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FOREWORD

As the FOFA Gallery reopens after over a year and half of pandemic-related
closures, | am delighted to mark our return to in-person programming with LACUNA
— LACUNE, a solo exhibition by 2017 Bronfman Fellow Andréanne Abbondanza-
Bergeron.

Inhabiting all the spaces of the FOFA Gallery from October 1 — November 5,
2021, Abbondanza-Bergeron's ‘site-dependent’ approach has prompted us to look
attentively and inquisitively at the gallery’s physical attributes. As we are becoming
reacquainted with what it means to work in the space, | am profoundly grateful to
her for her patience, professionalism, and for offering us this chance to see things
differently.

In the gallery’s Main Space, the titular work LACUNA continues Abbondanza-
Bergeron's explorations of industrial and institutional building materials with an
impactful new site-specific installation created from steel strapping. This work
draws inspiration from recent photographic research, displayed in the Gallery's
York and Ste Catherine Street vitrines. What began for the artist as a search for
feelings of awe and an immersion in the supposedly ideal state of the natural world,
instead became a meditation on the precarious relationship between humans and
the spaces we inhabit.

Abbondanza-Bergeron's immersive photographs record her encounters with post-
consumer waste that, in its later stages of use and decay, becomes part of the
natural landscape —used tires floating in a lake, disintegrating rope on the forest
floor, shattered safety glass embedded into moss. In the gallery, undulating strips
of metal careen off the wall to evoke the increasingly unpredictable movements of
wind and water, or the destabilizing rise and fall of economic and statistical data.
These wave-like forms are echoed in the Black Box, where subtly shifting screens
produce moiré patterns in the kinetic sculptural installation INSUFFLER.

As | have watched visitors encounter these works (and have myself spent more
and more time in the space), it is clear that Abbondanza-Bergeron's focus on
embodied and contemplative encounters is resonating in the present moment.
Through her strategic uses of proximity and distance, she draws us into a
heightened experience of what surrounds us — one that oscillates between beauty
and destruction, movement and constraint.

On behalf of the FOFA Gallery, | would like to extend my sincere thanks to the
Claudine and Stephen Bronfman Family Foundation and the Canada Council for
the Arts for their support of this project. Thanks as well to Sky Goodden for her
insightful and heartfelt text. | would also like to recognize the Gallery’s dedicated
and resourceful staff Genevieve Wallen and Audrey Bilodeau-Fontaine, who have
jumped in with enthusiasm and care to see the Gallery through a period of intense
transition. Thanks as well to MJ Thompson, Tristan Khaner, Andy Murdoch, Chris
Ready, Angela Tsafaras, Olivier Longpré, Samuel Garrigé Meza, Daniel Crouch,
Etta Sandry, Jasmime Sihra, Elsy Zavarce, and Rose Tavormina — all part of the
incredible team who have made the Gallery’s reopening possible.

NicoLe BURiscH
Director, FOFA GALLERY
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Process & MATERIALITY PROCESSUS ET MIATERIALITE

As an installation artist, the point of departure for most of my works is not the
studio, but my encounter with the space they will inhabit for the duration of the
exhibition. Before the physical production of the work, and informing it, there is
the felt presence of that space and the movement within it; its limits, dimensions,
and structures. This experience of being in the space, with its visual and bodily
affects, generates the perception of planes and forms as well as an undefined, but
present, sense of meaning that will later be translated in material form aiming to
both reveal and merge with this space.

Whereas my experience of the space where the work will be installed is the
creative locus of the piece, the studio becomes akin to the office of an architect.
Plans and models are constructed, and material research is undertaken. My initial
vision, which arose in the experience of space, often challenges the making,
pushing me to dip into aspects of gravity, tensile strength, and material resistance.
If possible, the space is revisited in person, but it is continuously in the back of
my mind, often drawing me back into its confines. Although | document the space
with photographs, | tend to rely more on the memory of the experience than an
image. My installation work can sometimes be partly produced or prepared in the
studio, but will take its final shape only when assembled for the first time in the
exhibition space in which it was first envisioned.

Installation art practices can be site specific. | see mine as site dependent. The
creation is dependent on me having a space to think in, a place to plan for the idea
that will take form. Once a work has been created, it can be adapted for other
spaces, but always in response to the new site.

My ideas and concepts for the work are more akin to a schema or diagram. Looking
back, | find that my notebook pages are filled with detached words, sentences,
and ideas, quotes and sketches that jump from one idea to another depending
on the train of thought | was on. Although connections can be made between
them, these ideas take the form of a network, where one thought can connect
in multiple ways with others; some ideas becoming more central in relation to
others, but with no one concept dominating clearly over the others.

Far from a linear narrative, all these thoughts are infused into the work. This
schematic self-portrait of my thoughts represents the inspirations that drive my
creative process. In order to translate this into a written form, you would have to
be able to absorb this network of ideas, words, truncated bits of sentences and
qguotes in a similar manner you encounter the artwork: all at once — some jumping
at you more strongly than others at first, but with all others there, resonating
in the background. The thoughts presented are fluid, interchangeable, mutable.
They shatters the hierarchy of what comes first or more strongly, allowing you the
chance to switch from one thought to another, to fluctuate the intensity of each
idea depending on which one you are focusing on, or to make abstraction of other
thoughts in order to see other possibilities unfolding. It can also include what
others can see, feel or bring to the work, which is, in my opinion, as much part of
the meaning of the piece as my own interpretation.



MATERIALITY

The materials | use are the product of our globalized industry, in this particular case
steel strapping used for industrial and commercial packaging and shipping. For this
particular installation composed of 438 metal ribbons, approximately 18000 feet
(or 5.5km) of steel strapping was used, weighting around 750 pounds. The piece
fills the room with a size of 23 feet by 23 feet by 18 feet high.

One of the most recycled materials in the world, steel is indefinitely recyclable. It
can therefore be reinserted into the same production loop after being presented in
this form. The implications of this are multiple, some of them ethical. As a sculptor,
| am aware of material use that goes in the production of works and its life beyond
the presentation of the work. It also implies that the work is not immanent in
the material itself, but is situated in the experience of the work that transcends
simply its own materiality. As is the case with many of my works, | do not see my
installation as existing or complete until people are experiencing it, this is where
the work is located.

ANDREANNE ABBONDANZA-BERGERON
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WE ARE STiLL BREATHING NOUS RESPIRONS TOUJOURS

Entering Andréanne Abbondanza-Bergeron's Lacuna — Lacune, | can only catch
up to my body’'s response. | am staggering after myself, taking notes; the effect
is immediate and grateful, like thirst met by water. In that instant | can recognize
an emergence — however brief and unstable — from an interminable 20 months of
shuddering, cowering, and interfacing like a sea of bobbing heads who dive for
cover the moment the Zoom call ends. As we have been trying to comprehend,
beneath our shields, the seismic events of this pandemic and its aftermath, we
pore over graphs, data, and submit our bent forms to tickertape doom-scrolling,
as though any of this can transmit a reality — a threat — that is somehow about the
body. | have never felt more distant from myself than in this year, nor so hungry for
a physical awakening. Abbondanza-Bergeron delivered me back onto myself, and
into myself, like a primordial consoling.

Flowing from her central installation, the eponymous Lacuna — Lacune (a title the
artist favored for the gap it insists on between its own airpocketed parts), is a metal
wave seemingly sourced in the towering walls and pouring out, metal ribbons
converging impressively to rush the gallery floor. We stand at its violent edge — or
step beneath its waving current — and experience our own helplessness on an
outsize scale, but in effect, one commensurate to our moment. My mind streams
with comparable images, often ascertained in newspaper-column inches, from this
past two years: the stock market crashes, the Covid-death spikes and drops, the
oil slicks rushing the coasts. We envision supply-chain shortages, overwhelmed
hospitals, unvaccinated children, respiratory failure, and threatening geopolitical
shifts ... all through the comprehending, mute waving of thumbnail graphs. In a
time of continuous pressure and nonstop acclimating — the kind of ‘pivoting’ that
risks a break in its forever bend — what a relief to feel the scale of this moment
reflected back, to be stormed by our stormy senses.

| first came to know Abbondanza-Bergeron's practice in relation to the grid.
Shuttling viewers through immersive installations and around sculptures, she
worked on a rotating scale that challenged the boundaries between inside and
outside, and pointed to “built and social structures of control.” Ceilings seemed
to wave. Scrims interrupted our flow and shimmered their unyielding bodies.
Despite being informed by and responding to the very real limits and effects
of architecture, there is a voluptuary quality to Abbondanza-Bergeron’s work. A
surging, fomenting, releasing insistence on the natural environment’s breach of
our built ties, our unnatural levies.

While the central installation of Lacuna — Lacune can be seen to accelerate these
concerns to a natural eruption point (like water flooding the dam), we witness our
historic moment being met by a historic monument. Abbondanza-Bergeron rose
up to meet the scale of our disaster, and to find within it something obdurately
primordial: our sensuousness, our willing. In the wave's presence we experience
the vulnerability and smallness of our own physiology, we experience a forgiveness.
Because standing in the wake of something so far beyond the limits of our control,
the outside / inside binary becomes poignant in its futility. VWhat are we able to
regulate here? What forms can we govern? Is standing at the foot of a giant wave
safer than submerging beneath its foaming caps? Our options before us mirror
those of survival. Those of our time.



Foregrounding Lacuna —Lacune are a series of quiet photographs that Abbondanza-
Bergeron took in the natural world, during the first year of the pandemic. This too
signals a disruption in her practice, a necessary tide taking her out from previously
tidy shores. Trailing the banks of the yawning St. Lawrence River, she spotted
floating tires. Photographed as they are, however, pitting the still water against
a creamy light softly obscuring the horizon, they appear like tiny cays — or, if you
squint, rubber reefs. Elsewhere, tangled ropes are photographed from above,
their frayed necks wrapped around one another so completely that they appear to
be gently upbraiding the forest floor. Shattered glass, in yet another photograph,
forms a crystalline mound at the root of a tree. A thing where it shouldn't be,
making it work.

Abbondanza-Bergeron makes demonstrable the limits of our control. We return
to our bodies to acknowledge their borders, their potential to be overwhelmed,
confused, submerged, and we are grateful for the reminder. She gives image and
memorial to a period in which we have been but waiting cursors blinking on a
white page, too paralyzed to write.

Following the torrent of Lacuna — Lacune, tucked in and made quiet like the mouth
of a cave away from the seaway and its oncoming storm, we observe the subtle
shifting of the light in the work /nsuffler. Two scrims hang before a projected lamp,
one slowly cycling above the other so that we seem to be watching water's trace
across a tidal floor. The effect is mesmeric, slow, consoling. A gentle whirring
like the sound of sleep. We are extolled to return to our lungs, to the light that
dances beneath our eyelids as they close against the rushing of our fright. This is
all that's left, after we relinquish our control in the face of this enormity. \We step
back into ourselves, dive down to wave in our own bodies. Here we are comforted
and relieved to discover that, amidst everything, and despite it all, we are still
breathing.

Sky GOODDEN
OcrT. 18, 2021
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