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[ course b one so modern as L am, *enfant de mon sidele’, merely
i look at the world will bae I.llh-l.L:r'h ]m'rl:r. I tremble with ]:|||=4.|:-l1|r~|' when |
think that on the very day of my leaving prison bath the labormom and the
lilae swill be Blsoming in the gardens, and that 1 shall see the wind stir into
restless beauty the swaying gold of the one, and make the sther toss the pale
purple of its plumes =0 that all the air shall be Arabia for me, Linnaws fell
omn his knees and wepl for jlr_'r when le saw for the first time the ||:||1;_ heath
of some English wpland made vellow with the tawny aromatic Blsssoms of the
comman furze: and | know that for me, 1o whom fowers are prart of desire,
there are lears wailing in the petals of some rose. It has alwavs been =0 with
e from miv bovhood, There is not a single colour hidden away in the chalice
of a flower, or the curve of o shell, 1o which, by some subtle svmpathy with
thee very soul of things, my nature does not answer. Like Gautier, | have

always been one of those powe qui e momde visible exiate.

Still, 1 am conscisus now that behind all this beauty, satisfving though it may
b, there i= some spirit hidden of which the painted forms and shapes are but
mides of mantlestabion, and 1 = with this :t|1ir.il that | desire to become in
harmony, | have grown tired of the articulate uiterances of men and things.
The mystical in wrt, the mystical in life, the mystical in naturee, this is what |

urmn lowking for. It s absolutely necesciry for me to find it somewhere, "

= Usear Wilide, Ne ]'rnfumﬁ.i., 1L

Jorddan Bezadhwarh
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Hidden in the Camouflage of Decoration

by Sl1uarl Rerd

Manifest Destiny brings together works by John Armstrong, lordan Sroadworth, Deug Cuildfard,
Sadko Hadzibasanowic and Patnick Mahan, These five ansts experiment with decorative pattem
and grnameniation in theie work. Each is in same way interested in the nature of surface. in the
process of constructing beaufy and in the seductive power af weneer. Prediy [loral wallpaper
patterns, deraph-like thapes from Victerian gingn'rbuad. wiadwark, :I.leiﬁgl: af sea creatures, 1he
u-lﬂﬁ:tinn of & :ing’lg rase = all these are pmilggq-;l im these warks which expand what can be
corskdered a corventionally masculine vecabulary. ‘While some af the watks in this exhibitian
engage in ditect dialogue with the decorative traditians, others appropriate structure from those
arts to betber cguch critical i111mvng'nli-;|n: of g\:ndgr. shifts im contermparary celiure, personal
marrative or the act of J.rtrn.;l:im; itself. By l.|1:i'|1g' flaral imagery and patiern in theit cammitment
to creating 3 decorative surface, the artists In Mamifest Destiny borrow imagery from the
traditionally feminine arts and crafed related to the domestic enviranment, the private, the
everyday. Conversely, public ar urban space has traditionally been cansidered masculine — formal,

mesereed, unemational — am architecture unmelated 10 the living body.

COwet the past four peats, the Art Gallery of Mississauga has presented several exhibitions by gay
male artists addressing concerns about the human body in the face of the AIDS/HIV pardemic,
Regan Mavris: Last Works (1994), Andrew McPfaib Decarofogy (198D and, mast recently, Philippe
Raphanel Foisans/Phobia (1998) have all used imagery from the decorative arfs, particularly
domestic wallpaper and floral studies, as an analogy far the mysterious and frail beauty of the
wilnerable body. Sexuality and martality ane imterbwined in & dialogque which engages 1he threat
af an untimely death pesed by a mystenous, invisible viral diseaze cammunicated through sesual
contact and the exchange of bodily fluids. Images of the ephermersl beauty of flowers, for
example. are charged with irony and poignancy — as Oscar Wilde gestures in the apening guote,
“there are bears waiting i the petals of some rase”, These artists” works invite dislogues on

Alfernative sexualities and the palitics and cultung :l.lrrnunding fhiem,



The decorative arts industries attend fo the surfeces and materials that howse and comfort the body.
Damestic fextiles, wallpapers, ceramics, wood and ron wodk, for example, produce imagery that s
wery often an artistic manifestation of mature’s creations, ultimately giving order, pattern and reason
to the perfect beauty of arganic form. As the AIDS crisis reveals, the natural arder of the soganic wadld
k5 in A precanous and ever-shifting balance. Imagery taken from the safe confines of the hame,
wsually rendered in & style reminiscent of a pravious, supposedly idyllic time, gives some comjort

afjainst the spectre of nature mun ampk.

The artists inclueded in Manifest Desting do not pointedly address the human body as their primary
subject matter, but all use ihe langquage of the decorative as a mediatar af their specific contexts,
The wodks in this exhibition appear to support the traditienal areas of male endeavour as they
address less intimate subjects than the body: outward social concerns, ssuwes about wark, gender
and space. The foregrounding of technical procedure presents arfists with & concrete way of
lecating and codifying what is shifting and undefinable. Often the processes the artists in this
exhibition have used speak of labaur, a5 with branze casting, silkscreen printing and carpentry,
Although tatiooed with delicate jloral paitern, the underlying materials are often industrial. This
senge of the material is important in all of the wark in the show; the paintings are really about
paint; bits of wallpaper are the real thing, net a facsimile; building lumber is decorated, but left
in its raw state. n this sense, the pelitics of the body have not been forsaken for a corporeal
inferigaity: here, we have obvious and quite physical factors implied by labour, Artists are casting,
printing, building, painting = all i wark, all is enmobled by the dignity of labour. The surface
decoration playfully moderates & wery “masculing” industry. i insineates figuration,
vulnerability, an awareness of the senses = a teverence for the artist’s sumoundings. an

acknowledgement of natural beawty and of the home as a sanciuary.

Oscar ‘Wilde, imprisoned because of his sexuwal origntation, wrote the guotation with which |
opened this essay, recalling his anticipation of rebease from the Reading Gaol im 1897, 11 s alse a
rhapsodic tribute 1o the transcendental and erotic powers of nature. At the sisk of being heawvy-
handed with a metaphar, one might read Manifest Desting as addressing the emancipation of this

group of male artists from the constricking traditional definitions of masculinity, Their gender,
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however, can hardly be understood a5 a prison in the liberal 908, 4 time far removed from the
severe confines of Victorian England. Social organization has changed dramatically in the last oo
years. A new model of equality between the sexes has been established by the feminist moverment;
inviting men to re-enfer the domestic envitonment as equal pariners, bringing women intg the
workplace, the urban environment of industry and commerce, Boundaries between the sexes have
blurred and new niches have been carved in the gender spectum for people who are homesenual,
bizenual and transgendered & well a3 hetercsexual, 11 fitting that the title for this exhibition, the

term “Manifest Destiny,” b defined a5 & future event whese occurrence is unevoidable,

Manifest Destiny reveals that artists are explaring new sources of imagery without the dagrmatic
limitations previously impesed by codifications of gender. What we see in the most challenging
contemporary am is that gender boundaries are conditional and subjective limits, The works included
in this show enter a dialogue with decoration and beauty, and ane relevant not because their makers
are men (both gay and straight) but because they are cbservant and insightful arists working n
comiplex thmes. The so-called injormation age with its assaciated digital technalogles afford us a new
facility im samplimg and collaging information and images from disparate sources and historical eras,
Scanming, cutting and pasting, bBorowing and copying are all fumctions related to Images and
wards, facilitated by the computer. Several artists in Manifest Desfingy treal thelr surfaces like the
computer clipbeard, borrowing bits and pleces from sometimes random sources, justapesing them
for the profundities that their coesistence reveals. Conscious of histosies, both persomal and
collective, these artists explore surface decoration as a viable language in addressing their cwm
practice in their chosen medla. Unhampered by assumptions that decoration (s facile, that emament
and beauty should be associated onky with the feminine, 1hey ane free 10 explore this new kin. It is
an allusing surface and the arists nevel in the mubte power of ernbellishment, relishing beauty for
beauty's sake. Osear Wilde acknawledged that beauty i a heady inlaxicant — mary conlemparany
artists shovw that it i rooted in the wiry act of artmaking.

In making such broad statements, one must acknowledge that references to decorative arts in this
gxhibition are culturally specific 1o people of British and Morthgrn Eurcpean descend, idyllic™
fimes, in this context, would be the late WVickorian age ar the garly part of the 2ath century, when



the Arts and Crafts movement flourished, in part a5 a rebellion sgainst mass production spawned
by the Industrial Revolution, Of course, & contemparary artist of First Nations, Asian, African or
Southemn Eurapean descent may have very different reference points for familiar pattems, textiles
and decoraticns, From other perspectives, the decorative arts associated with Eurepean culture
(bath "high™ and ~low™) may connote an aggressive colonial history. For many, apparently
benign decorative markings of patterns become violent brandings — evidence of claims made by
the conguering culture. This patterning. ironically belligerent and, therefore, masculine in the

traditional sense, may be emblematic of cultural assimilation.

Similarly, im the gos, across all culiural beundaries, the Morth American home has become
colonized. What was once & safe haven hai been invaded by the media — a virulend canduit af
congumerism, Design and decer have become mene catch-phrases, recast in lifestyle magazines
which function as stybe manuals that dictate what is beaufiful, what is in vogue, what we need ta
ke happy. Pattern and decoration have become signals of clags consciousness, telling those
arpund us our slatus in sochety. The cult of Marha Stewan fills our peripheral viskon with garish
chintz, screaming middle class stability, adamantly proclaiming validity and worth by way of &
trumped-up genealogy. Mo matter what your cultural background, you too can buy into the
trappings of the Mew England idle rich. Table cloths, sheets, curtaing, towels, wallpaper, evin
clothing can be encoded with the signs of geod taste. Everything from a printed Hermies icar] to
the kitsch rug depicting dogs playing cards arcund a table (which has become an icon of trailer-
park decar) is charged with infermation these days. Decoration is [oaded, pattem is potent = bath

ane nivw Infarmation and, therefore, marketable.

Several of the artists In Manifest Desting have sampled patterns and designs from earlier periods
in histary referencing identifiable styles and trerds — either from a century ago In Victorian times,
o1 decades ago. This may be a nostalgic glance typical of a fin de sidele, or it may be fundamental
b an arlistic practice which explores the vocabularles found in ant histery. This exhibition cites
painters, sculptors and craftspecple from this century and previous ones, weaving the
contemporany work into salid relationships with works that hawe came before, This type of visual
referencing works in the same way that 1he surface patterning does. Non-verbal asseciations and
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wisual mm'pafimn: arg all valid and intertional in ;r‘lmak.ing. These :ﬂr‘ﬁiﬂvﬂy bh'ligﬁ decoratiand
are potent reminders of the spaces and rooms that we Inhabit, texiures that we have enjoyed,

displays of natural beauty that have inspired us,

The chijective of this exhibition is not to prescriptively defing or limit the reading of the works
gathered as a culturally specific dialogue en aesthetics, or fo offer a treatise on the expanding
mabe consciouiness, although both are undeniable factors. This i3 an apportunity fo examine five
individual bedies of work that overlap in a wisually pestic sense, because they draw elements from
like sources and share similar concemns. Manifest Destiny includes works straddling several media:
painting, printmaking, sculpture, drawing and installation, Within such diversity are multiple
réferences to domestic floval wallpaper, hidtorical textiles and ornate surface decaration. There are
owert nods to art historical legacies and acknowledgements of traditionsl techniques and
particular art and deslgn gennes. Many of the warks, as well, share an ireverence for such histories

in their unusual use of matetials as well as in their physical presentation,

In the opening quate. Wikde speaks of “some spirit hidden of which the painted farms and shapes
are but modes af manifestation”. In this introduction, | have attempted to Identify some of the
guestians that surround the wark fram & contemporary context, nating the cultural canditions in
which the abjects have been made. In the descriptions of the individual artist's works that follow,
this catalogue document of Manifes? Desting aims to discuss the spirit and intent that have moved

the arfists 1o create, to pattern, to decorate and encode their work with resonant meaning,



JORDAN BEROQADWORTH is imterested m the jormal tenets of pa nting: i creates abitract paintings
that suggest architectural spaces through the blecking and colouring of his compesitions, The
wirtical glements in Sroadwarnth § compoditions ane rooted in a harizonta grounding bar that rung
acrods ihe bottom of each painfing. These upright posts ane an integral part of Broadwarih's
baildi ng struciune — they give it thythm and divide the pai r'1|n|;'5 surface into an orderly sevies nI‘
rectangles, creating windows, portaly and passagéwdys. Painted in rasty brownd, sletly griys.
ail=slick greerd and imdiga Blues, thede p.:ln"i-u;:. comjure industrial archifectune 1"1-|;u.|.g-h colour
that is not assodiated with either {loral or decerative $ources, in a palette of night rither than day.
the urban ratkher than the bucolic.

A4 with |ohn Armstrong, Broadworth uses decorative marks ag figures on abstract grounds. These
bty A exagoéetated srabesques devived [rom the Cut-outs of Victorisn architéctural
gingerbread work, These shapes become the body within space, the sccupant of the compadition
i s g WP A thesls (University of Guelph) entitled Cawse + Effect. Broadworth discusses the use
nl' these ornaments in his paind s

Cin modrrism § forced separation bétwedn art and decor, &t was awarded full fromtal
attention, decer was left with the peripheral. In my work | strive o Engage the peripheral,
not in the installation of the work, but by gngaging the sideways pull of decor, | work
with decorative "off-cuts,’ the by-preduct of reproduction Victorian architectural details
commanly referred 1o as 'g n;n-l:-ﬂ,-ad' 1 was first drawn 1o the apparent :I|1.¢|r."||-1g
imnocence of gingerbread’s baske function; to fill space. Having siudied these motifs for
a few years I've found they are not jormally innocent; they dom't just fill space, they
seduce i1. Each closing leads to am opening, each cpening to a clesing. Every excess
results inoa woid.”

Broadworth's waids are not inactive spaced. The coloured rectangles include dripping, runaing paint
that has been controlled and forced imto a repeat pattern, The drip 5. of course lalong with
Armatrong s aAbsiract painting grounds), hemage to the action paintings of |ackson Pollock (igiz-54]
angd the history be and his contemperaties began for medern painting practice. The drip i evidence
of the antist’s consciousness of the nature of his material and the sublieties of the langquage of
painting. Broadworth's drips are applied to a heavily gessoed-and-sanded surface, then are scraped
off before they dry. These drips ate traces of organic marks, rendering the gingerbread seraphs as
“pther” —an imhabitant of space rather than part of that structure. Theme is a push and pull between
the grownd and the decorative figune that catalyzes the relationship, Paint as a mibterial with
meaning and Ridtory DEOGMES PATAMGURNT In thede works, Brosdworth § harmeiding of 1he brute force
and emation of Pollock’s action paintirgs offers & reconsideration of the muscular gesturing which
has characterized this medium for much of the latter part of this century,
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broadworth also understands the paradoxical laws of compositional dynamism: withowt
asymmetry, there is no symmetry. The artist has cut away the upper right hand corner of each of
his canvases, affixing a separaie square canvas as a legend or key to its larger mate, The square
window gives all the injormation one needs to read the work; it operates 45 an independent,
fu.li:,-' rescleed composition, the genetic key 1o the I.!.rl;tr manifestation. In Temper, Termper
[151.!:!_ Brcadworth further complicates this sense of multiplicity by pairing two paintings -u-[ the
same composition, The mates have accompanying legends, both look much the same. Are we 1o
redd this as a negation of the concept of the original, or are we 1o merely appreciate the subtle
differenices between the 'pqlr'? Patterm relies on duplication, lordan Brgddworth hows ust that
painting does not allow for exact replication and he brings the whole impetus for making unigue
images info question
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