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Surrender, Surrender, But!Don’t Give Yourself Away glam than the traditional monochromatic tatami. The cut-out fomns Immd in
earller tatami works are modified here to holes fitted with grills, behind which

The architecture of Kevip deForest's hybridity is a muiti-headed psychological five separate audio tracks play a selection of sampled and recorded sounds,
hydra and an actual physical space within which source references are -which aspire to bring the ambience of Buffalo—the space of the city, Ils
revered and subverted. Japanese interior décor collides with the brashness emotional architecture—into the installation.

of popular culture- Album cover art meets applied painterly
concerns. Meditative space doubles as hallucinogenic cosmos.
Anxiety coexists with desire.

Despite the quantity of sounds emanaling frem the loor, ils
overall velume is kept low and muted, a cacophony thal still
aspires to the contemplative quality of the form in which it |s
- encased. deForest’s selected soundtracks Includa improvisod
piane lines by the artist, a partial homage lo avanl gorde com
poser Morton Feldman, who spentsmuch of his later [ilo in
Buftalo; ambignt sounds. recorded throughoul Buffalo during
August 2002, including a walk-t hrouqh at tho Albright-Knox
Art Gallery; the audiortrack tp the 1974 disastor aple The
Towering Inferno; and the arlist's verbal monologuos doscrlb
ing his impressians of a month spent fn Bullalo as o lrendly
outsider.

. Kevin' deForest's hybridity grows from the artist's’ own back-

- ground as.a Swiss-Japanese Canadian. His wdrk has always

+ comfortably aligned the schism between mutually-distinct

-scUltures-and senses of self. An artist of the generation that

< came-of age Th the Seventies and cut its testh on the do-it-

“-yourself Bthos of punk rock, deForest inserts much of rock and
roll's ebullient spontaneity into his work. His series of record
album covers, produced from 1994-97 and re-inserted into the
current residency project; are neither dated nor irrelevant.
What record jackets and deForest’s painied {reatments of -
them have retained is a boundless pahorama of possibility.
Some are heavily treated, painted.over whil thick, layers
and made intc their own solfd abstract works, Seme riff®,

. off Japanese illustration. deForest connects to the youthful

- identification.found on record jackels. They afe 1emplates
of seffereflection and possibility.

The audio segments of deForest's inslallntion oflar a portlicular
example of "hybridized archileclure,” the conslruction of o
new thing from an array of componont parts. dolForgual's pural
architecture, while blended togethor, omils an amalgam of
| socunds woven into a single amolional lapostry, Amblant win

f derings, spontaneous and lentous linos of moelody, ambiguous
snatches of spoken word and—in [he artlat's oblique roloroneo
to 9/11—the fearful and anxious audio of o e it now
seems a lrttlue Jeqe kitsch and a lIte more proasciont

-lt is not an oblique metaphor. He has inserted himsslif into
many of the record jacket paintings in all manner of portrai:
ture. The record jackets hint at the self-deprecation in
.deForest's work, henoe the inclusion of the cover for Cher's.
Half-Breed album. Straddling a-racial and cultural divide is a
real issue, something deeply rooted in one's sense of self and
place in the world. In earliertimes—and even now, in places—
such a hybridized reality would prove crippling. deForest’s rock
and roll heart keeps this possibility at bay, injecting all his \
work—not just the record jackets—with the persistent pulse of
forward momentum. Only one record jacket cover remains; :
Lmtouched Raw Power by lggy and the Stooges: “Some afbum
covers are-just perfect,” deForest explains. L

AThe slow \Jocal lempu of the artlg's monologuas alluden (o

the ‘sxeruciatingly slow pace of the conturien-old noh thealor

in Japan. It is part of daForost's ronidency exporionca il e
pace of life in Buffalo feels tonad down whon comparoed tp

the frantic urban core of Montroal, whore [ha witist spends
most of his time. [1ig by no manng an allusion o dullios,

in noh theater, the measurod puco ol the porlormance avokos *
elegance, serenity and, dopth of thought, an altimataly oalming
influence. '

But nat teo calm, In the spaco proceding o talaml mals
deForest offers a few lems of rolllng, anxfous furnituro- the
Disco Library— with suggestod reading and viewing matarinla
his record jacket paintings, sundry bookw collacled around
Buffalo, and a heavy, coffee lablo book with extiaotad holog,
peering eyeballs and skelchos of Infintta chioular foopn. Ha fn
spinning you right reund, haby, right round

For his residancy project at Hallwalls, deForest has constructed
a new version: of a form which he has previously explored;-the
“tatami mat," the most common; design element of Japanese
interiors. Ostensibly a method of flooring, the tatami is typical=
ly sturdier than carpeting,softer than wood, and can be used
for walking, sitting or sleeping. A modular unlt that has been-

an integral part of Japanese architecture for over- 1,200 years ; from top: The Record Shop
its lean, calm form is pertectly suited to the contemplative - . - (installation view}, 1997; Disco These multifarious works aro the poalle landeoapa that Kovin
modermsm of Japanese déccr. While-deForest holds true to [ Tatami 1998: Disco Tatami deForest uses lo demarcale his placo I time and sppoe. e
the general form and principle of the tatamf; his rendition (detaill\: Island of Change— concedes Lo his inescapablo hybridizad [dantity, collgpuing
involves specific and intenticnal dtsruptlons of the tradifional Onnan'om!o(’Gm), 1998/99 =vigual and aural referance polnts into o dlyle thal nudges the
form. - viewer between hybridized psychologionl spieen, Sensory ovel

: e 4 bis load here, Contemplation and quiotude [hate, Nagr-boradam
In the past, these disruptions haue meMded the extractlon of ambiguous- - lurking just beneath the surface, ¥
shapes fram the'surface ofsthe, iatami or its hybridization with deForest’s B el : 1 p "l
“musical compulsidns through the addition of werking turntables, as in the : Jo'hn Massier " y b
Disco Tatami plece. In the current talamg he dlsrupts its normally placid . Visual Arts Curator d ' o T
appearance by ?:overmg the surface with an.array of overwrought fabric g "
patterns. Its physlcaf form s the same, butns demeanor is dIStInCHy more”. . o 4 R n

=




" Kevin Ei-ichi deForest was born in Winnipeg in 1862. He studied in Winnipeg (BFA, University of Manitoba, 1986), Montreal (MFA, Concordia University, 1994} with
residencies in Banff (The Banff Centre for the Arts, 1987), Amsterdam (Rijksakademie van Beeldende Kunsten, 1993) and Kyoto (Kyoto Seika Daigaku, 1999).
He has shown individually in Canada and Holland, with group exhibitions in the United States, Mexico, Germany and Japan.
In addition, he has received numerous international grants and awards. He currently lives and works in Montreal.
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