
well-furnished state (Duncan 1991, 88).” As discussed above, government concern with
culture within Quebec, and the kinds of policies and funding practices that they develop

with regard to cultural institutions, make sense and derive their justification within the

larger set of discursive and non-discursive practices that produce culture, nation and the

*'In fact I would argue that this representation of nous, le peuple québécois has its effectivity, not
through discipline with the aim of “improving man’s inner life (18)” as proposed by Bennett in his study of
museums in the 19" century, but through pleasure, the pleasure of belonging as much as the pleasurableness
of the representations themselves.
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citizen as objects of knowledge and places for identification.?

It is also this larger dispositif of ‘the cultural’ as it is produced across different
fields and discursive and non-discursive practices that makes the question of nation
important within visual arts, that produces it as a question that must be addressed. This is
as true for artist-run centres, for example Vu, as for large ‘national’ institutions such as
the Musée d’art contemporain.? It also makes other questions that fall outside of ‘the
cultural’ less visible or less urgent. Therefore, if in the context of the exhibition La
Traversée des mirages Jolicoeur’s work was not discussed in terms of feminism, it is not,
as stated earlier, because it would not be recognized as such. Rather, within Quebec at
that time the discourses of culture and nation meant that feminism was not considered to
be the pressing problem or issue through which the exhibition needed to be produced and
written about, or the optic through which the works needed to be positioned and read.

This process through which feminism in art is occluded in favour of nationalist

discourse has not always been the case. Throughout the period under discussion, 1975 to

# In that they take Quebec as their object of analysis, they in some sense produce their object of
study. This is to say that they produce definitions of Quebec’s specificity which are then available to be
identified with. In that the definitions of Quebec are usually assumed to be concomitant with the borders of
Quebec as a geographical area (other ‘cultural’ or ‘national’ identities not being discussed or, if they are,
spoken about in terms of subgroups belonging to Quebec, i.e. cultural communities), cultural or national
identity becomes equated with geographic territory. However, definitions of Quebec can never exactly ‘fit’
the geographic borders, there always being those outside of the proposed cultural identity by choice or by
definition, as well as those within the definitions who disagree. The terms ‘culture’, ‘nation’ and citizen’
are therefore places of discursive production as competing definitions are proposed and debated.

* There is a strong imperative for any government funded institution to develop programs that
respond to the perceived interests of the funding agency so that they can justify further funding. This is as
true of large ‘national’ institutions whose mandate is to represent the people of Quebec as it is for artist-run
centres whose concern is primarily the interests of artists. Therefore, in a discursive context where culture,
nation and collective identity are already produced as important issues, this imperative to produce
exhibitions of ‘Quebec art’ is doubly determined.
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1992, there have been a number of major exhibitions organized around the theme of
feminism and art. Furthermore, feminism and nationalism have been productively
articulated together across a diverse range of fields. However, at other times, such as the
exhibition La Traversée des Mirages, they function as a disturbance or a block in relation
to each other. The following chapters demonstrate the ways that they have enabled each
other in the production of discursive and institutional practices, or inhibited each other,

acting as a disturbance in the production of discourses of ‘nous les québécois’.

For those familiar with the work of Michel Foucault, it will be obvious that the
theoretical and methodological framework for this thesis are drawn from his work. I am
using Foucault’s work because it provides a way to understand the relation between
artworks, texts and exhibitions, as well as between art, feminism and nationalism. In
particular I am drawing on a set of linked concepts that Foucault developed to analyze the
formation of what he calls a ‘dispositif” or ‘apparatus’.

The first of these concepts is ‘discourse’. Within the writings of Foucault,
discourse is essentially language or the production of meaning through language, either
spoken or written. The term ‘discourse’ serves to underline the productivity of language,
the way that it produces rather than simply presents meanings. In his earlier work
Foucault’s focus on language implicitly or explicitly excluded the possibility of visual art
also being a discursive practice or of being part of discursive practices. In his article

“What is an Author?” Foucault commented:
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I am aware that until now I have kept my subject within unjustifiable limits: I

should also have spoken of the ‘author-function’ in painting, music, technical

fields, and so forth. Admitting that my analysis is restricted to the domain of
discourse, it seems that I have given the term ‘author’ an excessively narrow
meaning. Ihave discussed the author only in the limited sense of a person to
whom the production of a text, a book, or a work can be legitimately attributed

(19790, 24).

In later texts Foucault speaks about ‘non-discursive practices’ as well as
‘discursive practices’. When he discussed ‘non-discursive practices’ Foucault had
institutions primarily in mind, by which he meant those systems through which behaviour
is regulated or constrained. “The term ‘institution’ is generally applied to every kind of
more-or-less constrained, learned behaviour. Everything which functions in a society as a
system of constraint and which isn’t an utterance, in short, all the field of the non-
discursive social, is an institution (1980b, 197-198).” However, this opening up of the
concept of discourse and its fu