Lesley Fundayson: The Appearance of Disappearance

Who- among ws v Vancowwver hag
not at one time stoodl on o roof top,
on a balcony or at a wuwndow,
tromsfixed by tihe view? Gven the
grandewr of Uy setting, singularity
of Uy architecture and diversity of
Uy ecology, Vancowver iy very mucihv
o ity about looking. Yet the act of
seeing oy often relegated to- o ynagp-
shot, o bl board or disembodied
Mgutol mirage; only rorely v U e~
goged: withv as sometiving worthy of
onesy attentlon or time. ln her new-
body of work, The Appearance of
Disappearance; Lesley Fundayson fo-
cwses protonged and medifotive at-
fenflon on Hhe ity of Vancouwnver ay
viewed daily from her aportment i
Hycroft Towers: Her paintingy con-

Jjure thot Wl v the day as F lov—
ers between o diwvrnal frenzy of
necessory actity and tive domestic
wwwaroness of night: The last fungers
of daylight herald tie approociv of
evening, feasing  rooftops  bright
against the inky darkness gativering
below: Reverberating witiv fragments
of . ol cipation,
these works trace the architecture of
fures of a fovowrite views

The title for Huiys series derives from
Johun Berger, wiho argues passion-
otely for Hhe primacy of vision: “Be-
cause the faculty of sight by contin-
wous,” e writes, “one tendys to- forget
that the vuunal B alwaysy the resudt
of an wnarepeataiple, momentary en-



counter” (146). What fortuitously
appeors W appreended un the pro-
cess of disappearing, a process Unter-
rupted. but momentfordy by paint-
ung. Photography untercepts the flow-
of tume minimally, capturing mo—-
winfolols slowly, deliberotely,
thurouglv repeated acty of looking,
evaluating and. recognizing wihat s
being seen. Berger comments thot
dramring (and, by extension, paint-
Wng) examines “the structure of ap-
peoronces.” While ot only takes tire
blink, of an eye to- see sometiring,
ond Berger gwes the example of
Vermeer's view of Delft, to- paint ot
requdares duration—-an extfended. pe-
riodl of tume during wihich the sub-
jeet i “looked ot We experience a
ponting asy a momentary event:
brick buildingy and trees reflected
wv the stlllness of a canal; yet the
square  millimetre  of  Vermeer'y
looking, withv the density per sguare
midlimetre of assembled momenty’
(151). For Berger, asy for Finlayson,
pointing provides a home or shelter
for the visible, a “way of safeguairo-
g the experiences of memory and
revelation . . . agairnst that bouwno-
less space wirvich otherwise confunmn-

olly thureateny to- seporate and mar -
gunalize’ (217). Painting, and,
some might argue, painting alone,
provides Hus sense of plenitude. [n
the face of covstant change, chaoy
and. dsappeoronce, U offersy o res-
piute of stllness and calm.

Berger's thhoughty about painting's
relationship to- fime and Hae visiple
are echoed by Meeka Walsiv, wiro
enumwmerates of least four woayy un
“The tume Ut takes to- make a paint-
g . . . the time a painting takes,
that v, Uy wuistence on actually
seizing anod holding the moment;
the time a painting lasts; the fime U
creates by Uy presence; and He time
we need to- look at o’ (6). Danid
Urbouw describes painting as an es-
senflol paradow, a contradiction, an
minds, where Ut batives wv streams of
memory, sensation and desire, and
o5 o conerete, perceivable Hung. He
suggests “the paradoxical structunre
of painting may oceupy o migue
role v a worldh v wiviche He ‘real’
W also nereasingly contested and
pairodoical’ (46). Painting medi-
atfes between ouwr selvesy and Hie
world, creating an “nferprefative
spoce’’ withun wivedv owr relation-



ship to- the world of Hungy can be
susseol and negotiated.

Findaysonw's radiant canwvasses em—
body tume and paradoxw uv seneral
woys: They have been painted over
the course of a year; we watche the
ity grow and change:  skeletal
structures become high-rise builol-
ungs; the changung angle of the sun
pricks out different forms as tie
sueeession of seosony glosses one sur-
face withv smow or clothes anotirver
i crisp new foliage. [n nineteenti-
century Parls, Bawndelaire despaived
that “the form of the city, alas,
thanges ay guickly asy the huwmaoin
heart’ (Berger 191), an observation
that applies equally to- Vancouwver,
wivch Uterally changes “before owr
eyes”’ We sense v looking tHhat the
beavw~arty featwres adorning cer-
tain roofs have already fallen be-
fore the wrecker's ball, that owr rec~
oUection of thwy lively quarter of
the city W jeopardized by Uy vora-
cony appetute for the new: Funlay-
sow painty the appearance of formy
ands spoces she knows ntumately
from her daidy tronvels thuroughh the
ity ay well ay her repeated observa~-
Hony from above. Like Charles de
Montesguien, wio- made a poiunt of
new- city uv order to- get a sense of

the layowt and plan, a sense later
confirmed. and. added to- by his ex-
perience  ow  the ground, Hiese
pointings embody a mudtutude of
umpressions gained. from protracted,
extended  looking augmented by
corporeal memories of the terrain
And yet; as munciv ay tihe city v the
“subject’ of these paintingsy, ther
meaning s not exirausted. by point-
ng o that fact Ay withe any great
troavsposed--“worried,” as a dog
might worry a bone--by the means
of Uy production. Style, un tie broad.
sense, mediates the space between
the perceiver and the subject of per-
ception, providing a nunanced mo—
dality of feeling trat floods e s~
Jeet withv o superabundance of signs.
Style wmakes palpable Hie artist’s
deep engagement witiv the world,
here exemplified, but not lumited,
by her views

Ultimately, the richness of tHrese
paintingsy orises from the artists
perceptual acuity, her familiarity
withy the history and language of
value of pointing as o “shelter of
the hoving-been-seen”” These -
minousy works explore the com~
plexity of vision and demonstrate
Uy value ay o thung-un-uself, an



wdex of how owr mind processes
the many “bytes’’ of data U absorbs
daily from the media, owr sensesy
onds everydoy Ufe. Ay Dowtol Urbown
asserts, perception b “cobipled to—
getiher rotihver than declared’’ (49).
Rativer than diminishving the relia-
bllity of vision, suwciv a positlow
opens o pativ for viewery fo- entfer
oand participate oy active makers v
these worky of art; wterrupting the
wnevitabUlity of theilr disappearance
Amy Gogarty, September 2007

Lesley Funlaysow: The Appearance of
Diappearance, EUsso Cristoll Gal-
leries Lo, Vancowner, Conada, 13
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