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• 43% male 57% female
• 55.5 % are aged 24 to 54;  44.4% are aged 55-64
• 93.3% have a university education
• 62.2% hold postgraduate degrees
• 75.5% live in an urban setting

• 55.5% earn $25K - $75K annually;  
• 26.6% earn $75 - $124K annually
• 76% of all BlackFlash copies are read by an aver-
age of 3 people per issue
• 85% save their copies for future reference

Jan Michalko, In Romania
by Michael Nardone
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BlackFlash Magazine is dedicated to promoting photo-based and new media art in Canada. With a    
commitment to producing critical writing, BlackFlash offers a distinct view on thought-provoking  
artwork.
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All landscapes are psychological. Exposed, expan-
sive, secluded, sublime, the land seems to present 
itself to artists as that which can be written upon, 
consumed, possessed, but also equally possess-
ing, imposing and manipulative. Rarely just about 
nature, only about the vista, or the world “out there,” 
landscapes seem always already loaded with that 
which exists “in here.” 

Margaret Atwood’s words seem all too apropos 
when discussing the work of Zachari Logan: 

… these paintings are not landscape paintings. 
Because there aren’t any landscapes up there, 
not in the old, tidy European sense, with a gentle 
hill, a curving river, a cottage, a mountain in 
the background, a golden evening sky. Instead 
there’s a tangle, a receding maze, in which you 
can become lost almost as soon as you step off 
the path. There are no backgrounds in any of 
these paintings, no vistas; only a great deal of 
foreground that goes back and back, endlessly, 
involving you in its twists and turns of tree and 
branch and rock. No matter how far back in you 
go, there will be more. And the trees themselves 
are hardly trees; they are currents of energy, 
charged with violent colour.1

Fascinated both by the beauty of the Baroque and 
the business of botany, Logan’s large-scale drawings 
on black paper are sumptuous, seductive, hyper-
realist environments in which one could easily 
become trapped. The artist—a self-proclaimed 
“monastic worker”—builds up dense layers of flora 
and fauna meticulously, ritualistically, with pastel 
on black paper. Working from the background to 
the fore, he creates dark, mysterious gardens and, 
more recently, eerily silent woodlands that evoke an 
uncanny sense of time, space, and absorption that is 
not unlike the interior of the mind itself. 

The realism of Logan’s drawings—tapestries, as 
he calls them, because of their similarity in size and heavy patterning 
to those woven by Flemish artisans in the 15th century—evidences 
the artist’s skill as a master draftsman but also belies their fantastical 
nature. Rather than transcribing scenes from nature directly, Logan cul-
tivates his landscapes using a vast archive of his own photographs and 
collected imagery as source material, which he transfers precisely onto 
paper, weaving and collaging together disparate species into expansive, 
often multi-paneled panoramas. Lush greenery, scarlet roses, velvety 
goldenrods and downy dandelions flourish in his ongoing “Eunuch 
Tapestry” series, out of which he also deliberately sows veils or cano-
pies by which to obscure the small mammals, songbirds and even his 

own body, who populate the scenes. His more recent “Winter Tapestry” 
drawings are monumental vertical pieces where lanky tree trunks and 
denuded pussy willow limbs twist together in iridescent, snow-covered 
thickets, creating homes for flocks of preening chickadees and sparrows. 
Logan’s topographies—rooted in the photographic image—are (preter)
natural: simultaneously drawn exactingly from life and constructed en-
tirely from the artist’s mind. 

Rhiannon Vogl: Tell me about your relationship to photography. 
When most people look at your drawings, they might not think of it 
as being linked to your own camera work; however, you have men-
tioned several times that photography is in fact an integral part of 
your practice. Let’s talk about that further.

Zachari Logan: When away from home, I tend to photograph plants 
that both remind me of home, maybe a species I also grow in my own 
garden, such as the spectacular Datura, as well as flora I have no experi-
ence with. In more remote areas outside urban areas, my focus shifts 
to weeds and fauna, birds, insects, rodents smaller animals, ones that 
have presented themselves or scurried past. This collecting is a sort of 
performance, a cataloguing, a sense of what it is to experience the world 
from the perspective of a flâneur — that is, someone who experiences 
the world as a walker of the city, countryside or other scape of space. 

How do you end up using the photos you take? You don’t exhibit 
them as works.

For me, photography is a vehicle for recollection, I use it similar to 
the way people take photos for memorabilia’s sake when travelling, 
marking themselves in a particular space and time, one they normally 
wouldn’t find themselves in. Vacationers come home and mantle an 
image of themselves next the Acropolis or London Tower as a remind-
er of their exoticism, thus also a reminder of their constant locality. 
Because I am photographing, and using as sources flora and fauna, the 
recognition of specificity is much more reticent; that is, one wouldn’t 
look at plant-life and know exactly its location in the world. Plant-life is 
of this world but containing a much more intimate circumstance, and 
thus somewhat magical when placed together. In a sense, the truth is in 
the photographic source, the imagination is in its re-placement or new 
context in a drawing.

Your photographic process allows you to create a personal 
archive from which you work. How do you choose what images you 
will take, and then, which ones you will reference or combine to-
gether later? 

I’ve said before that ‘All of the plants depicted in my pictures are 
plants that I collect from different residencies. I kind of recycle from 
other places’ My gardens become a semblance of memory and recollec-
tion. The plants become experiential: personal metaphorical elements 
of memory. I’m creating a mind space. 

My intention isn’t to remember anything concrete about individual 

Zachari Logan 
by Rhiannon Vogl
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changing the physical and cultural landscape; the familiar iconogra-
phy of grain elevators and small-town Main Street are giving way to 
new, often gentrified streetscapes, or simply disappearing altogether. 
“I almost never think of my images in this way,” Gardiner said when 
asked if he ever considers his role as a record keeper. “I still person-
ally relate to most of the work that I’ve done in the past as something 
that is present, because it is something that is always ongoing and 
changing to me.” 

What Gardiner does express is a keen awareness of issues such as 
racism and poverty, much of which I found to be evident in his work, 
as they are embedded into the Canadian landscape: glimpses of res-
ervation life, racism in small towns, and the various visual signifiers 
locals decipher as implying open, closed, or contested spaces. “Race 
and class are something I’ve definitely spent a lot of time thinking 
about going back and forth from Regina and New York,” says Gardiner, 
“but conveying the abstract complexities of how we talk about such 
issues within the medium of photography can be very tricky […] there 
is cultural baggage that is going to be there whether one tries to avoid 
it or not. The danger, I feel, is having the image reduced to a mere 
flagstick or placeholder within the framework of some abstract set 
of arguments. I think one should never completely trust the appear-
ance of so-called visual cues, just as they should never judge a person 
based on the color of his or her skin.”

While interested in elements of history and geography in his pho-
tographic practice, Gardiner professes his greatest attraction is in 
elements of light and composition, and in the discovery of “what it is 
for me to make a satisfying image.” 

“In the end,” Gardiner explains, “it is the sensory experience given 
by the (photographic) medium which motivates me.” So too does 
the possibility of meeting new people and making new friends: “I 
definitely do take deliberate steps to interact while out taking pho-
tographs ,” says Gardiner. “I think people are always curious to get 
to know other people and find ways to meet each other. Like sharing 
a cigarette outside the doorway of a building is an excuse for two 
people to kick up a conversation, my camera sometimes acts as a 
catalyst in a similar way […] I guess if I had to say anything about 
how this might inform my photographs, it is that the people I meet, 
whether in Waterbury, Connecticut, or somewhere in Pennsylvania 
or Alberta and Saskatchewan, to me they are familiar and accessible 
because I feel I have known them before.”

Rhiannon Herbert was born in Prince Albert, Saskatchewan. She 
studied Urban Planning, Human Geography, and Information Science 
at Universities of Calgary, Concordia, and McGill. She currently works 
as an archivist in Montreal, Quebec.
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Marisa 
Portolese

by Manon Blanchette

IN FOCUS

Mystery pervades Marisa Portolese’s photographs. They 
tap into the depths of our inner self. Childhood and its 
scars lay at the heart of these works. They resonate with 
us by giving voice to the unutterable. A prolific artist 
since the 1990s, Portolese focuses on the personal realm. 
With disturbing realism she portrays the vulnerability of 
her subjects who are often members of her family. For 
all intents and purposes, they symbolize that search 
for identity that defines a person. Indeed, these family 
members seem to be proxies for an artistic undertaking 
seeking to engage the full complexity of the individual 
and their emotional underpinnings. 

In 2000 Portolese began to exhibit her photographic 
series. Each series follows a theme that invites viewers 
to meander through psychological interiors where skin, 
clothes, surroundings, and especially the face and gaze, 
betoken another place and time, whether past or future. 
The ambiguity of these images commands respect, every 
image raises questions about those represented.

To date, this artist’s body of work basically comprises 
eight major series. Some of the series remain ongoing 
and regularly add new, enigmatic characters. Portolese 
seldom presents groups of people; rather, a single indi-
vidual generally fills the space of her staged scenes. A 
graduate of Concordia University, and now a professor 
there, she comes well-versed in art history. Not surpris-
ingly then, her photography references classic artworks 
and her models occasionally assume iconic poses. Take 
for example Édouard Manet’s well-known cultural image, 
Olympia (1863). She returns in a 2002 photograph where 
Portolese’s model, Marie-Christine, mirrors Manet’s 
muse. This picture forms part of the “Belle de jour” series 
(2002) which breathes new life into Manet’s and Ingres’ 
Odalisques. They avowedly inform Portolese’s work.

The photographs of her 2003 collection, “Un chevreuil 
à la fenêtre de ma chambre,” strike us because they 
capture intimate moments. In fact, one questions the 
purpose of these sensuous cameos. Like peeping Toms, 
we stare at them yet keep our distance because of the 
realism that permeates every image. 

“The Dandy Collection” began in 2003 and contin-
ues still to this day. It inventories tropes of masculinity, 
a myriad range, from infants to older men, in various 
locales and vulnerabilities. (One example, a nude, whose 
prominent penis dangles defiantly, is exposed quite  
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