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Abstract

Search Partys an installation and video exhibition that explores my idedthpw it is
constructed and consumed, and how representations of landscapes and discourses of
6Canadi anad pl 8igce iinavingita Seuthkro @ntadotfromoAlberta, | feel
lost without the RockiesAttempting to comfort this disorientation, | developed the idea of
an alter ego orrn@ fpeakesomhar tahésneaald. The
for an examination and questioning of the troubled relationship thatlvigly my own
identity. Throughout this body of work, my alter ego attempts to navigate the landscape in
search for a place of comfort and a relationship with spébsough the guise of memory

and souvenir, the exhibition uses personal memory, stratefgiegnactment, and various
familiar display methodologies to explore the aestheticization and commaodification of

identity, land, and nature.
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Introduction

Search Partys an installation and video exhibition that explores discursive trajectories
located between identignd landscape. The exhibitiases personal memory, humour,
strategies of renactment, and methodologies of display, to paiecritique ideas of
6Canadianad (the contr ol | eafblerepresentationotCamatlay, pr ob
thelack of equity and inclusivity in Canadian setttaionial culture, and thienagesof gender
in popularized versions of the-salled countryWesterrculture. As a Canadian descentaf
English, Ukrainian, and Romanian settlers, | grew up in Western Canada and moved East to
further my educatiorSince moving to the East | have been working towards this exhibltien.
exhibition reflets my discomfort with my identity, my attachment to home and land, and my
attempt to challenge colonialism through my artistic practice. | address this discomfort through
constructed representations of the West, performing through constructed idemntdies,
investigating, through both installation and video, my ambiguous relationship to nature and
place.

To traverse this complicated and uncomfortable ground, | actacept the role of the
imposterand attempt to construct both a physical and an eieba@nse of place. | seek
landscapsg where | have no ownership, aaitempt to feel at home. | hide under a fake rock to
try to blend in. | wear a high cut bathing suit and cowgirl fringe to allow myseti@gwhile
performing to videpbut still fall baween the space of predator and prey. In combination with
the video works| created colarful abstractions of mountaimsit from automotive stegihich
also function as highly polished shelving. This suite of sculptures relates to the negotiation of a
constructed | eisure and the natur al | andscapes

highways. Most Canadians drive to experienature, to ski, to hike and to participate in other



outdoor activities, but they also experiemagureen route | would argue that these highway

adjacent landscapes viewed from the position of cars, function as gpetdeet, postcartike
souvenirs, and are often used as one of Canad
yellow, or black and white along tmeadside frames various constructs of experiences such as
lookouts, campgrounds, points of interest, historical sites, gas stations, and gift shops. This
concept of Canada as both wilderness and place of outdoor leisure rubs up against more sinister
narraives of settler colonialism and the commodification and exploitation of nature (especially

in Alberta). A perception of leisure as a consumable product gets disseminated through
advertisements, campgnudi passes, and tourist keepsakesearch Partythrough the guise of
memory, the handmade, to mass productioginterpret the landscape in ways that positions it

as souvenir. The audience has the option of takimgmentdrom this constructed event in the

form of a postcard adorned with images of @ Cowgirlpersona and her costume ephemera.

| choseto title the exhibitionSearch Partyas the term relates to the attsearchingor

somethingor someone that is lost, hidden or missimgthe exhibition, search implies the action

of looking orseeing a$ attempt tanavigate Southern Ontari®he word partyeferences leisure
andenjoyment, much like bush parties that are a common pastime in the phaispte of this
reference to community, in both the video and installation works | ane ase@arching for

somet hing that candét seem to be found.



The Backdrop
Identities that are usually associated with the landscape and culture of Western

Canadaare constructed and consumed in a partiauianner and fit within &roader
discourseovhat is uswually tebpmietd oonGa nya ddieaf nianbe.s WeChasn
as fimaterials (historical documents and artifacts) concerning or characteristic of Canada, its
civilisation, or its culture; also: a collection of sucam e r i al s\WebgteMe r r i am
Web). My interest in exploring these discursive trajectories between identity and landscape
stems from lived experience: the majority of my life I lived in Western Canada where |
participated in homogenized cultural and touristic events associatethe/tkest. Buying
into these activities as a child and a teenag
surface in my work.

| grew upin Calgary and dressingup lilke c owg i r | i's something tha
was a child. Thgreatestelebratio for the city is theCalgary Stampede a tenday
celebration with pancake lakfasts, bucking broncos, chwekgon races, midway rides, and
deepfried foods. The pedagogy of the Stampede encourages dressing up as a cowgirl, then
reinforces that doing so Imoth acceptable and desirable. Every year my mom would take my
sister and | to Sears to pick out a new parade hat even though they were alwaysdha same
straw cowboy hat, with a plastic sheriffods ba
blue whstle. Later in life the Stampede was an excuse to dres#&/esternand go on a ten
day bender. The Stampede unfolds as a public performance separated into twofthemes:
Wild West,complete with cowboys, agriculture, an&®pede princesses, and the

cownterpari is represented by a narrative of nature;ipdeistrialization, and Indigenous



tales. The Indigenous community participates in the Stampedathgringat thelndian

Vilageeas pace where the five nationasadSksksuu TOoi na,
erect tipis and perform pamows andshowcaséraditional arts and craf($ndian Village.

Web). The Indigenous community is also represented by the Indian Princess, who is chosen

by the five nations toepresenthe Treaty 7 as part of the Stagde royaltyindian Village.

Web) The I ndiantBriedoaesas @s auvudl enices about fdthe
Nations culture and welcoming visitors from around the worlthédndian Village and the

Calgary Stampedeo ( Rracesy.aMeh). TiRtSamppde Rgyad | ndi an
comprised of four membersvo princesses, a queen and the Indian Princess to promote

Western heritage and values (Calgary Stampede Royalty. Web). These Stampede staples

havebeen around since | was a child, dtwiieve audiences have become complacent to
thesere-enactments and semantitsthe era of truth and reconciliation i t 6 s t i me t o |
historic Cowboyindian narrative.

Andyet he cowgirl stereotype is soneldshi ng t hat
vision of confidence and personal freedom that is present even as | question it. Yvonne Tasker
discusses gender identity and freedom as they are enacted within the genre of the Western in her
bookWorking Girls: Gender and Sexuality in Popular Gme where she states,

If the Western is noteworthy for its foregrounding of masculinity as a form of

performance, which, at least potentially, links the showgirl and the cowboy, it is also

and preeminently a genre in which freedom is the central term.\Whstern is a

genre in which white men and women achieve freedom in class terms that is simply

unimaginable in other genres (Tasker 53).

In terms of gender identity, dressing up istcairto Westernideology: | joke that you can take

thegirloutof Albe t a, but you canodt tlakgildawetotAd ber t a ot

boots, fringe, and braids. Being a fake, temporary cowgirl is fun; yow @eit pickle corndogs,



two-stepand enjoy carnival rides. But there is a darker side to the imitadiomg i r | ; s heds
who constructs her identity through a performance of stereotypes. | identify with many Western
typecasts due to the representational narratives that were repeatedly portrayed through media,
advertising, events, and fashion trends, alerigt h t he cityés branding. T
anannal event wh e rfalstoredeesss colonfabpsast. BsrManiyd Burgess
explains inCanadian "Range Wars": Struggles over Indian Cowboys:

At the Calgary Stampede, the parade, thedagbthe fairgrounds, the rodeo,

and the media al/l |l ay out a particular ndped

to national narratives of identity. In the story as they tell it, Indian people were

virtually extinct at the time of the arrival of whisettlers. The first of the latter

were the cowboys, who arrived together with the fur tradedgteNorth West

Mounted Polic§Burgess 1).
| am both a withess and a participant in this pedagogy of mediated regional narratives. The
Stampede demonstrat@g€urocentric patriarchal structure basedlominance over land and
beasd it celebrates masculinity in all its forms. The misogynistic and hgprualized attitude
that accompanies the Stampede was brought to
installationThis is What It Feels Likereatedoy Next Gen Men (Dempster. WelNext Gen
Men is a noffor-profit group focusing on gendeducatiorandequality.This is What It Feels
Like critigues the objectification of women in public spaces. ifbtallation invtes viewers to
enter a trailer and, once insiddone in the darlall you hear are recordings of catcalls. The
experience of being inside this installation provides the witness with an approximation of the
experience of having unwantedmments directed towards you becaofsgour gender.
(Dempster. Web

The macho romanticized cowboy (and cowgirl) narrative is a whitewashed myth that

sublimates the history of Indigenous people to foster frontier folklore and a vision of&Canad

that isboth white and maleAs a female and a person who seeks solidarity with Indigenous



challengesthese narrative privilegesvision of Canada that does not include me. In order to
navigate t his u,nbchotsatbentbadpd hgbridipersdrecause ibatloys
me to explore the push and pull relationship that | have with Westernized culture. Thus, the
backdrop to this @xbition is my lived experienée blown apart, critiqued, looked under,
unpackedandselfexamined. Tansplanted from West toakt, | am attempting to come to terms
with why | havenever fit in hereUsing humour, and a DIY aesthetic, | adopt a constructed
identity that | seek to dislodge at the same ti8earch Partytherefore isan extension of
myself:it tells a story thats part truth and part fiction, and through the intersections between

them, attempts to open up a larger guestf Canadian identitgnd its many mythologies.



East Fakes West

When enteringhegallery,the viewer encounterdentity exploratiors told through two
video works City CowgirlandLost Without Youln City Cowgirl (Figure 1)dressed as my fake
persona (in fringe jacket, cowboy hat and boots, and bright bathing suit) | wander around a
boggy wooded area without purpo3ée Jdeo is located inside a make shift hunting blind, and
in order toview the video, the viewer must walk apset ofsteps. The blind mimicsural
architecture, huntinglinds, ice fishing hutsguthousesnd tree forts. Oncesidethe blind, the
viewer wil encounter two holedrilled through the back wall taew the videanuch like a
peepshowWhen they opt to climb up the structure to peer through the holes, the viewer
becomes complicit in thact ofvoyeurism.

Lost Without YoyFigure 3 is a looped video with long takes of éstape shot from a
fixed point of view. The scenes are of rural Southern Ontario landscapeghdadome
incorpoate trees, large stonesjowcoveredfields, others present void natural spadéhat is
consistentn all of the scenesiafake rock. Thdakerock appears, sometimes resting within
the space,ra at other times growing limbsefale legs are exposed with black bow boots
covering her fegeandarms protrude from the sculpture wrapped in a fringkga The rock at
times attempts to explore the natural environment but appears to bedoddbst. The title
hints at thissense of loneliness atite unsettling feelings of not belonging; it is directly linked
to my feelings of being lost without timeountains since moving to Ontario.

Onthegallery walls are a collection of colourful metal shapes which mirmeth clean
cutlandscapeformsnd r ef erence souvenirs and O6Canadi an

entitledSistersafter theThree Sistersnountain peaks near Canmore, Alberta, (an hour outside of



Calgary act as simplified replicas of the physical mountain range. Each piece of sheet metal
becomes a sculptural object through the fold and is painted with colours that are associated with
nature, camping equipment, neon safety gear and the constructionyir{flustescent orange,

neon pink, metallic chrome, lagoon, golden sunset and rebar green). Spray paint is an
authoritative material that is often used to mark terréopyoperty lines, hiking trails, graffiti

and construction sites. My use of spray paintt ahoice of colours, speaks to concepts of both
demarcation and camouflag&ome of these display forms hold nothing, while others hold
pseudereplicas of the forms made @eramic. Placed among the scattering of ceramic shapes,

are miniature figurativecsilptures of rocks with legs protruding from the mass. Created from
Styrofoam, the process involves carving a rock structure based on my memorieR atkies
andatt aching girldos | i mbs (| éaksclag fheseooakrl ar ms ) me
sculptures act as mementaosimicking the persona inost Without YouThey are scaled down

to be handheld, thus becoming an object of desiear@minder of the journey spent with the

rock coveredCity Cowgirl. Accompanying the videos and objeists& hadcrafted sandwich

board The sandwich board, a leftover from retail used to advertise, promote, draw customers in
or offer up memorabilia, holds a variety of postcards. The postcards poéstographs of my
personaand theephemerahe uses to adorn helfs(the fringe jacket, boots, and swimsuit)

These objects are tak@ay® souvenirs from the exhibition.



Figure 1. City Cowgirl. Tait Wilman. Video still. 2017.

Figure 2. .Lost Without You. Tait Wilman. Video still. 2017.



Figure 3. Search PartyTait Wilman Installation View. 2018

Figure 4.City Cowgirl Tait Wilman. Installation View. 2018
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Rock and Roll, CostumesHybridity, and the Imposter
In City Cowgirl my alter ego wears braided pigtails, a pair of sedwanttl black cowboy

boots, a vintage brown suede fringed jacket, a soft cadaured cowgirl hat, andfauorescent
pink swimsuit (with the texsummer sixten i n referencemthesuldmendk e 6 s a
2016) | spontaneously dressed up in a bathing suit in the studio one day, adding a fringe jacket,
cowboy bootsand hat and began developing a persona that | later namédytt@@owgirl The
persona has evolvas Ihaveused her for multiple performances. The video in the exhibition
was filmed during a performance art residency
Ontario. As part of the residency, | spent an afternoon wandéwiaggh a boggy forest with no
particular actions planned besides aimless exploration. Occasionalkeleya contact with the
camerd it 6s cl ear that | 6m,bwar kdmhakagisimimt bei hg
part due to the ridiculousness bétetire situation with the outfit coupled withe banal actions
| perform and the landscape that surrounds me.
In City Cowgirl, the camera shifts as if the viewer is holding binoculars. | occasionally
make eye contact with the camera, and | countegalze by continuing my meanderings unfazed
by the presence of a voyeur. Clearly, | am vulnerable due to my exposed legs (which were all cut
up by the end of the day due to the prickly shrubs), my brightly coloured swimsuit, and my
Aamat eur 0 i thelandseapdhave mo itemis of burvivago either | am in danger or
simply looking for a place to set up canham aware of being watched possiblyhunted and
within the confines of the duck blind, there is the added inference of the malé/yazetions
are ambiguous, regardless of these ambiguitiesfact remains that | owmy engagement with

the landscape.

11



Playing Cowgirl

Using stereotypes, | caxamine my relationship to the Western imagery of a codvgirl
fabricated figure ofthesoal | ed Atrue Al bertano completed by
province as a place with a deepnnection to its natural landscapes. | consider the cowboy hat,
fringe jacket, bootsand bathing suit to beneempowering costume for myselthere are
cinematic and redlfe models for the selflirected cowgirl, one could reference the iconic
CalamityJane or certainly Annie Oakley. Oakley embodied a persona that represented freedom:
shewas arebel,acredsr esser ( Tasker, 60), she wasnot ti e
mixed Western wear with Indigenous embellishme@isen her particulamnage, Annie Oakley
wasaprevalepmer sona for young girls to consume. Thi
Being Annie Oakleywhere she argues that Oakley created an image of freedom, competition
and strength for females:

Anni e Oakl eyds viimaigpd ivga s ci, competitive, anc

created by repeated stage performances that were conditional upon the various

contemporary venues featuring liminal stories of the historical frontier. Oakley is

usually represented as a girl rathsart a woman or wife, and never as a mother.

Her physically adept, free, emancipated, and modern image was well suited to

becoming a rebellious icon of the modern, New World girl/woman throughout

Europe and parts of Asia. Unencumbered by staff, childrgiwjsible) husband,

and wielding frightening loud and smoky weapons, her realm of authority was not

the home but the wide world outside. (McGrath, 210)
Similar to Oakley embodying a powerful image of freedom enodernity, | find dressing like
cowgirl to be a powerfl act of seHdeterminatiod per haps i toés the ability
thatshyndéwho knawsndihedeshwadcardehowWedDher s s
to seeing the sexgowgirl portrayed to us through advertisements, ng)waetelevision shows.

Whil e Anni e Oak]l e ybeauifd, shé was mdependeanhd sheomasaalhybryd

of masculine and feminin®eing female and using my body in my work in itself ¢e a

12



political/feminist add it canbe transgressive, mh like howWestern cowboy/girl image &so
politically charged. | want to challenge the patriarchal Western system by embodying a
stereotype and taking back my power as a wobyamaking decisions on how | represent
myself. Until recently | would not Ave labeled myself as a femini¥et as a millennial |
believe there is constant search for identity through social pressureda$tseveral years
have been marked by a constant state of crisis when it comes to female bodies, and bodies of
those whaare marginalized (#metoo, Trump, Wors@n mar ches, etc. ). Thr ou
rock sculpture inLost Without Youny per sonads identi.tBy becomes f
combining nature and human and covering my face the City Cldwegiomes ambiguous. This
mash-up and ambiguity furthezomplicates the reading of the cowgirl stereotype.
In both of my persona$.combine Western tropes with pop culture identifiers from my
generation to create a masp or hybrid identity. A contemporary symbol that embodies a
hybrid identity is Canadian hipop artist and actor Aubrey Drake Graham (aka Drake). |
discovered Drake as a teenag#ren he appeared in the television seiegrassi Degrassils
perhaps one of the most internationally recognized aspects of Canadiam pofiuta (Rintoul.
Web). Drake, who is both Black and Jesh, is often celebrated asvaulticultural Canadian
icon. In Musical Artists Capitalizing on Hybrid Identities: Aa€e Study of Drake the
AAut henti cdo ABIl ack cAmar€RopeaduesthadbDrakeRuaes pisshybad
identity asa marketing strateglp gain popularity through ethoroarketing. (Pope. 4). For
example, in his vide8&tarted from the Bottoif2013)many scenesituated within Toronto to
capitalize on Canadian nationalism, froine Parks and Recreation soccer field, to a view of the
skyline. There is also a scene wherBy he is wo

portraying himself as both a fam® hiphop artist and a Canadian living an ordinary libeake

13



has become a souvenir of thew Canadaan artist whas able to operate in both kipp circles
and mainstream cultur@he textsummer &teenon my bathing suitnakes an obscure reference
to Drake, but also to Torontandby using this reference, | am taking the Western cowgirl out of
the west and bringing her east to the city.
The imposter or persona istra new phenomenon the world of visual culture and art.

Adrian Stimson is an &ist who effectively uses a persona and is also from the same region of the
prairies as myself. Stimson is a member of the Siksika (Blackfoot) nation. His work investigates
identity construction through the hybridization of the Indian cowboy, the Sham&iwo
Spirit being. Stimson has created a persona cBllgthlo Boy(Figure 3) (whose alter ego is
Shaman Exterminatarponning fishnet stockings, pearls, and a buffakirgig Buffalo Boy
uses campy humourandcrads essing to challenge Canadads <co
hybrid persona which breaks down binaries, blends cultural references through the use of actions
and costume, and blurs the boundaries between the fake aedithe r

The high cut bathing suit and the fetishized western wear are conventionally associated
with young attractive female bodies in popular culture. These garments are overtly feamdine
for me in my role as an imposter, they are personally empow@timy. allow me to challenge
the male gaze and the hegemonic discourses of the sexualized female in humourous ways. When
you unpack St i ms on 6 simiprly usegmearlaand fistmets. Bhepearls hat he
imply colonial wealth and the fishnets reldo subcultures of sex workers, punk rcaid
hypersexualized female legMy imposter covewup is the Drakeobsessed urban cowgirl.
Employing similartools of hybridizationthe mashp and assemblage of archetypdws me to
explore my own identityhrough a constructed persona which can resist easy consumption. The

aesthetic o stampede cowgirl is one of a sexy cowgirgirl wearing lingerie and Daisy Duke

14



cutoffs. This sexualized female attire comes into play with my swimsuit wdsotimvideos

and the 906s high cut and style references ot
born in) such as Pamela Anderson, who played CJ Parker on the televisioBalaatch

(19921997) (Figure 4)Thebathing suit is a highly sexualized, visilvevealing garmemt

another costume that allows me to question my female, tvgamhething, Canadian

identity. | nst ead of t he -shote ¢he bathidgssuitdesuttsiima hat pirk bum

that pokes out from underneath the rock costunmyinvideo, which signals to howisual

representation often fetishizes the female figure in Western and pop cultures. This combination
forms an absurd and ambiguous persona of a girl searching for her place within society and

landscape.

"'l 5 O --- \ y
g@/&f&gﬁtgz\iw ) ;’.’-:.

Figure 5. Buffalo Boy. Adrian $thson. Photograph.
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Figure 6 C.J arker in BaywatctPamela, Anderson. 199@n coparin oirI (Iib
Wilman. 2017.

Nancy Davidson, aontenporary American artisalsouses bright colours and personal
narratives that deal with femininity, the hybrid, the discomfort of sexualized bodies, and Western
imagery. Davidson is a sculptor living in New York. Her exhibitRidin' Highat Lord Ludd
Gallery in 2016 involved an installation of brightly coloured inflatable sculptures and ropes. New

York curator and writer, Andria Hickey, descr

A me r iobsas8ien with pop cultut®y stating:

| cerddpt blut think about Kim Kardashian when
sculptures. Not necessarily the person, but the fbriimat shiny, plastic, oiledp,

ballooning, photeshopped version of Kim Kardashian that tried to break the

internet . mady owdét Dpwvws dsioomédts i nfl atable scu
tied until they resemble an oversized (expa
artistdés astute understanding of popular <cu
dexterous approach to malleability atdx and air (Hickey, Web).

16



Davidsonbés approach to the | exicon of Western
female representation in these stereotypes references advertisements, carnivals and pop
culture. Her inflatable sculptures are largmaleand comical, taking on the role of various

femaleaccessoriesuch as thongs, lace stockings, andpaotts(Figure 5.

Figure 7. Overtly Natural, Nancyavidson.1993.

Her largerthanlife approach to sculpture is enticing with vibrant colours afatraments,

however the scale and sexual qualities create an uncomfortable feeling. This unease is a
feelingthatl want to create in my own installations and performances. At first, | want them

to seem funny and comfortable with their highly designed a#stihowever the longer one
interacts with the work, the more one begins
identity construction, consumption and fetish become the elephant in the room. | understand

that using the bathing suit and exposing ngsléetishize my body, however it speaks to a
womanos r-detemibatiori & to hawd atitonomy ovdrer own body, to selflirect

and to represent herself as she sees fit.
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In TheObjectAnthony Hudek explains that in the late 1970s the male gaz&aetl
the entire female body. Hudek also discusses the pinatobjecipossessspecifically
objectsassociateavith thefemale body.

Like the toy, the fetish exerts a transformative power upon itself as well as other objects

and subjects. The fetishist, Freudian psychoanalysis, is someone (presumed male) who,

out of fear of castration, invests in objects (often one related to female attire, like shoes)

with erotic characteristics. By extension, particularly in the late 1970s and 1980s, the male

gaze wa seen as an objectifying one, fetishizing entire female bodies through language

and representation. But as the subject find
argues, fAin its own contradicti onbgcdmesand t h
a doubleedged instrument in the hands of those cognizant of its power: while Alexis

Hunter and Ana Godel represent shoes to indict them as targets or objectifying male desire,
Sherrie Levinebs mul-madeslplays entthe lsstitutive flualisylofo e s or
fetish (Hudek 223).

Davidsonuses the presence of lace, t@ygnd nylon to yiel@rotic powerln my case,le
bathing suit adds an elementof hyypee mi ni ni ty and humour, similar
photographs of he Lonel\Surfer Squawa persona that addresses the presence of Canadian
racism and colonialism in popular culture (FigureT®)e Lonely Surfer Squaw a
photograph of Blondeau, an Indigenous worpasing in a beaveskin bikini witha gigantic
pink surfboard irthe snow.Through the language of the pip girl, this piece depicts the
stereotypes of a colonial past that are still presenttadgyn ne Bel | di scusses BI
various personas in her artideandalous Personas, Difficult Knowledge, Restless Images
No account of Blondeauds performance practi
sassy and irreverent perso@SSMOSQUAW1996) andThe Lonely Surfer Squaw
(1997). With these two personas, Blondeau takes on the hegemonic white aesthetics
of contemporey media culture, grafting her own body onto iconic images of white
pnup girls. [é] Altds a photogrdaopjlh of me as

I 6m an I ndian woman st aredionfg wdmttehrd oOp rBd iornide
explains(Bell N.pg).

18



Bl ondeauds use of pe risaneelkmmourallowsrher dotdiscuss llow s y , t
Western stereotypes have affected her personal views on her identity, atitehaajority of

white culture perceives her body.

Figure 8 Lonely Surfer Squavicori Blondeau 1997

Growing up on the prairies, | am conflicted by my own attraction to Western stereotypes
and the coloniaimplications that come with the WestaestheticWestern roleplaying is
gendered and scripted, and innocuously embeddedlynrdatine. Ask any Calgarian if they
learned how to do thE&exas Line Danci elementary school, and most would say yes. The
cowgi r | is Atheo femal e char-eces performsn t he West
aerobicsrides bareback etc. Consequgntlifeel like a con artist. | identify with this cowgirl
stereotype even though | have never ridden a

McCall are the editors ad collection of writings on art works that interrogate ¢batemporary
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era of reonciliation in Canadartitied The Land Wére. They discuss how the concept of the
con man hashaped cultural conventions

The case of the con man shows how the impostor narrative has shaped the American

cultural imaginary. It highlights the symbolic economy at work in identity formation

and the cultural specifics of how selves are made in North America. Other forms of

the imposter narrative, such as racial asking, caressing, or going Native, are

equally indicative of identity categories and conventions of constituting the self

(McCall 18).
This stereotypical colonia@lon man performance is a menaae it replaces rea}i with identity
categoriesFor exampl e, it allows for the erasing of
the friendly, sanitized whitewashed version, a narrative that makes me want to crawl under a
rock and hide. Much as Lori Blondeau created agrerso explore identity and expectations,
Camille Turner uses her persoiiss Canadianato assert her body and Blackness into
Canadian culturgFigure 7). Tur ner st ates: fAmy i mage as Miss
contradiction of the Canadian mytholodyly body, as a representation of Canadian heritage, is
surprising only because Blackness is perceive
performative persona speaks to Tur nemifos exper
Ontario (TurnerWeb). Dressingn a red gown, sashnd tiara, Turer inserts her identity into
public space where hauthoritative persona allows viewers to believe siiss Canadiana
She presents her true identity in a manner that pokes fun at the iewgestabns and
subverts and problemadig racism and classisim stake a claim in Canadian pageantry, and in
Canadian identity. For myself, when embodying the performed self (as in the swimsuit wearing
cowgirl under a rock), | want to speak to the burden of at@bility, feelings of personal guilt,

as well as a sense of not knowing what to do. The ambiguity and contradictions that my persona

and my performativity embody stem from a sense of placelessness. | am vulnerable as | carry the
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burden of the Weswvhile seeking to remove nyrivilege andpower. Dualities are always

play through engagement with, and exploration of, my personal vulnerability.

Figure 9. Miss Canadiaa. Camille Tuner. Photograph 2002
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Rocks as a Sense of Place
Rocks carbe mountains or pebbleshd@y are used as markers and reminders; we can
hi de under rocks, and we c an hthephysioat presence ofa b o u't
stonesand the symbolic nature of their form resulted in the developmeheobck-like
sculptures in my work. lhost Without Yothe rock has become a container capable of housing
my body, though not quite all of it. With my protruding limbs, both it and | become caricatures,
which in turn exaggeratesynown body.In On Longing: Narrativeof the Miniature, the
Gigantic, the Souvenir, the CollectidBysan Stewadddresses this concept of perception of
place through the body when she writes:
When the body is the primary mode of perceiving scale, exaggeration must take
place in relation to the balance of measurement offered as the body extends into the
space of immediate experience. But paradoxically, the body itself is necessarily
exaggerateds soon as we have an image of the body, an image which is projection
or objectification of the body into the worl@ihus,the problems in imagining the
body are symptomatic of the problems in imagining the self as place, object, and
agent at once (StewdlB82).
My body becomes implicated withirost Without Youas the rock grows limb&Jsingmy
body, | canexplore the stereotypes obuntry Western identity and the struggles | hait w
it. | use my body to survegsense of self and place. This longfoga nonconstructed
experience of place and identity is something | will continue to searcByfahtessing up as
a rock, an object that relates to multiple locations and moments, | am able to further my
impostor character by hiding my identity. My rmature rock girl sculptures also take a form
of an imposter through the use of materials that mmataral forms. Styrofoanmitatesa
rock, spray paint acts like chrome, and craft clay looks like ceramics.

The rockgirl sculptural objects reference thecend video work in the exhibition,

Lost Without You This video is composed of a series of short vignettes that depict a-human
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sized constructed rock within a variety of banal southern Ontario landscapes experiencing
changing weather conditions. At som&nt within each videahe rock shifts from a

sculpture to a performative object as the rock stands up, to reveal the gimyiater ego

the City Cowgirl) who hides inside. As I/she moves around, we get glimpses of my/her
fringed jacket sleeves, fmlegs with black cowboy boots, and bits of the bathing suit. The
rock resemles something that is familidrit mimics weight and suggests a burdget it is

light and lined with felt. Made from chicken wire, spray foam, and papéshé the

imposter rockeveals its DIY aesthetic when you look-clpse, but from afar it is a

convincing dupe. From a purely subjective point of view, the rock references the Rockies,
landmarks, and memories of constructed landscapes such as the ones found in zoos or
amusemenparks that havevisited since | was a child. The play between real and fake is
enacted as the rock which initially sits still in the landscape, seemingly grows limbs,
wanders about and tries to find a spot where it fits in. As one watches the videottiesg

the I/she covered by a rock endlessly attemgab find a place of comfort. This interplay of
gender, landscape, and expectations linksalendar Girls a video by Canadian artist Lisa
Birke. Birke consistently uses herself as the protagansil of her videos, addressing the
representation okomen in relation to landscap@i r ke exami ne shromgbt i ons of
the lens of gender, cultural tropes, and female representation (Birke. Webajehuar

Girls (Figure §, sheuses these congts to create a tragmomic, humanizing experience for
the viewer. A female form, standing alone the landscapgssdd up in different outfits.

Each woma(Birke) has a different object on top of Hezad: a pylon on the figustanding

in a corn field, acardboard box on top of Birke dressed in a black tank top, a red skirt, black

tights and white glovestc The female figures stand still within the natural surroundings
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and suddenly the figures begin to clumsily dance as if they are interpretingatiecssyl
attire they find themselves in. The piece is humorous and yet sad. These women are alone in
the natural space, exposed to the elements and their vision is hidden. Birke atéites th

humorous spectacle reveals the fallacy of the selfie and tteomgf objectification while

restoring the humanness of the stripged wn Cal endar Girl o (Birke.

I

it ]

>

Figure 1Q Lisa Birke. Calendar irls. Video Still. 201

In the videdLost Without Youitoo strugde to move through natuencumbered by a
scupture which covers 50% of my body and has no eye holes. | navigate through the

landscape unable to see anythingitbes my feet. | often stumble awdlk into trees and

W

shrubsThe rock costume is awkward and HKthseori ent i

ground shifts under my feetnd | have no sense of direction. The rock girl is in a funny yet
sad space. Due to the structure of the exaggerated ingdyrms rest strangebn the
armholes, and all | can see are my feet. Before putting on thelrplda my trajectory

within the landscape however once inside | havgive into the rock andiander. | struggle
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to locate a spacgherel feel confortable enough to spendbariod of time however,

nowhere feels safe and welcoming.

In a similarvein, Canadian artist duShawna Dempsey and Lorri Mith echo my
personal attempts to navigate and struggle with my constructed identity, along with loss of place
and belonging. In thelcesbian National Parks and Services;ollaborative project foundea
1997 Dempsey and Milin create founiforms fortheLesbian Rangers wear whilepatroling
national parklands. The duo chall engetsurtahled pu
world (Dempsey) (Figure @ Dempsey and Miin are equippedith informative brochures and
insert a visible femalqueerpresence into a space that is typically dominated by heteronormative
imagery. By performingn multiple spaces such as parks, city streets and even in schools (in
Canada and abad) they have imsted theirdentities intoheteramormative space. As much as |
attempt to insert my constructed performative identity within aspects of the landscape through

the motions of roclgirl,i t 6s c¢cl ear that | am | ost through t

\ q —
Figure 11. Lesbian National Parks and Servic&hawna
Dempsey and Lorri Midin. Performance. 1997.
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Solid as aRock
My personal connectiowith rocks comes in two formshé Rocky Mountains that are

advertised as untouched Canadian nature, and beach pebbles which remind me of summers spent
on the West Coast of British Columbia. In the early twentieth century, Canada wanted to
differentiate itself from Europe and the Unite@i®t. Through the artwork of the Group of
Seven, the realization and use of landscape as an articulation and embodiment of Canada was an
easy pill to swallow. Genevieve Richard explains how natia® usedo characterize Canada in
Nature and National Iddity: Contradictions in a Canadian Myth

In the early 20th century, Canada was in a period of redefinition as it moved from a

frontier nation to a Western industrial nation (Mackey 25). During this transition,

Canada began to recognize the need to bditeacterize the nation and form a

common sense of identity. The Group of Seven played an important role in this

process as their art sought to embody the Northern wilderness that represented

Canada (Richard 5).
The Group of Seven represented a wild, orgd landscape, sending a message that Canada was
rugged and untouched. However, this idea of being where few have been before ignored the
brutaltyofour col oni al past. | tivaddsstinatly Gaeadiana nd mor e oV ¢

characteristics}o portray Gnada as a natural place of coastal beaches, rolling prairie hills, and

the snowy peaks of the Rockies tharaglace of colonization and lost land.

Canada is a clear example of the constructedmdss nat i ons. Canadaéds di
constructing a sense of identity was also d
occupation of the countryo (Hjartarson, 208

natural world, then, becomes simpler as it did not needdreas issues of
colonization and plurality (Richard 6).

There are multiple Indigenous artists in Canada who use their art practices to battle this erasure
of historyand the violent outcomes of tlaslonial narrative, such as Kent Monkman of Cree

ancesry. Monkman who works in a variety of mediums, includingtallation and performance
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alongside painting and video has developed a time traveling alter ego, and drag persona named
Miss Chief Eagle Testicklén his recent exhibitiorShame and Prejudicé& Story of Resilienge
Monkman presented research in the form of objects (cultural artifacts, such as modtcaties)

had collected from Canadian Museireollections oer the past two years (Figure)1These

objects are presented in comparison tddnge scale paintings, which stylistically mimic

Western art histories from the nineteenth centWithin these paintingsliss Chiefappears and
reappears at different times and spaces throughout Canadian history. Monkmdisss&isief

as a humorous y@ointed interruption within #se paintings (MorgaReir. Wel). Through the

use of a visual language that Canadians are accustomed to, Monkman infiltrates this constructed,
romantic vision of the Canadian landscape causing the viewer to pause andradbaside

problematic historical and contemporary issue$iwithis postcardike picture

Figure 12 The Bears of Confederation (from Shame and Prejudlide Story of Reence Exhibition) Kent Momkan.
Acylic on canvas. 199345 cm 2016
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Road Trip

In Sisters(Figure 1}, landscape is transformed into fun, curvy cartoon shapes. The
stylized playful, colourful, and childlike forms made from automotive steel, a thin and malleable
material, act as decoys to reframe the natural. The amalgamatiorredtived landscape forms

into a retailike display, as well as a material that directly relates to leisure and transportation

speaks to the consumability of Canadaébés | ands
reduction and simplificationoflasdc ape occurring i n | ®&daled Baxter &
| andscapes made in the 606s and 700s that que

| ncorporating themselves under the business a
(NETCO),lain and Igrid Baxter&proceededoi i nt er act to redefine 061 ar
human interest, an element of subjectivity and charted its relationship to forms of identity and
nati onal positioningo &bShaw, | ra.bp.r)aotwokddo rwg r Wist
solo, creating plasticized versions of the glorified landscape so often depictasisical
Canadian art (Figure)J2Nancy Shaw describes the materialit
technigues (such as heat sealing and moulding) in hey $&sey the Banal: The Expanded
Landscape of the N.E. Thing Gmd how this plays with the notion of consumer packaging
The landscapes were stylized and toylike, captured and preserved in the most modern of
materialsd plastic. Mixing and matching maiels and motifs of consumer culture, this
work enlisted Pop Art strategies and highlights links between fine art, consumer durables,
industrial process and advertising techniques (Shaw N.pag).
Baxter &6s hybrid pract i c e landscape attthroggh hature, t he tr

mapping, consumption, environmental issues and suburban versusTutba. | dea of At he

great outdoorss promoted as leisure, anifered as a commodity to visitor&lexander

28



Wilson explains how nature in advertisiisga medated construct in his bookhe Culture of

Nature: North American Landscape from Disney to Exxon Valdez

Nature is part of culture. When our phys
riti

the travel as for fASuper, Natwural, B
experience of the natural worldwvhether touring the Canadian Rockies, eia@tig an
animal show on TV, or working in our own gardéns always mediated. It is always

shaped by rhetorical constructs like photography, industry, advertising, and aesthetics, as

well as by institutions like religion, tourism, and education (Wilsdh 1

i
S

Canadians are accustomed to seeing images of rolling landscapes through beer commercials, or

panning shots of frozen lakes for coffee commercials. Canada is known for its glamorized views

of rugged landscape and leisureith\this in mind, each steel bodlyat! created is folded to act

like a shelf or diorama. Some shaped shelves hold nothing, while others hold spray painted

ceramic sculptures that mimic and repeat the abstracted landscape forms of the shelves.

Figurd3 SisterFait Wilman. 201Bstallation view. Steel, Styrofoam, ceramic, spray paint, clay.
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Figure 14 Landscape with One Tree and Three Clouds lain Baxter&. AcrylifgamedpladitiGm 95.9 x 6.5 cm. 196!

Thefolded shapes reflect retail displays for products, objects of desire or souvenirs. Much
like the function of the tourist postcard, the installations are similar to a collection of souvenirs,
in that they are constructed versions of my personal narrakivdss way, | reference the kitsch
aesthetic of souvenirs and gift shops, which portray an idealized appearance of glaee. In
Artificial Kingdomby Celeste Olalquiaga, kitsch is described as a wish image

Despite appearance, kitsch is not an actormrmodity naively infused with the

desire of a wish image, but rather a failed commodity that continually speaks of all

it has ceased to Ig a virtual casual with a twway ticket to the realm of myt
the collective or individual land of dreams (Olalquaazg).
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Since moving from Alberta to Southern Ontario | have a sense of feeling lost. Through creating

forms that mimic the landscapieat! am familia with, | have in a senderought the/NVestwith

me via memories and nostalgia. | often find my&edking up and being shocked to not see the
mountains or getting a thrill when my car climbs or descends a hill. I have had to rediscover a
landscapéhat| assumed | was familiar with. | believe this separation from what felt comfortable

has givenmethe mpet us to rei magi ne. Tvid#erécreatigner | 6m a
becomereality begins to fade into memory, atie recreations becomeality.

Through the use of personal memory, my current installation sheds light on how cultural
signifiers (especially souvenirs) are often a ruse, a kind of fake performance. For example, | lack
authentic survival skills, and could not survive on my own in thedsoMy only hunting
experience was through my brother, a hunting guide and an outdoors man, who taught me how to
shoot a rifle at beer cans. So, my experience
equip me with any real knowledge of oatut survival or other perceived skills that my persona
points to. It is reduced to a purely, leistn@sed activity, and a virtual representation. It is akin to
my appreciation for the commodified trend of a camping gear aesthea Longing:

Narrative of the Miniature, the Gigantic, the Souvenir, the Collectifusan Stewart discusses
the souvenir as way to measure experience, and uses the example of a carnival to illustrate this
concept:
The souvenir both offers a measurement for the normal andndiattes the
experience of the viewer. The giant begins with the two authenticating signs of
origins: the graph itself and the mark upon
souvenir also domesticates on the level of its operation: external expeasience
internalized; the beast is taken home (Stewart 134).

Much like witnesses of an event (like a carnival), | attempt to create an event through a

mashup of experiences, objects and materials. Memory guides these recreations and re
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enactments of personadrratives, but similar to experiencing a landscape by way of a car,

my exhibition is positioned through the scope of an impostor. Moreover, my use of objects

as both sculpture and souvenir, elicits a conversation about authenticity. For example, some

mateials feel authoritative and sure of themselves (e.g. wood, spray paint, steel and rebar),

while others lack authority, as they are materials relegated to the craft table (e.g. paper and

Styrofoam). Through this veil of the impostor, authority and auttignfare constantly at

play. Stewart describes this play of the authentic in relation to souvenirs, as nostalgia:
Within the development of culture under an exchange economy, the search for authentic
experience and, correlatively, the search for the atithebject become critical. As
experience is increasingly mediated and abstracted, the lived relation of the body to the
phenomenological world is replaced by a nostalgia myth of contact and presence.
AAut henti co experience & asdatdplacedbbyondthe el usi ve
horizon of present lived experience, the beyond in which the antiques, the pastoral, the
exotic, and other fictive domains are articulated. In the process of distancing, the memory
of the body is replaced by the memory of tihigect, a memory standing outside the self
and thus presenting both a surplus and lack of significance (Stewart 133).

In my exhibition, these mythke souvenirs are then displayed in an aestheticized format relating

to contemporary museum and retail déys. Sistersformsa quasihorizon line wherethe

stylized silhouettes mimicatural forms, such as mountagusd clouds. In thigstallation,they

are reduced tabstracted, simplified, almost cartoon shapes. In reference to the personal, they

speak tany memories of Canadian landscapes with a focus on the Radkiesver,as Stewart

points out, the shapes have become nostalgic signifiers standing in for lived experiences.
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Pet Rocks: In Conclusion

The creation of this exhibitiois an exploration of self. | am trying to navigate where 1 fit
in, in the sociecultural contexbf Canada. The first thing | noticed when | moved to Waterloo
from Calgary was my lack of a sense of direction due to the flatness of Southern Ontario.
Withoutthe mount ai ns, Il didndét know which directi
cultural identity through landscape propaganda in the farstereotypes, tropes and souvenir
| 6m ablfeChmaé abhhad anmsissandejactitlepresenutissicogncept
through the construction of a persona figui@e maskup of Western archetypes and pop culture
references. Much like setting up a campsite,imsyallations are constructiortsiey mimic the
natural world, the souvenir shop, and thimting blind. This collection of work allows me to
discuss my complex relationship with Canada, and the need to redefine my Canadian identity
through memory, souvenirs and nostalgia. Some aspects from this exhibition will only last
through memory or assouvenir of this exploration. Take for example the single scebesin
Without Youvhere the one bright evergreen is centered in the fradiniee now lost forever as it

has now been demolishedluoild an extension dflighway 7. Sad but true.
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