Murion Penner Bancroft
Or Gallery

Yancouver

September 8 to 20

In a single instaliation unit, Transfi-
etred Wood Part 1F, consisting ol
three large black und white photo-
graphic murals and a carefully placed
dinch high wooden walkway 12 feet in
length, Marion Penner Banacroft
explores the refationship between
pubiic and private histories and feel-
ings of displacement. The murals were
hung in a semt-circle, allowing the
viewer 10 see all three from one cent-
ral point. The scale of this work and
the physical presence of the wooden
walkway within (he confines of the Or
Gallery encouraged a participatory
experience, one which™, in the ar-
list's words, “"happens in the actual as
weil i3 pictorial space.™

Bancroft's images, unlike conven-
tional photegraphs. downplay the
camera’s tendency 1o re-present real-
ity and the viewers” tendency to read
the images as simply re-presentations
of the original. The murai on the east
wall 15 a 90 degree panoramic View
from the Water of the Olvmpic Penin-
stile, Washingron Srare, 1984, made
by overfupping negatives. The over-
laps rendered portions of the picture
faint, while others appeared durk .
dense and mysterious. White the hori-
zon line was constant, the varying de-
nsities within the photograph made
the picture appear jagged, halting and
fragmented, A series of black grom-
mets perforated the top and bottom of
the puper reminding us of the vulner:-
bility of the material itself.

On the north wall hung a 50 by 40
inch mural showing a View of Men on
Board the §.5. Beaver, the First
Steamship on the West Couast of
Canadu Buili by the Hudson Bay
Company and Browught in 1836 10 Bois-
ter British Power in the Fur Trade.
The Beaver Operated from 1336 10
1870 as a Roval Ny Survey Vesyel
and Finaliv as o Freighter and Tow-
hoat. Printed and enlarged from g
copy negative borrowed from the
Vancouver Public Library, the print
bore the scurs of having been the re-
production of a print reproduction of
what was. inits “original” form., a 100
year ofd photograph. Scratches that
reproduced remained: the surface
lovked rough, erey und foggy. Por-
tions of the copy stand could be seen
around the edges of the print while the
mural itself was hung using large black
bufldog ciips, the kind used by photo-
eraphers to hold “originals” on the
cupy stnd.

The third and largest murat, View
fremn fnside Cargo Plane, Dream,
{984, consisted of three panels. ench
of which contained a view of 2 forest
in three stages of motion us seen
through the window of u plune. | found
this piece 1o be the most interesting
since It went beyand presenting us
with prints which referred to the
photographic process. It became
mare than o two dimension: ohject,
suspended. s it was, on a dingonat,
off the wall, with corners secured by
fishing line. [t was, of course, re-
miniscent-of the interior of anairplane
but [ound that this angled suspension
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alsoserved unother function: it moved
the mural into space normally oc-
cipicd solely by viewers, [n s doing
1t hecume confrontationad., demianding
that the viewers consider it not simply
s o photograph appropriating reality,
hut as a<hree dimensional resi-world
obtect — something with which we
would have to establish some kind of
refationship.

The mural contained three airplane
window views of Irees, created by cut-
ting out the window panels and replac-
ing them with photographic images:
the first view was static, the second in
motion. and the third, towally blurred.
The photographic images of the win-
dows were themselves soft whisps of
suggested form, looking as though
they were airbrushed on a black
backdrop. The sobid black

background constrasted with the
black paper fasteners used to simulate
riveis around the airplane windows.
Wooden dowels were used on top and
bottom to secure the mural. [ found
the tension in this piece to be particu-
larty effective, approaching the
dreamlike state alluded toin the titie.

The three murals shared a number
of charucteristics. In each the viewer
became an outside observer. a voy-
eur, passively looking at the land-
scape. The murals share a transitive
feeling, a sense of displacement:
things whizzed past a rapidly moving
airplane, a horizon line became dim or
dense depending on weuather, men
who lived over 100 years ugo stood
before you on the deck of a ship long
since relegated to history. The result
is a definite feeling of disassociation
which Bancroft claims, in conversa-
tion, 10 refer to her relationship to her
home province of British Columbia.
She speaks of the contrast between
the traditional Western framing de-
vice. which makes everything into
“scenery’ and the Native Indian ap-
proach which s far more fluid and
immediate. ~[U's not like [ want to get
back to the fund. but I want to be able
to render visible some of the sifent
influences in the way [ experience this
pluce.””

One of those “silent influences™
seems (o be men, more o the paint,
men as s transformative element. She
referred. in an earlier work (Transti-
eiired Weod, Part 13, to men and their

machines transforming her
neighbourbood environment. In The
View uf Men on Board the Beaver she
represenis men as agents of society’s
value of trunstiguring reatity. *The
reason for using the Beaver was that it
represented i certain presence in this
part of the world — male, inquisitive,
exploring, exploitative .., The steam-
boat represented a territorial element.
a certaim type of contact that has
shaped this province and determined -
the potitical, economic and social
realities we are experiencing now." .
The beaver is also an animal which
transforms the environment by chop-
ping down trees and building dams.
The men, the boat and the animal are _
part of the saume symbol. '
Although | could glean some of the
thematic elements from the instaila-
tion as it stood, | found that many:

be constructed uround the photograph
so that it may be seen in terms which
are simultaneously personal, political ,
economic, dramatic, everyday and
historic.™

What has always made. and con-
lines 1o make, Bancroft's work excit-
ing, despite and because of this limita-
tion, is the place from which she pro-
duces her work und the place from
which she asks us 1o view her work:
both standing on the edge of what we
know to be true. She is in effect fol-
lowing the dictum that we should learn
to read our own reality in order to
write our own history. Only then can
we open ourselves ta new truths, new
observations and subsequent new ar-
rangements of order.

“Lam standing at the edge of what |
know, facing what | don't know. and
am trying 1o work from that place. [
could turn around and do work froma
place Fknow but then 1 wouldn®t learn

anything. " And neither would we.
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remained as minor undercurrents |
rather than emerging as major forces. -
This was due, I think, to the absence °
of context, or as Joha Berger would .
cail it. a radiai system which “has to |
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