A new series of works by Fiona Banner appears, at first,
1o signal a rupturing of her earlier practice. Parade
(2004) is @ large group of model fighter planes sus-
pended from the gallery ceiling; each represents a
real fighter plane in commission somewhere in the
world. There is also a work with words—a large,
square sheet of paper, on which airplane nicknames
are handwritten in a rough manner. The other
companying works in Pamade include multiple
Jife-size sections of a Harrier jet fighter: its wing
(WING, 2004}, nose cone (NOSE, 2004), tail fin (TAIL,
2004), and Perspex cockpit canopy (EYE, 2004).

For the most part, these works are mute. The
model airplanes remain unpainted and, in a sensc,
naked. Detailed markings, such as roundels, chey-
rons, and fin flashes, have not been added. The
larger pieces, taken from real jets, have been left un-
touched as well—their weathered metal, blank

The absence of intense color places all of the em-
phasis on the objects” form. The tail fin, which has
been positioned on the gallery floor, takes on a
sculptural presence—it is minimal, tough, and beau-
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emingly beyond words, Banner’s objects consti-
rown language. It is tempting to view the tail
and nose cone in the gallery as a form of punciu-
Hlion. Like Banner's earlier Full Stops, both sets of
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ilarly, the 1ableau of model planes in Parade fun
tions as a photographic still, calling to mind Sus
Stewart’s comment that “the reduction in scale w
the miniature presents skews the time and space re-
latons of the everyday life-world, and as an object
consumed, the mini
formed into the infinite

Banner's new work reveals connections 1o «
pieces in other ways too. The unadorned objec

and makes everything hazy, Hexagons of sunlight pass
arross the sereen, Trees seen from below fringe in al the side,
moving slowly along. Light comes through in shards, and
the tof of the trees look miles away. You can hear the sound
of a stream, frothing white in the middle, spindling
through the mammoth trees. Everything else is damp green,
and murky.'!
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Despite its innate muteness, cont Tary weap-
onry seems to breed myths . and
narratves. Fighter aircrafi are known o have
spawned other names as well, s as bumblebees.
nightmares. tomecats, bulldogs, hawks.

black sheep, black hawks, panthe

tahs. and vampires. The assoc
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All of this mrbulent power is then stripped and
crushed into the confines of a gallery space. The

Harrier wing and il fin could inspire visions of hizh
altitude dogfighes, explosive velocity, and unbridled

kinetics bevond the reach of the human senses, but



instead, ruthlessly dismembered, they lic tamed and
aestheticized within walls, mocked by the nearby
models that reconfigure their violence in the terms
of solitary habbyists and daydreamers, This act of be-
ing humbled explains the queasy sense of pleasure

1

that Parade delivers. It us of our
unspeakable fascination with images of war and de-
struction served up by the media and catered 1o by
multitudes of movies, tays, and videogames. To the
hobbyist, the lonely, obsessive hours of model-mak-
ing and the isolated study time of pornography
both draw on the primal human need to construct
vicarious, unattainable fantasies,

Deeper still, there exists the disturbing thought
that the world of raw objects and actions always
evades precise expression. Parade, if it is to be seen as
an A-Z manual of fighter aircrafi, is an alphabet at
war with iself. Both menacing and fragile, these ob-
jects do not connect or collide, but remain separate
and stll. [t §s a language unmade, a series of indeci-
pherable, tantalising hieroglyphs on the verge of
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can fighter plane rotting in the jungle a1 the rige of
the Mekong River. Over twenty vears later, e e
ing scenes of Black Hawk Down (2001) reve] i the
dizzying glory of state-of-the-art military techy e
before crashing back down to earth through the l:,
age of a fallen helicopter in Mogadishu, oy, films
dwell on the impossible defeat of 3 highly sophis;
cated, technological empire at the hands of lighily
equipped Third World soldiers.

Banner's fragments of a Harrier et g0 furthey
than the wreckage depicted in these films. Her g
putated sections of aircrafl sit

o lean against iy
gallery wall like classical ruins, denoting, in their fa:
tality, the collapse of an empire of signs. As much
any mere military defeat, it is the impossihility of
communication that is being mourned, and s grand
tourists, we enjoy the shiver of fear and find o
selves oddly at home in the debris.
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2) Susan Stewart, O Longing: Narratives of the Al
Gigautic, the Souvenin, the Collection {Baltimaore: ol

making sense. Charting Banner's engag with
fighter aircraft—from TOP GUN, through the View
nam movies, to these more recent works—one finds a
clear trajectory. On one level, all of these artefacts
mythologize battle, but while TOP GUN reflects the
confidence of a resurgent U.S, Air Force in the eight-
ies (associated with movies such as Apocalypse Now,
1979), its focus is clearly on the trauma of defeat;
one of its most telling images is of a downed Ameri-
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