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Anyone 70 and older will immediately connect the title of the exhibition Youth Pavilions, 
with the memory of the temporary building erected during the 1967 World’s Fair in Montreal, 
which was experienced as both an immersive enclave and event. The organizers wanted 
to run “a republic of young people” for six months. A large number of visitors between 
the ages of 15 and 30 (the target demographic) might have participated in the cultural 
animation activities offered there and in the moderated discussions at the auditorium 
of 250 seats called “Agora.”[1] In Blue Banner (2019), Fanny Latreille describes how her 
encounter with this structure is remediated by a photograph by Antoine Desilet showing 
a couple’s embrace in front of the building. Latreille ran it through various digital filters 
and then reassembled it on a three-dimensional surface that looks like an irregularly 
shaped canvas. She also interpolated an “s”, like a glitch, to the word pavilion on the 
sign appearing in Desilet’s image. In the artists’ words, this pluralization is an allegorical 
procedure: it alludes to the limited image of youth promoted in 1967, and the need to 
welcome a multitude of projections to understand both the past and the present. With 
the help of Latreille, latent content in the archive that was perhaps not articulable in 1967 
becomes perceptible. I would propose another parallel reading, tapping into the openness 
of the work, and the emphasis on the non-binarity of the couple (long hair hides the faces 
of the models, obscuring their gender), to queer the narrative. In 1967, the World Fair 
could not accommodate the variety of ways that people inhabited social space, and the 
Omnibus Bill decriminalizing homosexuality wasn’t passed until 1969. By the early 1970s the 
magazine Mainmise, a keystone of counterculture in Quebec, was already becoming more 
open to other lifestyles and sexual orientations.
 Two periods in Quebec history inform Fanny Latreille’s work, though they are 
separated by a gap of forty+ years. In 1969, the “Universités du Québec” network was 
created to give people equal opportunity to access higher education. In 2012, however, 
these gains were threatened by austerity measures. A cohort of students went into a 
months-long strike in the spring of that year against an announced hike in tuition fees 
and they won their battle. In an unprecedented changeover, the overall population also 
brought down premier Jean Charest’s liberal government. For a short window of time, 
drifting away from the neoliberal paradigm seemed  possible. Shortly after, many small 
groups of activists formed a coalition across a political spectrum that ranged from the 
center-left to the far-left. A few of these collectives remain active to this day, such as the 
Le Récif in Rivière-Trois-Pistole.
 Some of the works in this exhibition stem from a self-initiated residency Latreille 
undertook in 2017 at Le Récif’s headquarters, which is a refurbished heritage building. In 
2015, the organization was founded by young people who shared similar group dynamics 
experiences and core values. For instance, some of them came from the Moreau Lofts in 
Montreal, an anarchic live-work community which occupied a former industrial building 
of the Hochelaga-Maisonneuve neighbourhood. The arrangement lasted for more than 20 



years until tenants were evicted by the city in 2013, and it was ultimately dismantled by 
the landlord[2]. While Latreille’s personal experiences are never directly conveyed in her 
works, she herself has lived in collective housing arrangements in Montreal and so she did 
not arrive at Le Récif as an outsider. 
 During Latreille’s stay, she interviewed several members of the collective and was 
also able to meet one former member of the La Plaine commune, which was founded 
nearby Le Récif on the South shore of the Saint-Laurent river, in the village of L’isle Verte, 
in 1972 (disbanded in 1984). The commune is considered by many to be one of the most 
radical experiments of autarchic, self-determined collective living in Quebec during this 
period[3]. Latreille  made video recordings of these encounters and received the consent 
of those in the film to use this material as she wished. Rather than adopting a direct 
documentary format, however, Latreille chose to transcribe the interviews. The texts were 
then reworked in thematic clusters and permutated. In the finished two-channel video 
Youth Pavilions, an actor in his 70s embodied fragments of the testimony of a member of 
the La Plaine commune. An actress in her 30s spoke the words of several members of Le 
Récif collective. While one delivers their lines, the other pretends to listen or simulates 
the affect of response, and vice versa, each on separate screens/walls.
 The result is a flattening of speech so that one unit of discourse, separated by a 
gap, leads to another, to build a repertoire focused on the utterances rather than the 
identity of the subjects[4]. Latreille says that “re-performance” was favoured so that 
the individuals did not become spokespersons in their own right[5]. The uniform of blue 
clothing worn by the protagonists reinforces this anonymity and the comparative structure 
of the video, by creating a symmetrical visual gestalt.
 It is of note that in the 1970s, models of communal life manifested themselves not 
only in space but in discursive formations diffused from one cultural context to another. 
In Quebec, the magazine and publishing house Mainmise, for example, distributed texts 
translated into French by American protagonists of the counter-cultural movement or 
neo-ruralism. In 1977, it also published Répertoire des outils planetaires, an adaptation for 
Quebec of The Whole Earth Catalog. A member of La Plaine commune derived a thesaurus 
from these references, as well as a more Marxist literature to write a charter and speak 
to the outside world from within the marginalized community they belonged. A portion 
of the language used by the members of Le Récif collective seems familiar from Anglo-
American social justice terminology, but it was relatively new in Quebec in 2017. It came 
into the mainstream or common parlance only recently. This can be explained by the fact 
that Quebec society is changing, but also because reactionary politicians and journalists 
downplayed the youth’s struggles by pejoratively and misleadingly describing their activism 
as “wokism.”
 In Flag (2019) which is a companion work to Youth Pavilions, Latreille plays on the 
phenomena of the dialectical image in which our understanding of political tropes of the 



of the 1960s and 1970s appears to be filtered anachronistically by present experiences. 
In a block of text whose words are lightly folded and pasted directly onto the gallery wall, 
one can read bits of slogans of the countercultural left in Quebec assembled alongside 
contemporary speech against police violence. Latreille composed this collage using 
automatic writing. However, she stripped the involuntary procedure of its coefficient of 
self-expression as if lexical structures or images separated in time met unexpectedly on 
their behalf. Talking about a similar method of aggregating discursive chains, the political 
theorist Dalie Giroux posits that repetition is not rote:
 
 
 

The idiotic political theorist needs to frenetically collect redundancies. 
Redundancies are discursive chains, mental structures, images, habits, actions, 
and memories; they concern words; bodies; choreography; staging. Redundancy 
corpuses are built through wildly open multi-sources discourse analysis (big data 
style, but hand-made).”[6]



 In her video installation, Latreille, as an artist, builds a counter-cybernetic model 
similar to the one Giroux is advocating as a political theorist, to show that there is a 
cyclical return of redundant discursive chains in similar times of social crisis. However, 
the differences between the two testimonies are remarkable. The principle of refusal of 
property, valorized at the inception of La Plaine commune, was not abandoned by Le Récif 
collective, but it is no longer dogmatic. Nor has the Marxist agenda of the 1970s been 
shelved in 2017. Rather, it was transformed into a pragmatic approach to resource sharing. 
Finally, it is clearly stated by Le récif members that the values not thought of in the early 
1970s, such as gender equity, anti-oppression, and the principles of anti-racism, or the 
rejection of transphobia, must already be assimilated by those who want to live with the 
collective[7].
 The protagonists’ relationship with time is also different in several respects. The 
member of La Plaine commune lingers primarily in his memories of the 1970s. At one 
moment, he nevertheless alludes to the disaffection of the model of collective life from 
the 1980s until it was revived in the 2010s. He also laments that the association he formed 
with his peers has unexpectedly morphed into a business model when resources dwindled. 
While La Plaine commune members were able to look into the future as an unscripted 
scenario until the 1980s, Le Récif collective see their agency  diminishing in the face of 
climate catastrophe or the ever-widening wealth gap. It is there that a potential conflict 
could arise. As one age demographic benefited from 30 years of generous social safety nets 
and an accumulation of capital, young people are now carrying the burden of this “laisser 
faire” economic approach and questioning their engagement in social reproduction, as 
well as in intergenerational contracts (the fact that one generation must care for the 
other, and vice versa)[8].
 As a dialogic form minus the conversation, Latreille’s choice to inscribe a dead 
interval between each intervention of the protagonists underlines the possibility of a 
feedback loop beyond identity markers that constitute age, and here, too, gender. The 
artist cites the theories of Chantal Mouffe on the dimensions of antagonism that exist 
in human relationships, and, by extension, the often conflicting deliberation required to 
define the commons.
 As a white queer person within the age bracket of 49-60, I am caught in the seam 
of the projections when the unresponsive speakers are pretending to listen to themselves. 
However, my sense of not being the preferred audience is far from being a  reaction toward 
the values shared by either of the protagonists. In large part I agree with what the younger 
woman says. My ambivalence stems from another series of implied subject positions. I 
have difficulties identifying as “X,” and then using the descriptors “baby boomers” or 
“millennials” to stigmatize others. Writing this text I thus refused to take the shortcut of 
the generation divide, even if sometimes the artist seems to endorse it.
Today, collective living is often seen as a necessity for all age groups when, under a



capitalist regime that converts space into abstract investment value, the right to shelter 
and food is threatened. Besides finding ways to live together, we carry different discursive 
baggage (as we come from different places, classes, and cultural backgrounds). The 
building of a lexicon of social justice must therefore accommodate a deviant and even 
divergent temporality, decelerating rather than accelerating performativity. The quest 
for the right word, and sometimes our complete lack of words, shouldn’t deny the fact 
that experience must be described. Translation, both intra and extra-linguistic, which 
happened as I wrote this text in French, and then re-wrote it in English, is a good example 
of this kind of unavoidable discrepancy. The reception of this exhibition in 2023, here, in 
London, Ontario, will also be shifted by the play between the voices of the actors heard in 
French, perhaps completely opaque for some, and the English subtitles, but also by what 
people know and don’t know of Quebec.
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Fanny Latreille was born and resides in the unceded territory of Tiohtià: ke / Montreal. 
Her interdisciplinary practice revolves around a documentary approach to the exhibition. 
By declining a subject in several forms, she materializes a mental aggregation by which 
she tries to define the cultural meaning of the image. In general, it is the culture-history-
politics relationship that motivates her research-creation process. Thus, she has a marked 
interest in the cultural and social manifestations that take us beyond time.

In 2020, she received a MFA from Université du Québec à Montréal (UQAM). Her work was 
featured in solo and group exhibitions, as well as in video programming, in Canada and 
France, including: CEAAC (Strasbourg, FR), Galerie de l’UQAM (Montreal, QC) and Centre 
des arts actuels Skol(Montreal, QC). Her work has been recognized with the Omer De 
Serres (2012), Robert Wolfe (2013), François-Xavier-Marange (2019) excellence grants 
and has been supported by the Conseil des Arts et Lettres du Québec. As an cultural 
worker, Fanny Latreille has been involved, among other things, in the organization of the 
Interuniversity Meeting for Contemporary Performance (RIPA) and at the Centre CLARK, in 
addition to sitting on several boards of, including the magazine Le Sabord board. 
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