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Art Gallery, gift

Zucker,
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lower: Jennif
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Jennifer Stead’s Mecander 100",
a drawing on a paper scroll that
unlurls to 100 feet, speaks ol a dif-
ferent kind of connectivity to the
landscape, of an ongoing process
of [inding one’ self reflected in the
natural environment. Stead, who
lives in Banll, created her imaginary

nature scenes through a process of

rough memories and mus-

imas retaine

d from daily walks in

h dav she rolled up

ous day. then

“taking a
Klee would have his stude
Stead takes a walk for a li

dering and transforming
ences of nature, and therebv folding
asense of wonder into her own life.
Meander 100" is a work of beauty

and dazzling draughtsmanship,
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vet the simplicity of the process of
drawing with charcoal on paper
collapses all barriers between artist
and viewer. The works lateral ex-
tension accentuates the viewers
sense of intimate involvement. The
scrollis an invitation to walk along-
side the artist and ponder some of
the means Lo create meaning in our
lives that we, as techno-urhanites,
are losing: not just our connection
to nature, but drawing as a basic
mode of seli-understanding,.

As transparent and direct as
the process of drawing is, Kelly
Richardsons digital means, instead,
are opaque and mediated. Yet these
digitally manipulated video projec-
tions are crucial participants in the
discussion on landscape in which
the exhibitions at the KW/AG are
engaged. Exiles of the Shattered
Star shows a still of a nondescript

landscape

lake, hills and sky—in
which slowly, silently, relentlessly,
fireballs fall from the sky and dis-
appear into the earth and water. A
bucolic soundurack of twittering
birds accompanies the video. Her
second work, Forest Park, 1s a two-
channel video projection. It shows
a vacant field, above which—in
advance of new housing develop-
ment—a [lock of streetlights hover,
flickering to the rhythm of chirping
crickets. Richardson’s use of new
media draws her phantasmagoric
landscapes into a current, everyday
reality, more so than the works of

the other artists. By digially disin-

ng the unity of her landscape

appears to identify new

threat to tradition

11. she uses these
very same means to evoke a new,
wondrous sense of beauty that has
traditionally been associated with

landscape representation.

Richardson, then, is not an
anomaly in this quartet of landscape
exhibitions. A non-ironic, pro-art
sensibility comes through, even in
her use of new media. All four art-
ists show what is worth holding on
to in changing times: a passionate
connection to the natural landscape,

preserved through art. B

“Geoffrey James: Field Notes,” “Kelly
Richardson: Forest Park,” ©
Stead: Meander 100" and “Alex

Cameron: Changing Weather” were

ennifer

exhibited at the Kitchener-Waterloo
Art Gallery from January 11 to March
23, 2008.

Petra Halkes is a painter and critic
living in Ottawa. She is the author
of Aspiring to the Landscape, On
Painting and the Subject of Nature
(University of Toronto Press, 2006).

VISUAL ART

Brendan Fernandes

Portia Priegert

ne of the key debates

in post-colonial studies

centres on the notion
of cultural identity, specifically
whether a pre-colonial identity
can be recovered or whether
identity is irretrievably linked to
the experience of traversing colo-
nialism. One influential theorist,
Stuart Hall, postulates that cul-
wural identity is, in [act, “a poli-
tics of position™—in essence, an
ongoing process of transforma-
tion that responds to ruptures and
changing conditions, whatever
they are, with no form fixed at
some idealized point in the past.

“Cultural identities come from



somewhere, have histories,” Hall
observed, in his essay “Cultural
Identity and Diaspora,” 1990,
“but like everything which is his-
torical, they undergo constant
transformation.” Artist Brendan
Fernandes similarly rejects what
he views as the notoriously slip-
pery ideology of cultural authen-

ticity, with its seeming promise

various systems of cultural ex-
change. He works with satisfying
circularity, oftering three nuanced
installations that consider the chal-
lenges of theorizing the “other.”
Fernandes, who last year com-
pleted the prestigious Independent
Study Program of the Whitney Mu-
seum of American Art. has clearls

e T e otgis. (G
profited from a period of i

at age nine, says he is drawn to
stereotypical imagery of safaris as
commodified tourist representa-

tions, rather than to actual details

of his v

cultural authenicity

of stability and certainty. Instead,

he appropriates past and present
forms of representation to create
rich and layered [usions that make
reference to the histories of en-
twined cultures.

It is not, perhaps, a surprising
stance for an artist whose life and
heritage engage so full a range of
cultural expressions. South Asian,
with forebears in the {ormer Por-
tuguese colony of Goa, but born in
Kenya, Fernandes is an immigrant
to Canada who 1s now based in
New York. His recent exhibition,
“For My Culture,” at the Alternator
Gallery for Contemporary Art, an
artist-run centre in Kelowna, BC,
navigales the complexities of the
post-colonial paradigm by re-
flecting on the meaning of home,
the hybridization of identity, and

intellectual focus. Everybody may
be doing Diaspora, as sociology
professor Rinaldo Walcott has ob-
served, but Fernandes positions
himself both within and without
various subordinate communities,
a strong vantage point from which
to contemplate the ironies of in-
dividual dislocation at a time of
unprecedented global connection.
His focus is the safari as metaphor
for the inscription of culture onto
identity. While the safari refers to
his childhood in Kenya, it more
broadly engages one of the iconic

Western distillations of “Africa®

a
construct forged in the colonial
era and probably paralleled now
in the popular imagination only
by the pyramids of Egypt. Even
Fernandes, in seeking to recall

memories of Kenya, which he left

Fernandes’s installation,
NeoPrimitivism 11, features a herd
of decoy deer wearing flimsy
white plastic masks that he cast
from “African” wares sold by
street vendors outside his Lower
Manhattan studio. The piece,
which one might jokingly dub
“Les Doe-moiselles d’Avignon”
for its parallels to Picassos pivotal
1907 painting, draws intellectual
sustenance from theorists such as
Frantz Fanon, whose 1952 reflec-
tion on the divided sell, Black Skin,
White Masks, remains inlluential.
Visually arresting, the piece also
invokes ideas related to mythical
hybrids and the contested ter-
rain between nature and culture.
This interest in binary con-
structions—an ideolegical tool

of colonial control that helped
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Lerr?r;ndan Fernandes,
installation vievs, Alternator
Gallery for Conternporary Art,
Kelowna, 2008. In background:
Homecominig, 2008, digital viden
projection. In foreground: Neo
Primitivisen 1, 2007, life-sized
decoy deer, plastic masks

Photo: Pudy Tong.

right: Brendan Fernandes,
Authentic Popi, 2007, balloons
with printed images, helium
tank, cardboard boxes, metal
cart, ribbon. Installation

view, Alternator Gallery for
Contemnporary Art, Kelowna,

2008. Photo: Pudy Tung.
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subordinate the colonized in rela-
tion to the colonizer—is a key to
appreciating Fernandess work. But
whereas the West has traditionally
empowered one half of the paired
terms—"white” over “black,” say,
or “civilized” over “primitive"—
Fernandes adopts an ambiguous
stance in which binary hierarchies

repeatedly shift, an instability that

resists the easy categorization of his
work as a one-dimensional strategy
of resistance.

Fernandes is also interested in
the dissemination of culture and
how concepts of authenticity are
diffused in commercial transac-
tions, whether through tourism
or trade, and in informal chan-

nels of gifting. In Authentic POP!,

Wt

NEW Publications

Shelagh Keeley:

An Encyclopaedia of Memory and Slowness

Paul Butler’s Collage Party
Co-published by MOCCA and the Alberta College of Art and Design

Carolee Schneemann: Split Decision

Co-pu

hed by MOCCA and CEPA Gallery, Buffalo, N.Y.

Walter Redinger: Return to the Void

COMING FALL 2008

John Brown: The Visceral THING

t Monkman: The Triumph of Mischief
5 CA, The Art Gallery H
ery of Greater Victoria

Balint Zsako: Works from the Bernardi Collection

HOPE TO SEE YOU
THIS SUMMER!
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snowbunny by Walter & Camilla

he creates a mobile kiosk basec
on those of street vendors out-

side his studio and offers viewers

white latex balloons printed w

stylized drawings of masks {rom
the African collection at the Me:-
ropolitan Museum of Art in Ne
York. By facilitating the migration
of ephemeral tourist-style souve-
nirs beyond the gallery, visitors
engage with inflated notions
authenticity related to various sy=-

tems of cultural and commerciz!

title slyly refers to the commodi-
fication of Pop art, it also reflects
current popular modes of con-
sumption of the “exotic,” such as

the museum gift shop. We are

seems, less distant [rom colon
antecedents than we might care
to believe, even if the trinkets we

choose are plastic.

piece, Homecoming. He has mixec
the seemingly melancholy roars
of lions in a projected loop of ap-
propriated documentary videc
with the ambiguous directive: *G

home.” But when cultures occups

what post-colonial theorist Hom:

Bhabha characterizes as a liminz

space of reciprocal transfor
tion, a return to a mythical au-
thenticity becomes an elusive g
for “colonizer” and “colonize:
alike. You can't go home ag:

Fernandes concurs, whate

wherever home is. He argues -
best strategy is to move ahezc
retaining what you can of the c.c
while adopting the new. And
balloons and plastic masks as ‘o=
tive party lavours, to celeb

the ongoing project of cu

metamorphosis. B
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