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Historian Hayden Wnite notes

that the key difference between
fiction and history is that historians
Nnsist they present the truth.’

[he works In this exhioition oy

two Miami, Florida-pased artists,
Jacek J. Kolasinski and Edouard
Duval-Carrig, straddle the fine

ine between fiction anad history
ana transparency and opacity as
they articulate Caribbean history
as pluriversal and multiple. Botn
Kolasinski's ongoing Creole Archive
oroject (20715-present) and Duval-
Carrie’s plexiglass and mixed media
WOrks (often backlit) meditate on
transcontinental liNnks between
North America (US and Cariblbean)
and Africa. Kolasinski's work also
focuses on links between these
continents and Europe, specifically
Poland, where he was born and
ved until age twenty-one.

1. Hayden White, "Historiography and Historiophoty,” The American His-
torical Review 93, no. 5 (December 1988): 1193-99.



Duval-Carrie, born in Haiti, anc
Kolasinski make visible often
UNKNOwWN Or lesser-known stories
connected to the Caribbean,

put often by demanading we Not
contlate visuality with disembodied
ocularity or disinterestec
Knowledge. [hey do so througn
the often seductive and pold usage
of pbright colors and playing with
the pnhysics of how glass and light
Nnteract to (re)constitute knowledge
as empodied, partial, and trans™.
invoke “trans” as it unsettles
concepts—sucnh as nation, region,
and gender—to which 1t Is attacheo
and Mmakes them metaphorically
Tremple” as unknown. Per

Jack Halberstam, | mobilize the
asterisk mark to emphas ze the
capaciousness of these categories
rather than thinking of them as rigid
and inflexible.?

Edouard Duval-Carrié’s
Memoires Encastrees:

Effulgent and Kaleidoscopic

Knowledge
Lignt tilters through the back

of Edouard Duval-Carrié’s
NMemoires Encastrees (Memory
Windows), 2017, mixed media

2. Jack Halberstam, Trans™ : A Quick and Quirky Account of Gender
Variability (Berkeley, CA : University of California Press, 2017).




WOrks empedded In resin, that
are installed along one wall of the
gallery. zach Work comprises one
arge central octagonal piece of
Dlexi surrounded by three to four-
sioed parallelogram-shaped ones.
Ihey intentionally reference nis
previous work and feature new
magery and iconograpny drawn
from rlorida history, plantation lite,
the Haltian Voaou pantheon, and
well-known lllustrations of slavery.
1he works reveal the interplay
and slippage between memory
ana history. For instance, Memory
Window #4 foregrounds portraits
Of enslaved, or formerly enslaved,
A00rers, and shareCroppers

from northemn Florida and
southermn Georgia enshrined In a
watery, purple naze. Ihe central
pnotograpns snow men and
women looking head-on at the
viewer, their gazes unrelenting anad
thelr agency as sitters evident.
While the coloriul back-lit works
peckon the viewer, they only offer
fragments of information. Inadeeq,
the goal nere Is less to stitcn
togetner the Individual pieces INto
a narrative story than to create a
powerlully affective experience that
llustrates that lignt rarely illuminates
or can delude one Into thinking




there 1S a wnole trutn.

f-or the Colored Girls is a dazzling
new work Duval-Carrie made
especially 1or this exnibition anc
came from conversations about
=71l with Kolasinski and me. This
WOrK IS a homage to &=zill Freda,
kKnown for her luxury, beauty.
flitatiousness, flamboyance,

and lignt skin color, and often
associated with masisi, a

term descrioing a Spectrum Oof
transfemininity. Here, Duval-Carrié
focuses on how Freda recalls
creole mulatto prostitutes of Saint-
Domingue, the object of envy of
many wnite colonial women and
the lust of many white colonial
males. Revered and reviled, they
were the offspring, at least ini':iaHy,
of African women and VWhite men.
Duval-Carrié’s mesmerizing and
simultaneously elusive works
present trutns as dreamy ano
kaleidoscopic. Still, an undercut of
violence and inequity sometimes
comes to the surface, not always
seen or graspaple but always felt.

Jacek J. Kolasinski’s Creole
Archive: Redux of Polish/

Caribbean theystories
Kolasinski's Creole Archive is




insowred Py Nis visits to “Little
Haitl,” an area of Miami named

for the many Haltian refugees
of the 1980s who settled there.

During Nis v
many depict

vengeful Haitian Vodou spirit Bzl
Danto that resembles the dolefu

S\ts Ne Would see
ons of the fierce and

Black Madonna ot Gzgstochowa,
a four-foot-high religious icon of

the \/|rg\n NVary with which he was
familiar.® Both Ezill Danto and the

Slack Madonna have darker skin

of the Black

and two slashes on their cheek.
[ helr similarity 1s not accidental,
and Kolasinski was aware of this.
1 he transnational materialization

Vadonna as ezill can

pe traced back to the presence
of Poles In Haltl In the early
19th century. In 1802, 20,000
soldiers were sent oy Napoleon
Bonaparte to saint-Domingue,

—rance’s we
guell a repel

althiest colony, to
lon led by the general

Toussaint LOuverture, a formerly
enslaved man. VYWhen the rebels
won the revolution in 1804, Saint-
Domingue was renamead Haitl,

the island’s original Taino name
(Ayiti In Creole). The country’s first
president Jean-dacgues Dessalines

famous

3. Bzl Is also reyrred to

sald that the Polish were

as trzulie and Erzull, =zill, though, is the most

common spelling in Kreyol,



J)

the "white negroes of Europe,
given that Poles and maitians
shared similar stories of oppression
and rootlessness.” Kolasinski has
Nncluded acrylic engravings of
part of the 1805 constitution that
gives Haltlan citizensnip to Poles
Who fougnt alongside the Haitians.
AsS the Poles settled down, thelr
fraditions pegan to meld with loca
ones. [hey resulted in the famous
Polish icon of the Virgin Mary
DEecoming a syncretic goddess

N the Caribbean. While women
attend to the day-to-aay practices
of Vodou, few of the religion’s

Spirit forces, or Lwas, are feminine
spirts: =zl IS an exception.
NVeanwnile, gueer studies scholar
Omise’eke Tinsley notes that Danto
‘transform|s| what it means to be

a woman.” For instance, madivin
and Masisi, or transmasculine and
transteminine Haitians, are often
JUnder ezill Danto’s patronage.
Given that Catholic and Protestant
spiritual communities do Not
welcome gender and sexually
nonNconNTorMmiNg subjects, It is Not
surprising that they are attracted
to Ezill and the Vodou religion. [he
only successtul slave revolution—

4, Pawel Argan, "Polish Patriots Once Fought Alongside Haiti's Slaves,”
Newsweek, April 1, 2019, https://www.newsweek.com/poland-national-
IsSM-new-york-haiti-slave-rebellion-revolution-1382388.




the pbirtn of Halti—began with the
appearance, IN some accounts, of
—lizl Danto at a Vodou ceremony

at Bwa Kayiman on August 14,
1/7971.° | am using the word
‘theystories” (rather than histories
or herstories) In deference to what
amounts to an arguably trans/queer
past as much as tne present.

A portion of Kolasinski's Creole
Archive 1s Installed salon-style on
one wall to encourage viewers

{0 make thelr own connections.

t Includes everytning from 3D
orinted objects, framed sheets of
watercolor paper stamped with
‘B/ILI DANTOR PROJECTS Creole
Archive Special Collections,”
nandmade silver jewelry. Polish
fabric work with embroidereo
Vodou flags, and what are meant
to be representations of ex votos.
Collectively, they interlace Eastern
—uropean, North American, ano
African histories.

Sugary 3D-printed Madonnas
Kolasinski has 3D-printed over

seventy Black Madonnas. A few
are interspersed on the wall among
other ephemera of his Creole
Archive. One cluster appears as

5. Omise’eke Natasha Tinsley, Ezili's Mirrors : Imagining Black Queer
Genders (Durham : Duke University Press, 2018), 4, 9, 10, 11, and 72.




part of a makesnift altar, va\e
anotner Is situated so that it
ViSiDle 1o passersby walking on the
window on Rockwell Place but less
visible from inside UrbanGlass.
—ach Madonna

S different — the glitches typical of
orinters nere are Not seen as errors
or unwelcome. Kolasinski creates
a ‘mise-en-abyme” througn nis
oroduction of multiple 3D-printed
sculptures of the Black Madonna
that range from peing small enougn
{0 hold In one's palms to about

two feet. The sculptures are hand-
painted, often with patterning,

a hybrid of traditional, Polish,
folkloric clothing and maitian Vodou
flags. [he sculptures exemplity

the seemingly interminaple
supbjectivities througn wnich ezl
gueers fixed categorical meaning.
linsley, 100, suggests as mucr
when she reters to ezl \/anousy
as ‘manly b\ack supernvoman,
‘oeautiful femme gueen, bul dyke,
weeping willow, [and| dagger
mistress,” among other names. [he
plastic Kolasinski utilizes to print his
\Vadonnas Is made of sugar and
corm and, In this way, references
—altian p\amtatoﬂ culture. mart

was rrance's wealthiest colony
pecause of [ts sugar production.




[he physical process of printing nis
sculptures requires an incrediple
amount of heat — the plastic melts
at roughly twice the temperature

to boll water — and recalls the
dangerous process of sugar
refinement. [he tireless work of

the Island’s enslaved Inaigenous
population, the voices of which
were S\\enced S a manifestation
of the harol—vvorking vet muted =zl
Danto.

Glitter, Knowledge, and (the
right to) Opacity

—rench philosopher and poet
Fdouard Glissant would
characterize "opacity” —the rignt
Not 1o be known—as “the most
perennial guarantee of participation
and confluence.” He believed that
the possibility of an interconnected
Or creolized world could only
happen If everyone had a rignt to
opacity. Ihis, of course, contradicts
the West and its Incessant need
for transparency. Kolasinski

often removes or obscures the
\Vadonnas' faces to ensure

thelr agency and opacity are left
ntact. For instance, above the

altar are many acryhc Plexiglass
siihouettes of the Black Madonna

6. Edouard Glissant, Poetics of Relation, trans. Betsy Wing (Ann Arbor:
University of Michigan Press, 1997), 191




without faces. Many of the faces
of the women of Duval-Carrié’s
~or the Colored Girls are similarly
obscured.

Throughout his archive, Kolasinski
coats nis 3D printeo MadOmaS,
P0olish soldiers, and plack pIg
(woven iNto the oral h story of the
Haitian Revolution) with red and
plack glitter. Glitter particles act as
ttle mirrors, each one reflecting
gnt. Lignt bouncing off metallic
glitter does so In a way that causes
surfaces to shimmer and sparkle.
N the process, glitter renders
opague anytning underneatn and
plays nicely into Glissant's ideas. [t
S also worth noting, given how tied
=71l 1s 1o the LGB TQ community,
that glitter Is Intimately tied to queer
nightlite, INncluding cabaret, drag,
ano bur\esque. [he more recent
oractice of “glitter bombing” retfers
to dousing politicians, such as

Mitt Romney, Newt Gmgnch ano
Rick Santorum, with the difficult-
to-remove material while shouting
various LGBTQ rights slogans. In
the early twentieth century, glitter
was made from glass, but the
material was scarce auring VWorld
VWar ll. [t was at tnhis time that glitter,
the microplastic as we Know It, was




nvented by American macninist
—enry _Ruscnmann. lellingly, even

pefore the war, early drag gqueens

(unable to afford glass glitter) often

WOore sniny jewe
shimmering cos

Knowledge

sSome of the artist’
Augmented Realr
experiments are pro
the gallery tloor. Via the lens of
NIS IPNoNe, e has brought Nis

'y and dressed In
UMES.

Light, Lenses, and the
Production of (Art Historical)

S playtul
Y (AR

ected onto

Madonnas into everything from

the Vatican ar
Blennial (with -

a the recent Venice
nelr ‘national’

pavilions) to the Metropolitan

Museum of Art.
ne slyly disrup

these spaces.

N the process,
S the conherency of

Art nNistorian Pamela Lee nas
written, "Less discussed, but
"o less mportant, Is the obhque
contribution light plays In the
avaluation of works of art, a

1

asS d [T

turns out, than treat

out Now I,

far more slippery prODosi':ion,

Ng lignt

sdium in and of itself.””
Extenomg tnis argum
JuSt

ent, 1T 1S NOot

N - andem WIT

9Nt
/. Pame Lee "Split Decision: Pamela M. Lee on the Demise of t

Sl|de Projector,” Artforum International 43, no. 3 (2004): 47,




glass (lenses), has consolidateo

art historical knowledge so that

t occludes the transnationa
circulation of ideas. Indeed, the
slide projector has been one

ot art history’'s most ubiguitous
pedagogical tools. [his practice
pbegan with Swiss art historian
Heinrich WOl (1864-1945), who
showed palrs of black and white
dispositives via the magic lantem,
the forerunner of the modern slide
orojector.  Inrougn this metnhoag, ne
differentiated German and Italiar
formal styles. \While PowerPoint has
argely replaced slide projectors

N the classroom, the compare/
contrast mode often remains anc
tends to reinforce boundaries ratner
than thelr porousness.

Kolasinski's video projection in

the back of the gallery rifts off the
classical approach to art nistorical
Dedagogy to show successive
pairs of his atorementioned artifacts
(some of which are framed and
nstalled on the wall) that scramble
any sense o national coherency
signiflers connected to Africa,
North America, and zurope are
Nntermingled. In the slide show,

he shows artifacts that gesture
toward the complex transregiona




nistories unfo\dmg from slavery.
During the early 19th century, amia
the maitian revolution, many wnites,
anad free people of - color from
Saint Domingue arrived with their
slaves in Louisiana. Also, Kolasinski
Nncludes artitacts with images of the
—ON people, linked to the Danomey
KiIngdom, of present-day Benin,
WNO were enslaved and brougnt

to Haiti (among other places).

[he Fon are known to nave
prougnt thelr Vodou practices with
them. The Kreyol word "“Vodou’

S transculturated from the Fon
KINgadom, wnere sacred energies
were called “Vodun.” Finally,
Kolasinski Incorporates an image
Of a recent protest in Poland In
which the LGB TQ community has
appropriated the Black Maaonna.

t Is not clear It the protestors are
aware of the gueerness attacheo
to Ezlli, a creolized version of the
Black Madonna, but it seems as it
we have come full circle. Displayed
next to this projection are zadouarc
Duval-Carrie’s renderings of trees
with visible roots through a drypoint
technique on dlue plexi—tney are
simple but profound metaphors
that rootedness Is born througn
chaaotic relations.




Dr. Jacek J. Kolasinski is an
assoclate professor ot art and the
founaing director of the Ratclitte
Incupator of Art + Design at Florida
International University (FIU). He
nas a Pnb In Fine Arts from the
Academy of Fine Arts In Warsaw
and an MFA In Visual Arts from
-IU. He lives in Miami, Florida, and
grew up in Krakow, Po\aﬂo where
ne studied nistory ano pﬂHOSOphy
at Jagiellonian University. His work
Nas peen supported by grants
from the Getty Library and Oolite
Arts, among others, and exnipiteo
interraﬂona\\y. He is an nonorary
member of the Art Academy of
L atvia.

Edouard Duval-Carrié was
oorn IN Port-au-rrince. HIS

lamily emigrated to Puerto RICO
while he was a child during the
—rancols Duvaller regime. Duval-
Carrié studied at the Université de
NVontréal and McGill University in
Canada before graduating with
a Bachelor of Arts from Loyola
College, Montréal, in 19738, He
ater attended the Ecole Nationale
supérieure des Beaux-Arts In Paris,
—rance, from 1988 to 1989, He
resided N France 1or many years
put now lives among Miami's




supstantial Haitian immigrant
population.

Alpesh Kantilal Patel

S assoclate professor of
contemporary art at lyler School

of Art and Architecture, Temple
University, Ph\adelph\a HIS art
nistorical scholarship, curating,

and criticism reflect his gueer, anti-
racist, anad transnational approach
to contemporary art. He is the
autnhor of Productive railure: Writing
Queer Transnational South Asian
Art Histories (201 7) and Is currently
WOrking on nis monograpn Multiple
and One: Writing Queer Globa
Art Histories, under contract witn
NManchester University Press.
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About UrbanGlass: Established in
New York City In 1977, UrbanGlass

fosters experimentation ano

advances the use and critica
JUnderstanding of glass as a
creative medium. UrbanGlass Is a
5071(c)(3) non-profit organization.
—xnipbitions at UrbanGlass are
supported by Agnes Gund, Capita
Group Companies Global, the New
York City Department of Cultural
Affairs, the New York State Counci
on the Arts, the Robert Lenman

—ounaat
—ounaat

on, Coming Incorporated
on, New York State

Council on the Arts and many
generous individual donors.

/18-025-3685
Nnfo@urbanglass.org
o047 Fulton Street
Brooklyn, NY 11217
WWW. Uroanglass.org



