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Abstract 

 

Hyper-sensitive to my settler history amidst a material culture that remains complicit in the ecological 

destruction of Land as a multi-species being, From Unsettling to UN/making is an interdisciplinary research-

creation PhD that works at the intersections of art, ecology, ethics, and aesthetics to recognize how ǘƻŘŀȅΩǎ 

global industrial modes of production, consumption, dissemination, and discard are neo-colonial forms of 

ecological, and therefore cultural genocide. Particularly unsettled by how the visual arts perpetuates 

anthropocenic perspectives and gestures, this thesis begins by investigating how past approaches to unmaking 

throughout art history often aligned with acts of destruction or self-destruction. Proposing a new 

interdisciplinary approach to UN/making that aligns with acts of care and repair, research and creative outputs 

were primarily formulated through the writing of political theorist, eco-feminist, and vital materialist Jane 

Bennett, as well as the writing of UnangaȄȸ scholar Eve Tuck, Natalie Loveless, and Natasha Myers to arrive at an 

assemblage actions or processes that help to prevent or redress harm.  

Initially driven through the deconstruction and reconfiguration of existing artworks, decolonial theory, 

environmental research, and new materialist thinking led to questioning the conceptual foundations of Land 

based art practices and Euro-colonial aesthetics carried forward through methods, mediums, modes, and 

iconography of Canadian traditions of fine art. Out of a desire to understand how creatives and cultural 

institutions might work together to bring creative practice more into relation with the timelines, liveliness, and 

needs of more-than-human ontographies, my final outcomes are the result of employing different methods 

of dealienation, decentring, degrowth, and decolonization to arrive at an UN/making Methodology. This 

adaptable framework for UN/making harm is designed to help usher in more eco-ethical approaches to creative 

production and building community outside of accelerated, elitist, racist, and sexist capitalist systems that keep 

the culture industry beholden to harmful ways of thinking and doing, as well as refocus attention to /ŀƴŀŘŀΩǎ 

Truth and Reconciliation Calls to Action as they pertain to the treatment and use of Land, education, and the 

production, presentation, and dissemination of art. 
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Land Acknowledgement 

I come to this Land as a cis white female of German, Scottish, Welsh, and unknown descent. Extremely 

aware of my privilege, despite being a woman and the global dispossession of Land and other rights that still 

inform the systematic undermining of female bodies, prosperity, and agency, I am extremely grateful to have 

been able to continue my studies as a graduate student at vǳŜŜƴΩǎ ¦ƴƛǾŜǊǎƛǘȅ. Conscious of bodies and voices 

who may consider this thesis one more example of a white settler of European descent benefiting from colonial 

ƘƛǎǘƻǊƛŜǎ ŀƴŘ ǇǊŜǎŜƴǘƛǎƳǎ ƛƴǘŜǊǿƻǾŜƴ ƛƴǘƻ ǘƘƛǎ ƴŀǘƛƻƴΩǎ ŜŘǳŎŀǘƛƻƴ ǎȅǎǘŜƳΣ L ŀŎƪƴƻǿƭŜŘƎŜ ǘƘŀǘ L ŀƳ ŀƴ ǳƴƛƴǾƛǘŜŘ 

guest upon traditional territories in which I live, work, play, or travel to, and that my learning occurred atop and 

across the ancestral and traditional territories of the Haudenosaunee and the Anishinaabe peoples whose 

practices and spiritualities are deeply tied to Land as a multi-species being. As a result of acknowledging histories 

ǇǊŜŘŀǘƛƴƎ /ŀǘŀǊŀǉǳƛΩǎ ŎƻƭƻƴƛȊŀǘƛƻƴ ōȅ 9ǳǊƻǇŜŀƴ ŎƻǳƴǘǊƛŜǎ and recalling that this Land once flourished as a mixed 

wood plain, From Unsettling to UN/making encourages visual artists to grow relations with and repair the more-

than-human world. Out of respect for the intention of Land acknowledgements, I also acknowledge that I 

currently live in Barrie, Ontario, in Simcoe County, on the traditional land of the Anishinaabeg people, which 

consists of the Ojibwe, Odawa, and Pottawatomi nations. Collectively known as the Three Fires Confederacy, the 

local bands of the Beausoleil First Nation, Georgina Island First Nation and Rama First Nation make up the 

Chippewa Tri-Council, one of the few councils granted reparations for the unjust dispossession of their Land and 

displacement of their communities from the Coldwater Narrows reserve. Also home to the Wendat nation 

before the 17th century, Simcoe County is one of the most diverse and vital multispecies bodies in Ontario. A 

lively assemblage of limestone plains, till plains, sand plains, clay plains, marshes, rivers, lakes, and granite 

bodies, the vast region is home to 68 significant wetlands, hardwood, and pine forests, 1500 species of vascular 

plants, 150 species of nesting birds, 50 mammals, and 33 reptiles and amphibians; many of which are vulnerable 

ŘǳŜ ǘƻ ǘƘŜ ŎƛǘȅΩǎ ŀƎƎǊŜǎǎƛǾŜ ǊŜǎƛŘŜƴǘƛŀƭ ŀƴŘ ƘƛƎƘǿŀȅ ŜȄpansion and climate change.  
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Having come to understand that regardless of the treaties upon which towns and cities were built, one 

cannot assume those treaties were fair, agreed upon, or upheld by the multiple levels of government elected to 

responsibly govern the use and protection of public and private Land, I move forward in the spirit of respect, 

reconciliation, and reparations, dedicated to co-developing more Land-centric approaches to creative practice 

and honouring the enduring presence, wisdom, generosity, and patience of all First Nations, Métis, and Inuit 

People who continue to share their Land despite the ongoing violence carried out against their peoples and their 

living spirits of water, sky, Land, animals, plants, and other beings and spaces considered sacred. As such, I invite 

all settler bodies to each take a moment to personally acknowledge the Land from which you read this thesis 

today. 
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Glossary 

Anthropocene: Casually coined in the mid-1960s in Russia and during the mid-1970s and 1980s, most notably by 
diatom researcher Eugene F Stoermer, atmospheric chemist Paul J Crutzen popularized the term while at a 
conference in Mexico as a knee-jerk reaction to another scientist still referring to the times as the Holocene. 
Coming from the Greek terms ΨanthropoΩΣ ƳŜŀƴƛƴƎ ƘǳƳŀƴΣ ŀƴŘ ΨŎŜƴŜΩ ƳŜŀƴƛƴƎ ƴŜǿ, this unofficial geological 
epoch defines how humans have significantly changed the physical topography and material makeup of the 
9ŀǊǘƘΩǎ ǎǳǊŦŀŎŜ ŀƴŘ ŀǘƳƻǎǇƘŜǊŜ. (Akademƛƛa nauk SSSR, 1960) (Steffen W. , 2021) A highly contentious term in 
that it makes sweeping reference to humans versus clarifying how a very few countries and their billionaire-
owned industries are primarily responsible for the state of the planet today. For this thesis the Anthropocene is 
identified as a complex assemblage of colonialism, industrial capitalism, and patriarchy to discuss how the visual 
arts contribute to these phenomena and propose how creatives can go about UN/making themselves from 
harmful systems of extraction, production, presentation, dissemination, and discard.  

Assemblage: Often used within the art world to describe the pulling or pairing together of disparate things or 
ǘŜȄǘǎ ǘƻ ŀǊǊƛǾŜ ŀǘ ƴŜǿ ǊŜŀŘƛƴƎǎ ƻǊ ƴŀǊǊŀǘƛǾŜǎΣ ΨŀǎǎŜƳōƭŀƎŜΩ ƛǎ ƻŦǘŜƴ ǳǎŜŘ ōȅ WŀƴŜ .ŜƴƴŜǘǘ ǘƻ ŜȄǇƭŀƛƴ ǘƘŜ ƘȅǇŜǊ-
connectivity of the physical and indecipherable material world. In both scenarios, humans are part of what 
informs or is affected by an assemblage. (Bennett J. , 2011) (Bennett J. , 2010) 

Deconstruction: A άŦƻǊƳ ƻŦ ǇƘƛƭƻǎƻǇƘƛŎŀƭ ŀƴŘ ƭƛǘŜǊŀǊȅ ŀƴŀƭȅǎƛǎΣ ŘŜǊƛǾŜŘ Ƴŀƛƴƭȅ ŦǊƻƳ ǿƻǊƪ ώΧϐōȅ ǘƘŜ CǊŜƴŎƘ 
philosopher Jacques Derrida that questions the fundamental conceptual ŘƛǎǘƛƴŎǘƛƻƴǎΣ ƻǊ άƻǇǇƻǎƛǘƛƻƴǎΣέ 
in Western philosophy through a close examination of the language and logic ƻŦ ǇƘƛƭƻǎƻǇƘƛŎŀƭ ŀƴŘ ƭƛǘŜǊŀǊȅ ǘŜȄǘǎέ 
(Britannica, T., 2023) Also identifying images and materials as texts, this thesis analyzes artworks through eco-
critical, feminist, and decolonial lenses to examine how art upholds anthropocenic perspectives and gestures 
towards Land.  
 
Dealienation: Karl Marx described alienation as ŀ άŎƘŀǊŀŎǘŜǊƛǎǘƛŎ ŦŜŀǘǳǊŜ ƻŦ ƳƻŘŜǊƴ ŎŀǇƛǘŀƭƛǎƳ ŀƴŘ ƻŦ 
ΨŎƻƳƳƻŘƛǘȅ ŦŜǘƛǎƘƛǎƳΩ ǿƘƻǎŜ ŘŜǾŀƭǳŀǘƛƻƴ ƻŦ ǘƘŜ ƘǳƳŀƴ ǿƻǊƭŘ ώΧϐ ƛǎ ǇǊƻǇƻǊǘƛƻƴŀƭ ǘƻ ƛǘǎ ƻǾŜǊǾŀƭǳŀǘƛƻƴ ƻŦ ǘƘƛƴƎǎΣ 
where the mechanization and globalization of labour and economic exchange estranges human beings from 
ǘƘŜƛǊ ƻǿƴ ōƻŘƛŜǎΣ ŦǊƻƳ ǘƘŜ ƴŀǘǳǊŀƭ ǿƻǊƭŘΣ ŀƴŘ ŦǊƻƳ ǘƘŜƛǊ ǇƻǘŜƴǘƛŀƭƭȅ ǳƴƛǾŜǊǎŀƭ ŜǎǎŜƴŎŜέ (Macey, 2001, p. 7) 
(Marx, 1867)Φ ²ƛǘƘƛƴ ǘƘŜ ŀǊŜŀǎ ƻŦ ǇǊƻǇŜǊǘȅ ƭŀǿΣ ŀƭƛŜƴŀǘƛƻƴ ŀƭǎƻ ǊŜŦŜǊǎ ǘƻ ǘƘŜ Ψƭƻǎǎ ƻŦ ƻǿƴŜǊǎƘƛǇΣΩ ŀƴŘ ƛƴ ǘƘŜ ŦƛŜƭŘ 
ƻŦ ǇǎȅŎƘƻƭƻƎȅΣ ŀǎ ǘƘŜ ΨǳƴƘŀǇǇȅ ŎƻƴǎŎƛƻǳǎƴŜǎǎΩ ƛƴ ǿƘƛŎƘ άŀƴ alienated soul is conscious of itself as a divided 
ōŜƛƴƎΣ ƻǊ ŀ ŘƻǳōƭŜŘ ŀƴŘ ŎƻƴǘǊŀŘƛŎǘƻǊȅ ōŜƛƴƎ ǿƘƻǎŜ ŀǎǇƛǊŀǘƛƻƴ ǘƻǿŀǊŘǎ ǳƴƛǾŜǊǎŀƭƛǘȅ ƘŀǾŜ ōŜŜƴ ŦǊǳǎǘǊŀǘŜŘέi 
(Macey, 2001, p. 7). Within this thesis, dealienation is expanded to mean undoing the distance between oneself 
and the socio-political or ecological harm being done to ƘŀǾŜ ƳƻǊŜ ŀƎŜƴŎȅ ƻǾŜǊ ƻƴŜΩǎ ƻǿƴ ŜȄƛǎǘŜƴŎŜ, as well as 
familiarizing oneself with positive actions and stories that can offer hope and strategies to enact a more eco-
ŜǘƘƛŎŀƭ ŀǇǇǊƻŀŎƘ ǘƻ ƻƴŜΩǎ ƭƛŦŜκǇǊŀȄƛǎΦ  
 
Decentring: Initially defined as άŀƴ ŜȄǇŜǊƛŜƴǘƛŀƭ ŎƻƳǇƻƴŜƴǘ ƻŦ ƴƻƴ-ŀƴǘƘǊƻǇƻŎŜƴǘǊƛǎƳΣέ ǿƘŜǊŜ ƛƴŘƛǾƛŘǳŀƭǎ 
άŜƴŎƻǳƴǘŜǊ Ƙƻǿ ƴƻƴƘǳƳŀƴ ǉǳŀƭƛǘƛŜǎ ŀƴŘ ŦƻǊŎŜǎ ǎƘŀǇŜ ƪƴƻǿƭŜŘƎŜ ŀƴŘ ŀŎǘƛƻƴέ (Di Salvo, 2012, pp. 432-433), this 
ǘƘŜǎƛǎ ŀƭƛƎƴǎ ǿƛǘƘ άŀ ǘǳǊƴ ǘƻǿŀǊŘ ŀƴŘ ŎƻƴŎŜǊƴ ŦƻǊ ǘƘŜ ƴƻƴƘǳƳŀƴέ (Grusin, 2015, p. 3) in order to think, act, 
design, create, disseminate, and even UN/make more ethically. (Nicenboim, Oogjes, Biggs, & Nam, 2023)   
 
Degrowth:  Most simply, degrowth is a theory that brings forward policies and plans for descaling systems of 
mass production and consumption to develop more sustainable practices when it comes to natural resources as 
well as reduce environmental damage. Beyond this basic concept, degrowth, as outlined by the online Journal of 
Degrowth, encourages the descaling of individual profits to grow social and ecological well-being, decentring 
polarizing views to establish robust processes of democratic decision-making that allow for meaningful 
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discussions as well as public and political participation, redistributing  wealth, decentring άƻƴŜ-sided Western 
ǇŀǊŀŘƛƎƳ ƻŦ ŘŜǾŜƭƻǇƳŜƴǘΣέ (Degrowth, n.d.) and deglobalize processes to re-ŜǎǘŀōƭƛǎƘ άƻǇŜƴΣ ŎƻƴƴŜŎǘŜŘ ŀƴŘ 
ƭƻŎŀƭƛȊŜŘ ŜŎƻƴƻƳƛŜǎέ (Degrowth, n.d.).  
 
Decolonization: Most accurately, decolonization is the act of a governing force removing oneself from a country 
once colonized so that the nation becomes independent ŦǊƻƳ ǘƘŜƛǊ ŎƻƭƻƴƛȊŜǊΩǎ ƭŀǿǎ ŀƴŘ ǾŀƭǳŜǎΦ ¦Ǉƻƴ ǘƘƛǎ 
withdraw and return of land, persons reclaim sovereignty and move towards local self-determination based on 
regional cultural histories, beliefs, and practices. For this thesis, unsettling becomes the earliest stage of 
decolonization, in that it works to disrupt perspectives and gestures that keep individuals, industries, and 
institutions complicit in colonial, industrial capitalist, and patriarchal systems that govern thinking and doing.  

 
Eco-Criticism is any theory committed to bringing about or calling for a change in the way one perceives, 
describes or interacts with nature by critically analyzing the function or theme of artistic, social, historical, 
ideological or theoretical texts, whether they be literary or pictorial, in relation to the global environmental crisis 
to identify, reflect on, and challenge material practices that contribute to the decimation of different human and 
more-than-human geographies and ontographies. (Gladwin, 2017) 
 
Eco-feminismΥ ά/ƻƴŎŜƛǾŜŘ ŀǎ ōƻǘƘ ŀ ǘƘŜƻǊȅ ŀƴŘ ŀ ƳƻǾŜƳŜƴǘ ǘƘŀǘ ŀǎǎƻŎƛŀǘŜǎ ǿƻƳŜƴ ŀƴŘ ǘƘŜ ŜƴǾƛǊƻƴƳŜƴǘΣέ ŜŎƻ-
ŦŜƳƛƴƛǎƳ άŘŜƴƻǳƴŎŜǎ ǘƘŜ ŎƻƳǇŀǊŀōƭŜ ŘŜƎǊŀŘŀǘƛƻƴΣ ǎǳōƧŜŎǘƛƻƴΣ ŀƴŘ ŜȄǇƭƻƛǘŀǘƛƻƴ ƻŦ ǿƻƳŜƴΣ ƴŀǘǳǊŜΣ ƴƻƴ-human 
ŀƴƛƳŀƭǎΣ ŀƴŘ ƻǘƘŜǊ ƳŀǊƎƛƴŀƭƛȊŜŘ ǎƻŎƛŀƭ ƎǊƻǳǇǎέ ǘƻ άǇǊƻǇƻǎŜ Řƛverse alternative solutions, addressing both gender 
and ecological vindications and hence trying to put an end to the violence exerted on women and the 
underprivileged, as well as to the destruction of natural resources and the extinction of non-human animals and 
species. (Estévez-Saá & Lorenzo-Modia, 2019, p. 2) 
 
External colonialism: Also called exogenous or exploitation colonization, external colonization is the 
expropriation of Indigenous worlds, animals, plants, and human beings, extracting them to transport them to - 
and build the wealth, the privilege, or feed the appetites of - the colonizers, ώΧϐ marked as the first world. This 
ƛƴŎƭǳŘŜǎ ώΦΦΦϐ ΨƘƛǎǘƻǊƛŎΩ ŜȄŀƳǇƭŜǎ ǎǳŎƘ ŀǎ ƻǇƛǳƳΣ ǎǇƛŎŜǎΣ ǘŜŀΣ ǎǳƎŀǊΣ ŀƴŘ ǘƻōŀŎŎƻΣ ǘƘŜ ŜȄǘǊŀŎǘƛƻƴ ƻŦ ǿƘƛŎƘ ŎƻƴǘƛƴǳŜǎ 
to fuel colonial efforts. This form of colonialism also includes feeding contemporary appetites for diamonds, fish, 
water, oil, humans turned workers, genetic material, cadmium, and other essential minerals for high-tech 
ŘŜǾƛŎŜǎΦ ώΧϐ Lƴ ŜȄǘŜǊƴŀƭ ŎƻƭƻƴƛŀƭƛǎƳΣ ŀƭƭ ǘƘƛƴƎǎ bŀǘƛǾŜ ōŜŎƻƳŜ ǊŜŎŀǎǘ ŀǎ ΨƴŀǘǳǊŀƭ ǊŜǎƻǳǊŎŜǎΩ - bodies and Earth for 
ǿŀǊΣ ōƻŘƛŜǎΣ ŀƴŘ 9ŀǊǘƘ ŦƻǊ ŎƘŀǘǘŜƭέ ό¢ǳŎƪ ϧ ²ŀƴƎΣ нлмнΣ ǇΦ пύ. 
 
Inclusive Goods: tǊŜŘŜŦƛƴŜŘ ōȅ aƛŎƘŀŜƭ .Ŝǎǘ ŀƴŘ ²ƛƭƭƛŀƳ 9Φ /ƻƴƴƻƭƭȅ ŀǎ ΨƎƻƻŘǎΩ ǘƘŀǘ ƛƴƘŜǊŜƴǘƭȅ ōŜƴŜŦƛǘ ǘƘŜ 
masses over a few, in her chapter Commodity Enchantment (2001), Jane Bennett describes an inclusionary good 
ŀǎ ǎƻƳŜǘƘƛƴƎ ǘƘŀǘ ŎƻǳƴǘŜǊŀŎǘǎ ǘƘŜ ǇƛǘŦŀƭƭǎ ƻŦ ŜȄŎƭǳǎƛƻƴŀǊȅ ƎƻƻŘǎΣ ǿƘƛŎƘ ŀύ άŘŜŎǊŜŀǎŜǎ ǘƘŜ ǇǊƛǾŀǘŜ ǾŀƭǳŜ ƻŦ ǘƘŜ 
ƎƻƻŘέ ǳǇƻƴ ŀŎŎǳƳǳƭŀǘƛƻƴΣ ōύ άƛƴŎǊŜŀǎŜǎ ǘƘŜ ǇǊƛǾŀǘŜ Ŏƻǎǘǎ ƻŦ ƛǘǎ ǳǎŜΣέ Ŏύ άŀŎŎŜƴǘǳŀǘŜǎ ǘƘŜ ŀŘǾŜǊǎŜ Ŏƻmmon or 
ǎƻŎƛŀƭ Ŏƻǎǘǎ ƻŦ ƛǘǎ ǳǎŜέ ŀƴŘ Řύ άƛƴŎǊŜŀǎŜǎ ŘƛǊŜŎǘƭȅ ƻǊ ƛƴŘƛǊŜŎǘƭȅΣ ǘƘŜ ǇŜǊ-capita costs borne by the state in 
ǎǳōǎƛŘƛȊƛƴƎ ƛǘǎ ǳǎŜ ŀƴŘ ǊŜŎǘƛŦȅƛƴƎ ƛǘǎ ŀŘǾŜǊǎŜ ŜŦŦŜŎǘǎΦέ WŀƴŜ .ŜƴƴŜǘǘ ƎƛǾŜǎ ǇǳōƭƛŎ ǘǊŀƴǎǇƻǊǘŀǘƛƻƴΣ ŜŘǳŎŀǘƛƻƴ, and 
health care as examples of inclusionary goods, while private ownership of cars and private medical care are 
exclusionary. (Bennett J. , 2001, p. 115) ΨArtΩ as a collected object risks falling into the pitfalls of exclusionary 
goods, whereas social and community-based art practices, if designed well, are inclusionary. 
 
Internal colonialism: In Decolonization is not a Metaphor, Eve Tuck and K. Wayne Yang define internal 
ŎƻƭƻƴƛŀƭƛǎƳ ŀǎ άǘƘŜ ōƛƻǇƻƭƛǘƛŎŀƭ ŀƴŘ ƎŜƻǇƻƭƛǘƛŎŀƭ ƳŀƴŀƎŜƳŜƴǘ ƻŦ ǇŜƻǇƭŜΣ Land, flora, and fauna within the 
ΨŘƻƳŜǎǘƛŎΩ ōƻǊŘŜǊǎ ƻŦ ǘƘŜ ƛƳǇŜǊƛŀƭ ƴŀǘƛƻƴΦ ¢Ƙƛǎ ƛƴǾƻƭǾŜǎ ǳǎƛƴƎ ǇŀǊǘƛŎǳƭŀǊƛȊŜŘ ƳƻŘŜǎ ƻŦ ŎƻƴǘǊƻƭ - prisons, ghettos, 
minoritizing, schooling, policing - to ensure the ascendancy of a nation and its white elite. These modes of 
control, imprisonment, and involuntary transport of human beings across borders - ghettos, their policing, their 
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economic divestiture, and dislocatability - are at work to authorize the metropole and conscribe her periphery. 
Strategies of internal colonialism, such as segregation, divestment, surveillance, and criminalization, are both 
ǎǘǊǳŎǘǳǊŀƭ ŀƴŘ ƛƴǘŜǊǇŜǊǎƻƴŀƭέ (Tuck & Yang, 2012, pp. 4-5). 
 
Ontography: Inspired by the thinking and writing of physical geographer William Moore Davis, this type of 
geography άǿŀǎ ŀ ŎƻƳōƛƴŀǘƛƻƴ ƻŦ ƻǊƎŀƴƛŎ ŀƴŘ ƛƴƻǊƎŀƴƛŎ ǇƘŜƴƻƳŜƴŀΣ ǘƘŜ ŎƘƛŜŦ ŀƛƳ ōŜƛƴƎ ǘƘŜ ŘƛǎŎƻǾŜǊȅ ƻŦ 
meaningful or causal relations between the physical and ƭƛǾƛƴƎ ōǊŀƴŎƘŜǎέ (Beckinsale, 1976, p. 448) that affected 
the nature of beings as well as their relationship to other human and non-human beings or bodies of matter.  
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Preface: An Unsettling 

Often referred to as a prolific maker, over the last 25 years I have worked voraciously across various 

Ǿƛǎǳŀƭ ŀǊǘ ǇƭŀǘŦƻǊƳǎ ǘƻ ŘƻŎǳƳŜƴǘ ǘƘŜ ǳƴƛǉǳŜƴŜǎǎΣ ΨōŜŀǳǘȅΣΩ transformation, and denigration of the Canadian 

landscape. Now beginning to understand how I have carried forward anthropocenic perspectives and gestures 

towards Landi using images, media, substrates, and systems of presentation and dissemination, I can see how 

many aspects of the global art market demand it. Artist and writer James Adams confirms how much of the 

Canadian art market continues to ǾŀƭǳŜΣ ŜȄƘƛōƛǘΣ ŀƴŘ ƛƴ ǘǳǊƴ ƛƴǾŜǎǘ ƛƴ ΨŀǊǘΩ ǘƘŀǘ ŜŎƘƻŜǎ ǘƘŜ ŀŜǎǘƘŜǘƛŎǎΣ ǎŎŀƭŜΣ ŀƴŘ 

material processes established by the early European and male-dominated academies of Ψfine artΩ painting and 

sculpture, when he pointed to how Canada άƴŜŜŘǎ ǘƻ ƎǊƻǿ ǳǇέ (Adams, 2012) and move beyond the resale of 

landscape practices originating with and or mimicking the aesthetics and subject matter laid down on paper, 

boards, canvas, minds, and hearts by the Group of Seven. (Halperin, 2019); 

Before awakening to these realities, impasto renderings of rural and pastoral vistas replaced early 

ŦƛƎǳǊŀǘƛǾŜ ǿƻǊƪǎ ŜȄǇƭƻǊƛƴƎ ǿƻƳŜƴΩǎ ǎƻŎƛŀƭ ǊƻƭŜǎ ŀƴŘ ƎŜƴŘŜǊƛƴƎ to document the colours, form, energy, and 

textures of environments encountered and imagined. Not yet aware or able to detect the strata of cultural 

constructs of different environments, it was a trip to France that awakened me to how geographies are 

politically, socially, economically, and ecologically linked. Still not recognizing the material commonalities 

between Europe and British Columbia that arose due to the aggressive colonization and settlement projects 

carried out by the French, Dutch, and British in Canada, paintings evolved from painterly to materially narrating 

how Landscapes are physically and psychically layered, and in many cases in need of mending.  

Eventually recognizing how mixed media two-dimensional work has little efficacy in repairing ecological 

concerns, in 2015 I entered the interdisciplinary MFA program at OCAD University under the working thesis 

title Land as Archive to examine how Land is a surface and receptacle that serves as a record of human activity. 

 
i An Associate Professor of UBC and member of the Opaskwayak Cree Nation, in his book Elements of Indigenous Style: A 
Guide for Writing by and About Indigenous Peoples, scholar Gregory Young-Ing (1961 ς 2019) insisted that due to its 
importance for sustaining Indigenous identity and ways of life that Land must be capitalized. 
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Toward the beginning of this journey two pieces of writing forever changed how I would look at the world, art, 

and myself. Preliminary Materials for a Theory of the Young-Girl (2012) was the first text that stirred me out of 

my seat. Translated by Arian Reines and collaboratively penned by the French collective of authors and activists 

called Tiqqun, this small but poignant chapbook ǎƘƻǿŜŘ Ƙƻǿ LΣ ƭƛƪŜ ƳŀƴȅΣ ŀƳ ŀ άƳƻŘŜƭ ŎƛǘƛȊŜƴ ŀǎ ǊŜŘŜŦƛƴŜŘ ōȅ 

ŎƻƴǎǳƳŜǊ ǎƻŎƛŜǘȅέ (Tiqqun, 2012, p. 15). Albeit humorous, with each page turned I became increasingly aware of 

Ƙƻǿ ōǳȅƛƴƎ ǇǳōƭƛŎǎ ŀǊŜ ǳƴŘŜǊ ǘƘŜ ǎǇŜƭƭ ƻŦ ǘƘŜ ǎǇŜŎǘŀŎƭŜ ǘƘŀǘ ƛǎ ΨŎƻƳƳƻŘƛǘȅ ŦŜǘƛǎƘƛǎƳ,Ω ŀƴŘ how this phenomenon 

has waged such a total war on the human body and psyche that it often remains invisible within its clever, shiny 

systems of branding and marketing. Whimsically outlining how the phenomenon ƻŦ ǘƘŜ ΨȅƻǳƴƎ ƎƛǊƭΩ Ƙŀǎ ƴƻ 

gender and resides in all of us, Tiqqun goes on to explain how capitalism depends on human naivete, gullibility, 

phobias, anxieties, depression, and neuroses, not only to survive, but thrive. (Tiqqun, 2012, p. 11) 

The second philosophical minefield that caught my attention was raised by the eco-feminist, political 

scientist Jane Bennett. Within the new materialist chapters of her book Vibrant Matter (2010), Bennett carefully 

draws from the extensive history of object-oriented ontology to acknowledge how non-human objects, whether 

they be power lines, litter-filled alleyways, metals, food, plants, animals, water, or rocks are actants that when 

near other objects, witnessed, or even left alone to bio-degrade in landfills, have the power to effect, be 

affected, and generate affect within shared environments. (Bennett J. , 2010) 

Determined to become more aware and responsible as a consumer, research led to becoming overly 

άƛƴǘƛƳŀǘŜ ǿƛǘƘ ǿƘŀǘ ƛǎ ƴƻǘ ƘŀǇǇȅέ ό!ƘƳŜŘΣ нлмлΣ ǇΦ омύ ŀōƻǳǘ Ŧŀǎǘ ŦŀǎƘƛƻƴΩǎ ŎƘŀƛƴǎ ƻŦ ǇǊƻŘǳŎǘƛƻƴ. Not interested 

ƛƴ ƻǿƴƛƴƎΣ ƴŜǾŜǊ ƳƛƴŘ ǿŜŀǊƛƴƎ ǎǳŎƘ ΨƳŀǘǘŜǊκǎΣΩ L ǇŜǊŦƻǊƳŜŘ ǿƘŀǘ American, feminist, theorist, and physicist 

Karen Barad ƳƛƎƘǘ ǊŜŦŜǊ ǘƻ ŀǎ ŀƴ ΨŀƎŜƴǘƛŀƭ Ŏǳǘ,Ωii by shifting to second-hand shopping to distance myself from the 

ecological destruction and human suffering stitched into the seams of mass-produced goods.  

 
ii Used within the writing of physicist and philosopher Karan Barad, an agential cut is an action that helps to produce 
stabilization or boundaries that allows further decisions and actions to occur, despite the inside or outside of those cuts 
providing connections to different types of phenomena and thought. (Barad, 2006) 
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Nearing the completion of my MFA, it was a large body of sculptures and works on paper installed 

within my thesis exhibition (See Figures 1 & 2) that cast a light on how many contemporary, visual art practices 

depend on the production of textiles and so also intensifies the exploitation and contamination of Land. Needing 

to move beyond the dark shadows of my MFA, intentions to continue researching and exposing fast fashion as 

woven technologies that colonize and stigmatize bodies for my tƘ5 ŀǘ vǳŜŜƴΩǎ ¦ƴƛǾŜǊǎƛǘȅ were relinquished 

upon reading an essay by UnangaȄȸ scholar Eve Tuck entitled Suspending Damage: A Letter to Communities 

(2009). Encouraging scholars to ŎƻƴǎƛŘŜǊ άǘƘŜ ƭƻƴƎ-ǘŜǊƳ ƛƳǇŀŎǘ ƻŦ ΨŘŀƳŀƎŜ-ŎŜƴǘǊŜŘΩ ǊŜǎŜŀǊŎƘ,έ(p. 409) which 

άƻǇŜǊŀǘŜǎ ǿƛǘƘ ŀ ŦƭŀǿŜŘ ǘƘŜƻǊȅ ƻŦ ŎƘŀƴƎŜέ (p. 409) ŀƴŘ άǎƛƳǳƭǘŀƴŜƻǳǎƭȅ ǊŜƛƴŦƻǊŎŜǎ ŀƴŘ ǊŜƛƴǎŎǊƛōŜǎ ŀ ƻƴŜ-

ŘƛƳŜƴǎƛƻƴŀƭ ƴƻǘƛƻƴ ƻŦ ǇŜƻǇƭŜ ŀǎ ŘŜǇƭŜǘŜŘΣ ǊǳƛƴŜŘΣ ŀƴŘ ƘƻǇŜƭŜǎǎέ (p. 409), although specifically addressing those 

ǿƘƻ ŎŀǊǊȅ ƻǳǘ ǊŜǎŜŀǊŎƘ ƻƴ ƻǊ ŀōƻǳǘ LƴŘƛƎŜƴƻǳǎ ŎƻƳƳǳƴƛǘƛŜǎΣ ¢ǳŎƪΩǎ ǘŜȄǘ ōǊƻǳƎƘǘ ǘƻ ƭƛƎƘǘ how I had failed to 

ǊŜŎƻƎƴƛȊŜ Ƙƻǿ ΨƻōƧŜŎǘǎΩ ƳŀƴǳŦŀŎǘǳǊŜŘ ƛƴ Dƭƻōŀƭ {ƻǳǘƘ economies are attached to humans who may not have 

the luxury to see or question their participation in chains of global, mass, industrial production the same way; an 

awakening to how researching and sharing stories other than my own may risk traumatizing the people I 

intended to assist.   

As a result of these unsettlings, I turned inwards to reflect on how my own industrious and illustrious 

sector perpetuates harm and ǊŜŎƻƎƴƛȊŜ Ƙƻǿ άŀƭƭ ŀǊǘ ƛǎ [ŀƴŘ ŀǊǘ,έ όtǊƛŎŜΣ нлннύ ƛƴ ǘƘŀǘ ƛǘ ƛǎ ŦǊƻƳ ǘƘŜ 9ŀǊǘƘ ǘƘŀǘ ŀƭƭ 

materials come and to the elemental commons, all matter/s eventually return. Now considering Land as a living 

being that needs care and repair, From Unsettling to UN/making sets out to increase respect for the planet and 

acknowledge Earth and its soils, water, and air as the final audience, consumers, and critics ƻŦ ΨŀǊǘΦΩ Just at the 

beginning of a journey in which I will continue to confront and redress my settler past, this research-creation 

project examines how different facets of the visual arts contribute to the ongoing destruction of the Holocene, 

mass reproduction of the Capitolocene, and, in turn, the neo-ŎƻƭƻƴƛȊŀǘƛƻƴ ƻŦ [ŀƴŘ ǘƘǊƻǳƎƘ ΨōǊǳǘŜ ŦƻǊŎŜΩ 

approaches to extraction, production, dissemination, and discard. (Braungart & McDonough, 2013) (Haraway D., 

2015) Also an exploration of how one might begin to UN/make oneself from systems of harm that co-opt artists 
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and their ΨartΩ into unthinking and therefore unethical manifestations of iconography, material, processes, 

modes of presentation, and waste, this proposal for a culture of UN/making considers what it means to 

consume, create, curate, and present in times of deep ecological and social crisis.   
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Figure 1: Jill Price: Land as Archive (Installation shots), 2017, YYZ Artist Outlet, Toronto, Ontario (Images provided by artist) 
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Figure 2: Jill Price, Land as Archive (Installation Shots), 2017, YYZ Artist Outlet, Toronto, Ontario (Images provided by artist)
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Introduction: A New Materialist Call to UN/making  

In her text The Enchantment of Modern Life (2001), Jane Bennett explains the phenomenon of 

ΨŎƻƳƳƻŘƛǘȅ ŦŜǘƛǎƘƛǎƳΩ ŀƴŘ Ƙƻǿ ƛǘ ƛǎ ŀ ǘȅǇŜ ƻŦ ΨǇŜǊŎŜǇǘǳŀƭ ŘƛǎƻǊŘŜǊΩ ƛƴ ǿƘƛŎƘ άƘǳƳŀƴǎ ōŜŎƻƳŜ ōƭƛƴŘ ǘƻ ǘƘŜ Ǉŀƛƴ 

ŀƴŘ ǎǳŦŦŜǊƛƴƎ ŜƳōŜŘŘŜŘ ƛƴ ǘƘŜ ŎƻƳƳƻŘƛǘȅ ōȅ ǾƛǊǘǳŜ ƻŦ ŀƴ ǳƴƧǳǎǘ ŀƴŘ ŜȄǇƭƻǎƛǾŜ ǎȅǎǘŜƳ ƻŦ ǇǊƻŘǳŎǘƛƻƴέ (p. 113) 

that άŘŜƳŀƴŘǎ ƛƴŎǊŜŀǎƛƴƎ ƭŜǾŜƭǎ ƻŦ ŎƻƴǎǳƳǇǘƛƻƴ ŀƴŘ ǿŀǎǘŜΣ ŀƴŘ ǊŜƎǳƭŀǊƭȅ ƻǾŜǊǇƻǿŜǊǎ ƛƴŘƛǾƛŘǳŀƭ ŜŦŦƻǊǘǎ ǘƻǿŀǊŘ 

ŜŎƻƭƻƎƛŎŀƭ ƭƛǾƛƴƎέ (p. 114). Using her chapter Commodity Enchantment, The Critical Potential of (Commercial Art), 

to recall Max HorkheimerΩǎ and Theodor AdornoΩǎ essay entitled The Culture Industry (1944)3, Bennett restates 

how ƘǳƳŀƴ ŦŀŎǳƭǘƛŜǎ άƘŀǾŜ ōŜŜƴ ŘŜŀƴƛƳŀǘŜŘ ƛƴ ŀ ǿƻǊƭŘ ǎŀǘǳǊŀǘŜŘ ōȅ ŎƻƳƳŜǊŎƛŀƭƛǎƳ,έ (Bennett J., p. 121) and 

that άǘƘŜǊŜ ƛǎ ƴƻ ŀŜǎǘƘŜǘƛŎ ǎǇƘŜǊŜ ƛƴŘŜǇŜƴŘŜƴǘ ƻŦ ώΧϐ ΨǘƘŜ ƛǊƻƴ ǎȅǎǘŜƳΩ ƻŦ ŎŀǇƛǘŀƭέ (Adorno & Horkheimer, 1972, 

p. 1) (Bennett J., p. 122) ƴƻǊ ǇƻǘŜƴǘƛŀƭ ǎƛǘŜǎ ǘƻ ǊŜǎƛǎǘ ƻǊ άŦǳŜƭ ŀƴȅ ǎŜƴǎƛōƛƭƛǘȅ ƻǘƘŜǊ ǘƘŀƴ ŎƻƴǎǳƳŜǊƛǎƳέ (Bennett J., 

p. 122).  

Although suggesting it is impossible to completely UN/make oneself from capitalist forms of  

commodification, Bennett believes there are ǎƭƛƎƘǘ ƻǇŜƴƛƴƎǎ ŦƻǊ ΨŀǊǘΩ ǘƻ ŎǊŜŀǘŜ ŀƴ ŜŦŦŜŎǘ ǘƘŀǘ Ŏŀƴ ƎŜƴŜǊŀǘŜ 

change or be change itself, ŀƴŘ ŀŎƪƴƻǿƭŜŘƎŜǎ ǘƘŀǘ άŀǊǘƛǎǘǎ ƘŀǾŜ ƎƻƻŘ ƛƴǘŜƴǘƛƻƴǎέ (p. 122) in that they hold on to 

ǘƘŜ ƘƻǇŜ ǘƘŀǘ ΨŀǊǘΩ ǿƛƭƭ ǊƛǎŜ ŀōƻǾŜ ǘƘŜ Ψǎǘŀǘǳǎ ǉǳƻ.Ω Also stressing the importance of hope as a functioning 

ƳŀǘŜǊƛŀƭΣ ƻǊ άŀǎ ŀ ǎŜƭŦ-ŜƴŀŎǘƛƴƎ ƳƻƻŘΣέ (pp. 136-137) ǘƘŀǘ ŀƭƻƴƎ ǿƛǘƘ ŎƻǳǊŀƎŜ ŀƴŘ ǘƘŜ άƛŘŜŀƭ ƻŦ ƳƻǊŀƭ ǇŜǊŦŜŎǘƛƻƴέ 

(pp. 136-137) is integral for decentring disenchantment of the modern world and inspiring the enactment of 

more ethical thinking and doing, Bennett suggests that to UN/make harmful ways of perceiving and enacting, 

άƘǳƳŀƴǎ Ƴǳǎǘ ǊŜŎƪƻƴ ǿƛǘƘ ŀ ƳǳŎƘ ƭŀǊƎŜǊ ǇƻǇǳƭŀǘƛƻƴ ƻŦ ŜƴǘƛǘƛŜǎ ǿƻǊǘƘȅ ƻŦ ŜǘƘƛŎŀƭ ŎƻƴŎŜǊƴέ (Bennett J., 2001, p. 

112).  

 
3 aŀȄ IƻǊƪƘŜƛƳŜǊΩǎ ŀƴŘ ¢ƘŜƻŘƻǊ !ŘƻǊƴƻΩǎ Ŝǎǎŀȅ ŜƴǘƛǘƭŜŘ The Culture Industry (1944) professed how the culture 
ƛƴŘǳǎǘǊȅ ǿŀǎ ǊŜǎǇƻƴǎƛōƭŜ ŦƻǊ ǘƘŜ άŎƻƭƻƴƛȊŀǘƛƻƴ ƻŦ ƘǳƳŀƴ ŎǊŜŀǘƛǾƛǘȅΣέ (p. 122) ŀƴŘ ŎƭǳƳǎƛƭȅ ǊŜƭƻŎŀǘŜŘ άart into the 
ǎǇƘŜǊŜ ƻŦ ŎƻƴǎǳƳǇǘƛƻƴέ (pp. 134-135). 
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Encouraging readers to acknowledge the animacy of materials in their pre-fabricated, manufactured, or 

reconfigured forms and investigate how materials may have been animate prior to their extraction or 

transformation, Bennett invites society to decentre humans as the only agent of change and ǊŜŎŀƭƭǎ ΨŘŜƻŘŀƴŘǎΣΩ4 

άŀ ŦƛƎǳǊŜ ƻŦ 9ƴƎƭƛǎƘ ƭŀǿ ŦǊƻƳ ŀōƻǳǘ мнллέ (p. 9) to ŎƻƴǎƛŘŜǊ ƻōƧŜŎǘǎ ŀƴŘ ƳŀǘŜǊƛŀƭǎ ŀǎ ΨƭŜƎŀƭ ŀŎǘŀƴǘǎΩ, that once 

released into the world, can create harm regardless of human involvement or intent. Bennett also drives home 

non-ƘǳƳŀƴ ƻōƧŜŎǘǎ ƻǊ ǘƘƛƴƎǎ ŀǎ ΨƭŜƎŀƭ ŀŎǘŀƴǘǎΩ ǿƘŜƴ ǎƘŜ ŎƛǘŜǎ intellectual historian and political activist William 

Pietz ǿƘƻ ǎŀƛŘΣ ά!ƴȅ ŎǳƭǘǳǊŜ Ƴǳǎǘ ŜǎǘŀōƭƛǎƘ ǎƻƳŜ ǇǊƻŎŜŘǳǊŜ ƻŦ ŎƻƳǇŜƴǎŀǘƛƻƴΣ ŜȄǇƛŀǘƛƻƴΣ ƻǊ ǇǳƴƛǎƘƳŜƴǘ ǘƻ ǎŜǘǘƭŜ 

the debt created by unintended human deaths whose direct cause is not a morally accountable person but a 

nonhuman material objectέ (Pietz, 2022, pp. 166-167) (Bennett J., 2010, p. 8).  

 Interested άǘƻ ǎŜŜ ǿƘŀǘ ƘŀǇǇŜƴǎ ς to our writing, our bodies, our research designs, our consumption 

practices, our sympathies ς if this ΨcallΩ from things is taken seriously,έ (p. 240) Bennett emphasizes how objects 

become part of larger material entanglements that can physically and psychically affect other human, more-

than-human, and non-human bodies once placed out into the world. For example, while writing about the 2003 

North American blackout, Bennett describes how non-human matter, while designed by humans, develops its 

ƻǿƴ ΨǇƻǿŜǊ ƻŦ ŜȄǇǊŜǎǎƛƻƴΩ by mutating άƛƴǘƻ ƴŜǿ ŎƻƳǇƻǎƛǘƛƻƴǎ ƻŦ ǎŜƭŦ ŀǎ ǿŜƭƭ ŀǎ ƛƴǘƻ ƴŜǿ ŀƭƭƛŀƴŎŜǎ ŀƴŘ ǊƛǾŀƭǊƛŜǎ 

with others,έ (Bennett J., 2005, p. 447) to take on a life of its own and make it difficult to determine where 

responsibility, culpability, or accountability falls. (Bennett J., 2010, pp. 36-38)  Although hesitant to point out 

such realities due to her desire for humans to become more ecologically and socially ethical in the design of 

future worlds, Bennett points out the affect and agency of non-human actants to help identify under what 

circumstances inanimate beings become animate and where there might be opportunities to dealienate oneself 

 
4 Jane Bennett outlineǎ Ƙƻǿ ǳǇ ǳƴǘƛƭ ǘƘŜ ƳƛŘ муллΩǎΣ ƛŦ a non-human actant were to create death or injury 
ƛƴŘŜǇŜƴŘŜƴǘ ƻŦ ŀ ƘǳƳŀƴ ŀŎǘƻǊΣ ƛǘ ǿƻǳƭŘ ōŜ ŎƻƴǎƛŘŜǊŜŘ ŀ ŘŜƻŘŀƴŘ ŀƴŘ άǎǳǊǊŜƴŘŜǊŜŘ ǘƻ ǘƘŜ ŎǊƻǿƴ ǘƻ ōŜ ǳǎŜŘ όƻǊ 
ǎƻƭŘύ ǘƻ ŎƻƳǇŜƴǎŀǘŜ ŦƻǊ ǘƘŜ ƘŀǊƳ ŘƻƴŜέ (Bennett J., 2010, p. 9). 
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and then decentre industrial capitalist understandings of productivity, efficacy, growth, power, capital, and 

success to become more accountable for bodies not just ƻƴŜΩǎ own. Bennett writes,    

The ethical aim becomes to distribute value more generously to bodies as such. Such a newfound 
attentiveness to matter and its powers will not solve the problem of human exploitation or oppression, 
but it can inspire a greater sense of the extent to which all bodies are kin in the sense of inextricably 
enmeshed in a dense network of relations. And in a knotted world of vibrant matter, to harm one 
section of the web may very well be to harm oneself. Such an enlightened or expanded notion of self-
interest is ƎƻƻŘ ŦƻǊ ƘǳƳŀƴǎΦ ώΧϐ ! Ǿƛǘŀƭ ƳŀǘŜǊƛŀƭƛǎƳ ŘƻŜǎ ƴƻǘ ǊŜƧŜŎǘ ǎŜƭŦ-interest as a motivation for 
ethical behavior, though it does seek to cultivate a broader definition of self and of interest (Bennett J. , 
2010, p. 13) 

 
Imploring readers to also pay more attention to how humans are not separate from the environmental 

damage industries are creating, ƛƴ ǘƘŜ ŎƻƴǘŜȄǘ ƻŦ ΨŀǊǘΣΩ .ŜƴƴŜǘǘΩǎ ŘŜǎŎǊƛǇǘƛƻƴ ƻŦ ǘƘŜ bƻǊǘƘ !ƳŜǊƛŎŀƴ ōƭŀŎƪƻǳǘ is 

not unlike the momentum and unpredictability of the global art market, as it too is a complex multi-national 

assemblage of biennales, art fairs, travelling exhibits, galleries, happenings, secondary markets, online auctions, 

NFTs, and investment storage facilities that has morphed into something unmeasurable, unknowable, and 

therefore inaccessible and uncontrollable.  

Bennett ŜȄǇƭŀƛƴǎ ΨŎƻƳƳƻŘƛǘȅ ŦŜǘƛǎƘƛǎƳΩ ŦǳǊǘƘŜǊ ƛƴ ƘŜǊ essay Powers of the Hoard (2012) when she 

defines ƘƻŀǊŘƛƴƎ ŀǎ ŀ ΨǇǎȅŎƘƻǎƻŎƛŀƭ ǇƘŜƴƻƳŜƴƻƴΩ ǘƘŀǘ Ǉǳǘǎ άǘƘƛƴƎǎ ƛƴ ǘƘŜ ŦƻǊŜƎǊƻǳƴŘ ŀƴŘ ǘƘŜ ǇŜƻǇƭŜ ƛƴ ǘƘŜ 

ōŀŎƪƎǊƻǳƴŘέ (p. 244). Claiming hoarding ǘƻ ōŜ ŀ άǎȅƳǇǘƻƳ ƻŦ ŀ ƘȅǇŜǊ ŎƻƴǎǳƳǇǘƛǾŜ ōƻŘȅ ǇƻƭƛǘƛŎέ (p. 248) and 

ΨƳŀŘƴŜǎǎΩ ǊŜǎǳƭǘƛƴƎ ŦǊƻƳ άǇƭŀƴƴŜŘ ƻōǎƻƭŜǎŎŜƴŎŜΣ ǊŜƭŜƴǘƭŜǎǎ ŜȄǘǊŀŎǘƛƻƴ ƻŦ ƴŀǘǳǊŀƭ ǊŜǎƻǳǊŎŜǎΣ ώΧϐ ŀƴŘ Ǿŀǎǘ 

mountains of disavowed waste,έ (p. 248) (Grove J. , 2011, p. 96) Bennett clarifies Ƙƻǿ άŎƻƳǇǳƭǎƛǾŜ ƘƻŀǊŘƛƴƎ ƛǎ ŀ 

mental disorder marked by an obsessive need to acquire and keep things, even if the items are worthless, 

ƘŀȊŀǊŘƻǳǎΣ ƻǊ ǳƴǎŀƴƛǘŀǊȅέ (Bennett J., 2012, p. 50). Also acknowledging collective hoards such as those 

accumulated by large organizations stock piling resources, artifacts, art, weapons, and digital space, as well as 

ǘƘŜ ǇƭŀƴŜǘΩǎ ŜǾŜǊ-growing mounds of landfill and the Great Pacific Garbage Patch said to be an immense floating 

island of plastic debris nearly the size of Texas, Bennett notes how hoarders often fail to take responsibility for 

the hoard that has led to the contamination of their home, illness, and disintegration of relationships. (Bennett 
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J., 2012, pp. 247-251) Through these statements Bennett implies that ΨƻōƧŜŎǘ ƳŀƪƛƴƎΩ ŀǊǘƛǎǘǎ, who first must be 

consumers and often see the value in the smallest of things or scrappiest of materials, are at risk of hoarding 

and causing harm to themselves. As many artists are also producers ƻŦ ΨŀǊǘΩ ŀǎ ŎƻƳƳƻŘƛǘȅ, Bennett might also 

contend that certain modes of production reproduce market phenomena that leads to more hoarding and in 

turn the colonization of interior spaces and exterior places.  

Beyond describing how large assemblages of legal actants can quickly decentre humans as the most 

powerful agents in highly networked ecosystems, Bennett also points to how humans need to take note of 

smaller assemblages of matter due to her belief that all bodies, at any given time, are intermingling with one 

ŀƴƻǘƘŜǊΤ ŀ ŦŀŎǘ ǘƘŀǘ ƻƴŎŜ ŀƎŀƛƴ ƛƴǎǇƛǊŜǎ .ŜƴƴŜǘǘΣ ǿƘƛƭŜ ŘƛǎŎǳǎǎƛƴƎ ǘƘŜ ΨǎƳŀƭƭ ŀƎŜƴŎȅΩ ƻŦ ǿƻǊƳǎΣ ǘƻ ŘƛƎ ƛƴǘƻ ǘƘŜ ƭŀǿ 

and pose the question if more-than-human bodies should be issued rights. (Bennett J., 2010, p. 111) In putting 

forward this idea like others have done in the past and water and Land protectors continue to do today, Bennett 

challenges the power, wealth, and practices of those that disregard how human and more-than-human bodies 

are chemical and cultural extensions of the ecological meshes in which one collectively lives. Also referencing 

the radical seventeenth-century philosopher Baruch Spinoza to highlight how human bodies do not remain 

separate from other bodies, but are porous and continually exploiting ƻƴŜ ŀƴƻǘƘŜǊΩǎ ƻǇŜƴƛƴƎǎ to emotionally or 

physically imprint on the other, Bennett efficiently decentres humans from the top of the food chain by relaying 

how food that grows and lives off the Land is an agent of change, which upon ingestion, affects and in turn alters 

the human condition. (Bennett J., 2012, p. 254) 

Although not directly referencing scientific evidence attributed to all the ill effects associated with the 

άaŎ5ƻƴŀƭŘƛȊŀǘƛƻƴΣ ŜƴǾƛǊƻƴƳŜƴǘŀƭ ǳƴǎǳǎǘŀƛƴŀōƛƭƛǘȅΣ ŀƴŘ ǇŜǘǊƻŎŜƴǘǊƛǎƳ ƻŦ ŀ ƎƭƻōŀƭƛȊŜŘ ǎȅǎǘŜƳ ƻŦ ŦƻƻŘ ǇǊƻŘǳŎǘƛƻƴΣ 

ƳŀǊƪŜǘƛƴƎΣ ŀƴŘ ŘƛǎǘǊƛōǳǘƛƻƴέ (Bennett J., 2010, p. 50) involving trans fats, sugar, sodium, nicotine, preservatives, 

plastics, pesticides, genetic modifications, and artificial flavouring, in her essay Edible Matter (2007), Bennett 

expounds on how ŦƻƻŘ ƛǎ ΨōǊǳǘŜ ƳŀǘǘŜǊΩ ǘƘŀǘ Ƙŀǎ ǇǳōƭƛŎǎ ŀƴŘ ǘƘŜǊŜŦƻǊŜ ǇƻƭƛǘƛŎŀƭ ŀƎŜƴŎȅ.(pp. 134-136, 144) By 

ǊŀƛǎƛƴƎ άthe status of the materiality of which we are composed of,έ(Bennett J., 2010, p. 12) Bennett draws 
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attention to the connection between human bodies and food and how objects of today will be Land, and 

therefore food of the future; a reality confirmed by the amount of microplastics found in the human 

bloodstream and excrement today. (Campanale C, 2020) When brought into the context of the visual arts, 

Bennett helps to shine a light on the abundance of ǘƻȄƛŎ ƳŀǘŜǊƛŀƭǎ ŀƴŘ ǿŀǎǘŜ ǳǎŜŘ ƛƴ ǘǊŀŘƛǘƛƻƴŀƭ ΨŦƛƴŜ ŀǊǘΩ ǎǘǳŘƛƻ 

practices, and the need to begin resisting mediums and unjust global socio-economic patterns of mass 

extraction, production, dissemination, and discard that decimate the elemental commons and keep consumers 

and creatives complicit in external and internal forms of colonialism. 

Particularly inspired by Jane BennettΩǎ call for enchantment with all that is lively, this inquiry into 

UN/making arose out of sequential self-questioning as a maker. Lƴ ŎƻƳƛƴƎ ǘƻ ŀŎŎŜǇǘ .ŜƴƴŜǘǘΩǎ theories on non-

human vitality and respecting ŘŜŎƻƭƻƴƛŀƭ ǎŎƘƻƭŀǊǎƘƛǇ ǘƘŀǘ ƻǳǘƭƛƴŜǎ Ƙƻǿ ΨƎƻƻŘ ƛƴǘŜƴǘƛƻƴǎΩ ŀǊŜ ƴƻ ƭƻƴƎŜǊ ƎƻƻŘ 

enough, From Unsettling to UN/making is a research-creation PhD that works at the intersection of art, ecology, 

and ethics to speak a word for and enact on behalf of nature by asking τ How can modes of UN/making be used 

as technologies of resistance to counteract neo-colonial and capitalist relationships to Land as a multi-species 

body? 

 At first working with the word undoing, a switch to the verb unmake was made as the word undo 

undoes itself at its very inception in that one cannot undo what has already been done. Also discontent with the 

ƴŜƎŀǘƛǾŜ Ŏƻƴƴƻǘŀǘƛƻƴǎ ƻŦ ǘƘŜ ƳŜŀƴƛƴƎ ƻŦ ΨǳƴƳŀƪŜΩΣ ǘƘŀǘ ōŜƛƴƎ ǘƻ ǊǳƛƴΣ ŎŀǳǎŜ ǘƻ ŘƛǎŀǇǇŜŀǊΣ ŘŜǇǊƛǾŜ ƻŦ Ǌŀƴƪ ƻǊ 

office, destroy, or deprive of essential characteristics so as to change the nature of (Merriam Webster 

Dictionary, n.d.)Σ ǘƘƛǎ ǘƘŜǎƛǎΩǎ ŘŜŦƛƴƛǘƛƻƴ ƻŦ ¦bκƳŀƪƛƴƎ ƛǎ ŀ ǊŜǎǳƭǘ ƻŦ ǇƭŀŎƛƴƎ ǘƘŜ ŘŜŦƛƴƛǘƛƻƴ ƻŦ ΨǳƴƳŀƪŜΩ ƛƴǘƻ 

relation with the word harm so that to UN/make may be redefined as an action or series of processes that helps 

to a) destroy harm, b) depose of that and those creating harm, and c) deprive one of harmful platforms, tools, 

images, and materials that invite or inspire harm. Already somewhat addressed outside of the ΨŦƛƴŜ ŀǊǘǎΩ in texts 

such as Unmaking Waste in Production and Consumption: Towards the Circular Economy (Crocker, 2018), and 

The Upcycle: Beyond Sustainability-Designing for Abundance (Braungart & Mcdonough, 2013), ΨUN/ƳŀƪƛƴƎΩ as 
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written here, with a slash between its capitalized prefix and its root, capitalizes U and N to emphasize the 

importance of deconstructing and reconfiguring something that already exists to help prevent, delay, stop, or 

repair harm as a result of making, with the backslash acknowledging how through UN/making, one is always 

creating something else.  

Initially interested in how UN/making might be aligned with many of the values outlined in the United 

bŀǘƛƻƴΩǎ 17 Sustainable Development Goals (UNSDG), in order for the word to become aligned with concepts, 

gestures, and happenings affiliated with care, repair, restoration, resistance, refraining, refusal, relinquishing, 

and reimagining, an ethos or culture of UN/making also requires makers/producers, whether individual or 

corporate, to acknowledge how even world organizations established to improve the safety and well-being of 

humanity may need reconfiguration, as phrases such as Ψǎustainable ŘŜǾŜƭƻǇƳŜƴǘΩ are immediately flawed in 

that they fail to respect how many of the 9ŀǊǘƘΩǎ bodies of natural materials are finite. Additionally, as the 

UNSDG goals arose out of the three-year Brundtland Commission ς also known as the World Commission on 

Environment and Development (WCED) ς the production of the Brundtland Report (1987), despite previously 

being known as Our Common Future and outlining how development needs to meet the demands of the present 

without jeopardizing the needs of future generations, provided economic indicators and targets that directly 

tied the environment to capitalist agendas. By doing so, the commission, its report, and the United Nations have 

used scientific environmental projections and ecological devastation to produce new ΨƛƳǇŜǊƛŀƭ ŜŎƻƭƻƎƛŜǎΩ5 that 

perpetuate industrial capitalism and in turn colonial measures of extraction and exploitation. (Sullivan, 2010, pp. 

112-113) These realities are exacerbated by the fact that the United Nations is an international organization 

beholden to the veto power of the United States of America, the United Kingdom, France, China, and the 

Russian Federation, all of which promote global systems of economic development and industrial capitalism that 

 
5 [1] Imperial ecologies are environments or more widely national agendas or identities that have been formed from 
studying and then branding or rebranding cultural phenomena to serve as the foundation or building blocks to inform or 
push forward national economic planning. In his book Imperial Ecologies: Environmental Order in the British Empire, 1895-
1945 (2001), author Peder Anker brings forward multiple examples of when and where this has occurred throughout 
history as well as outlines how such strategies were the cultural underpinnings of Nazism. (Anker, 2001) 
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often fails to acknowledge or redress the inequitable or unjust foundations upon which new ΨƛŘŜŀǘƛƻƴŀƭ 

ǘǊŀƴǎŦƻǊƳŀǘƛƻƴǎΩ of material/s into commodities occur. 

Ultimately investigating how to begin UN/making myself from systems of harm affiliated with the visual 

arts so that the Anthropocene ƛǎƴΩǘ also referred to as the Artocene, this proposal for a culture of UN/making, 

although acknowledging the benefit of environmental goals and understanding how non-human nature benefits 

the lives of humans, cautions assessing nature in terms of its ecosystem services and contained capital. This 

fiscal quantification of other living bodies risks the increased separation of ecology and culture or human and 

more-than-human worlds and results in the distant trading off life for lives and new global market phenomena 

that depend on and so encourage ecological destruction, so that the well-being of Earth is no longer measured 

by its living waters, soil, and air, but rather by its production and absorption of carbon. (Sullivan, 2010, pp. 114-

115) In essence, an ethos or culture of UN/making encourages creatives to identify the incalculable value in 

being of service to the well-being of nature of which we are a part of. 

!ƭǎƻ ŜƳǇƘŀǎƛȊƛƴƎ ΨŀǊǘΩ ŀǎ ŀ ǇǊƻŎŜǎǎΣ ¦bκƳŀƪƛƴƎ ƛǎ defined as an adaptive and generative method that 

uptakes slow, gentle, collaborative, and timely acts of deconstruction, dismantling, and/or reconfiguration to 

create, repair, or restore something else of value or use. An ethos or culture of UN/making becomes more clear 

ǳǇƻƴ ǊŜŀŘƛƴƎ 9ǾŜ ¢ǳŎƪΩǎ ǘŜȄǘǎ Suspending Damage (2009), and Decolonization is not a Metaphor (2012), with 

the first text calling upon academics to refrain from carrying forward histories and ƴŀǊǊŀǘƛǾŜǎ ƻŦ ƘŀǊƳ ƴƻǘ ƻƴŜΩǎ 

own (Tuck E., 2009), and the second text outlining how decolonization must move beyond the theory to fulfill its 

true destiny; that being the return of Land. (Tuck & Yang, 2012)  

In response to an article entitled Scholarship as Engagement (2016) by the eco-activist and Professor of 

Law Dr. Richard Falk, ŀƴŘ Wŀƴ WŀƎƻŘȊƛƴǎƪƛΩǎ text Art and Its Education in the Anthropocene: The Need for an 

Avant-Garde Without Authority (2013), my research and creative production were streamlined ǘƻ ŘŜǾŜƭƻǇ άǘƘŜ 

knowledge and wisdom to deal with the problems of the age.έ (Falk, 2016, p. 109) To do so, I needed to move 



8 
 

beyond classrooms, ƭŜŎǘǳǊŜ ƘŀƭƭǎΣ ŀƴŘ ǊŜǎŜŀǊŎƘ ƭŀōǎ ǘƻ άŦǳƭŦƛƭƭ ǘƘŜ ǎƻŎƛŀƭ ŎƻƴǘǊŀŎǘ ǘƘŀǘ ōƛƴŘǎ ǇŜǊǎƻƴǎ ǘƻ ώΧϐ ŀŎǘ 

non-violently in opposition to the state and its laws on the ōŀǎƛǎ ƻŦ ǘƘŜƛǊ ŎƻƴǎŎƛŜƴŎŜέ (Falk, 2016, p. 109) and 

reclaim ǘƘŜ ŎƻƳƳƻƴǎ ōȅ ƘŀǊƴŜǎǎƛƴƎ ǘƘŜ άǇŀǎǎƛǾŜ ǾƛǘŀƭƛǎƳέ (Jagodzinski, 2013, p. 33) which UN/makes the 

άōƻǊŘŜǊǎ ōŜǘǿŜŜƴ ǇǳōƭƛŎ-private space and human-inhuman and non-ƘǳƳŀƴ ǎȅƳōƛƻǎƛǎ ώΧϐ ǎƻ ǘƘŀǘ ǘƘŜ ŀǊǘ 

ΨŘƛǎŀǇǇŜŀǊǎΩ ŀǎ ŀƴ ŜǾŜƴǘ ώΧϐǘƻ ŀǾƻƛŘ ŎŀǇǘǳǊŜ ŀǎ ŀ ŎƻƳƳƻŘƛǘȅ ŦƻǊƳέ (Jagodzinski, 2013, p. 33). With no Land to 

personally return and keeping in mind that UN/making can ever only be partial or temporal, research outcomes 

were conceptualized to arrive at an adaptable and plantable UN/making Methodology that employs 

deconstruction and the pragmatic theories/methods of de-alienation, decentring, and degrowth to outline how 

these processes are integral for decolonizing imaginaries and co-designing more equitable and livable worlds.  

To answer the secondary research question ς Where does one find examples of visual art practices 

upholding colonial, capitalist, patriarchal, and petrol perspectives and practices towards Land? ς Chapter 1: Art 

as the Anthropocene takes up the definition of the Anthropocene from the feminist artist, theorist, curator, and 

Professor of Contemporary Art & Theory Dr. Natalie Loveless ŀǎ ŀ άŎƻƭƻƴƛŀƭΣ ƛƴŘǳǎǘǊƛŀƭΣ ǇŀǘǊƛŀǊŎƘŀƭΣ ŎŀǇƛǘŀƭƛǎǘΣ ŀƴŘ 

ǇŜǘǊƻƭ ǇƘŜƴƻƳŜƴŀέ (Loveless N., 2019) to reveal how seemingly ŜƴŎƘŀƴǘƛƴƎ ΨƎƻƻŘǎΩ ŀǊŜ ƻŦǘŜƴ ŀ ŎƻƳƛƴƎ ǘƻƎŜǘƘŜǊ 

of disenchanting materialities that require human attention. Providing scientific and economic data to relay how 

the global art market perpetuates anthropocenic values and practices through its systems of production, 

presentation, and exchange, writing also deconstructs past moments of iconoclasm, art activism, and artworks 

involving tearing, unravelling, shredding, melting, dissolving, burning, smashing, obliterating, and exploding 

through eco-feminist and decolonial lenses to identify where visual art has failed to escape destructive and 

metaphorical narratives, and so upholds systems of harm that deny the seriousness and severity of socio-

political and ecological issues affecting human and more-than-human bodies each day.  

Designed to arrive at a methodological framework that prompts public and private art sectors to shift to 

reflect and deliver programming that helps to  ǇǊƻǾƛŘŜ ΨŎƭƛƳŀǘŜ ŀŎǘƛƻƴΩ ŀƴŘ ŜƴǎǳǊŜ ǘƘŜ ŦƭƻǳǊƛǎƘƛƴƎ ƻŦ ΨƭƛŦŜ ƻƴ 

[ŀƴŘΣΩ ΨƭƛŦŜ ōŜƭƻǿ ǿŀǘŜǊΣΩ ΨƎƻƻŘ ƘŜŀƭǘƘ ŀƴŘ ǿŜƭƭōŜƛƴƎΣΩ ŀƴŘ ŀǎǎƛǎǘ ƛƴ ΨǊŜŘǳŎƛƴƎ ƛƴŜǉǳŀƭƛǘƛŜǎΩ ŀŎǊƻǎǎ ƎŜƻƎǊŀǇƘƛŜǎΣ 
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gender, race, and class (UN General Assembly, 2015),  Chapter 2: A Methodology and Methods for UN/making 

Anthropocenic Perspectives and Approaches to Land works to answer the secondary questions ς How does vital 

materialism and Decolonial Theory expand an understanding of UN/making for creatives? τ and τ Where can 

one find examples of visual art praxis disrupting or partially unmaking Anthropocenic perspectives, aesthetics, 

and approaches to Land?  

At first outlining the parallels between a methodology of UN/making and the methodology of research-

creation, the chapter continues by outlining how deconstruction is a key method for detecting anthropocenic 

ǇŜǊǎǇŜŎǘƛǾŜǎ ŀƴŘ ƎŜǎǘǳǊŜǎ ǿƛǘƘƛƴ ǘƘŜ ƳŀǘŜǊƛŀƭǎΣ ƳŜǘƘƻŘǎΣ ƛŎƻƴƻƎǊŀǇƘȅΣ ŀƴŘ ƳƻŘŜǎ ƻŦ ΨŦƛƴŜ ŀǊǘΦΩ ²ƛǘƘƛƴ ǘƘŜ 

ŎƘŀǇǘŜǊΩǎ ǎǳōǎŜŎǘƛƻƴ dealienation, I outline how critical theory, case studies, fieldwork, scientific research, and 

studio experiments (See Figs. 3-6) deconstructing, reconfiguring, or reassembling my personal archive of artistic 

production and ready-mades were integral for familiarizing myself with the many ecological and socio-political 

issues carried forward by selecting to use certain materials, methods, imagery and technologies, as well as 

dealienating myself from the harm that persists in existing systems of extraction, production, dissemination, and 

discard and how one is always of risk of creating more harm if one is unaware of or ignores the powerful 

processes of commodification within material culture that aims to thwart its escape or challenge 24/7.  

More positively, the subchapter Dealienation: Key to UN/making Distance from the Anthropocene and 

the Chthulucene outlines how fieldwork, scientific research, and material experimentations were important for 

reducing the distance, or as Jane Bennett ascribes, demystifying the liveliness of non-human and more-than-

human bodies so as to arrive at a state of enchantment where one is inspired to develop the necessary 

knowledge and skills to enact more eco-feminist and decolonial thinking while transitioning towards the co-

ŘŜǾŜƭƻǇƳŜƴǘ ƻŦ ƻƴŜΩǎ ΨartΩ as a social or community practice.  

To share how this academic journey and the development of the UN/making Methodology was one of 

human and more-than-human collaboration, sub-chapter 2.3, Decentring: Key to UN/making Anthropocenic 
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Perspectives, relays how research and speculation were integral for considering other living and non-living 

bodies when conceptualizing, designing, and ŘŜƭƛǾŜǊƛƴƎ ƻƴŜΩǎ ŎǊŜŀǘƛǾŜ ǇǊŀŎǘƛŎŜ and how curating and conducting 

interviews aided in developing an expanded understanding and approach to UN/making as a creative process.  

While bringing re-attention to the Land as a vital living body in need of care, section 2.4, Degrowth: Key 

to UN/making Anthropocenic Gestures, relays how dematerialization, redistribution, deglobalization, and 

deceleration are key measures  to help usher in an ethos or culture of UN/making or degrowth so as to help 

ensure one is giving back time and space to Land as a multi-species living body and not participating in neo-

Ŏƻƭƻƴƛŀƭ ǎȅǎǘŜƳǎ ƻŦ Ǝƭƻōŀƭ ŜŎƻƴƻƳƛŎ ǘǊŀŘŜ ǘƘŀǘ ǇǊƻƭƛŦŜǊŀǘŜ ǘƘŜ Ψǎƭƻǿ ǾƛƻƭŜƴŎŜΩ ƻŦ ŜŎƻlogical destruction that leads 

to cultural genocide both at home and abroad. Sub-chapter 2.5 Decolonization: Key to UN/making Harm 

attempts to respectfully cite important Indigenous scholars to discuss the immense shifts in thinking and doing, 

and in turn sacrifices required to arrive at Indigenized/eco-ethical/relational aesthetics. As such, each section of 

Chapter Two provides self-reflective writing to offer insight into how decolonial theory and new materialist 

thought were informing or curbing processes of ideation and manifestation that led to decentring human as 

audience, consumer, and creative, and the relinquishing of a large rewilding intervention on the lawn of Fort 

Henry to arrive at a series of public performances modelling UN/making as physical and conceptual acts (See 

Figures 74, 76-78, 80, 83) that eventually led to the UN/making of a sterile and litter filled institutional garden on 

vǳŜŜƴΩǎ ¦ƴƛǾŜǊǎƛǘȅ ŎŀƳǇǳǎ ǘƻ ƘŜƭǇ unsettle far-ǊŜŀŎƘƛƴƎ ŀƴŘ ƭƛƳƛǘƛƴƎ ƴƻǘƛƻƴǎ ƻŦ ΨŀǊǘΩ ŀǎ ŀ ǎǘŀǘƛŎ and a 

commodified object for accumulation and relentless reproduction. 

Considering sharing or redistribution as a tenet of UN/making, Chapter 3: Outcomes of UN/making 

introduces the UN/making Methodology (See Figure 87-88) to offer other creatives prompts for developing a 

more eco-ethical and Land-centric praxis as well as outlines how the development of an UN/making Network 

(See Figure 86) was established across a wide variety of online platforms to promote positive actions of 

ecological care and repair as a way of counteracting the onslaught of ΨōŀŘ ƴŜǿǎΩ encountered online or on air 

each day. Also presenting a succession plan for the visual arts (See Figure 89), the UN/making Network 
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infographic A Succession Plan for and Eco-ethical Visual Art Sector aligns different facets of /ŀƴŀŘŀΩǎ ŎǳƭǘǳǊŀƭ 

systems of granting, exhibiting, and social engagement with the seven layers of the forest to explain how 

integrating an UN/making Methodology at fundamental stages of learning and in institutional mandates for 

sponsorship, funding, and curating could generate more informed and ethical approaches to consuming, 

making, and presenting. 

To consolidate that which has been garnered from this interdisciplinary body of research, Chapter 4: 

UN/making: Positives, Problems, and Proposals for the Future begins by reviewing the rationale and theoretical 

outcomes of the research to clarify how deconstruction, dealienation, decentring, degrowth, and decolonization 

are key methods for moving towards a culture of UN/making. Also summarizing how a theory and practice of 

UN/making poses many problems for visual artists wanting to transition away from commercial, commodity-

driven, object-based enterprises, Chapter 4 ŎƻƴǘƛƴǳŜǎ ǘƻ ŀƴǎǿŜǊ ǘƘƛǎ ǘƘŜǎƛǎΩǎ Ŧƛƴŀƭ ǎŜŎƻƴŘŀǊȅ ǉǳŜǎǘƛƻƴ τ What 

else needs UN/making for artists and their networks to embrace, embody, and employ ecologically ethical 

approaches to creation, presentation, dissemination, consumption, and discard? τ while also laying out a 

number of possibilities for how this thesis will be used to grow and promote a culture or ethos of UN/making in 

the future.  
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Figure 3: Top: Jill Price, An Undoing (Video Still), 2018, (Image provided by artist),  
Bottom: Jill Price, An Untwisting, 2019, Agnes Etherington Art Centre (Photo by Matt Rogalsky) 
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Figure 4: Top: Jill Price, Unleashed, 2021 (Video Still) Bottom: Jill Price, Unfurled: Unmaking the Archive from a More-than-human 
Perspective (installation shot), Orillia Art and Historical Museum (Photos provided by artist) 
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Figure 5: Jill Price: Torn: UN/making the Worn (Video Still), 2022,  
Bottom: Jill Price, UN/making the Frame (Installation shot), 2022, Campus Gallery, Georgian College, Barrie, Ontario  

(Images provided by artist) 
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Figure 6: Top: Jill Price, UN/making Waste: Shredding for Soil (video still), 2021  
Bottom: Jill Price, UN/making Concrete: Composting for the Commons (video still), 2021 (Images provided by artist) 
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Chapter 1: Art as the Anthropocene 

In the winter of 2019, I attended and carefully listened to a visiting artist talk by Dr. Natalie Loveless in 

which the scholar profoundly descǊƛōŜŘ ǘƘŜ Ψ!ƴǘƘǊƻǇƻŎŜƴŜΩ ŀǎ ŀ ŎƻƭƻƴƛŀƭΣ ŎŀǇƛǘŀƭƛǎǘΣ ǇŀǘǊƛŀǊŎƘŀƭΣ ŀƴŘ ǇŜǘǊƻƭ-

driven phenomenon of various other phenomena. (Loveless N., 2019) A highly contentious term in that it fails 

to discern how some parts of the world inform this Ψhyper-objectΩ6 more so than others and linguistically 

denies the materialities and systems or networks of non-human beings in the formation of the planet as we 

know it today, this highly human-centric and Eurocentric discourse is often only attributed to increased 

ǇƻǇǳƭŀǘƛƻƴǎ ŀƴŘ ƛƴŘǳǎǘǊƛŀƭ ƛƴƴƻǾŀǘƛƻƴǎ ǘƘŀǘ ǎǇǳǊǊŜŘ ǘƘŜ ΨƎǊŜŀǘ ŀŎŎŜƭŜǊŀǘƛƻƴ.Ω (Neill, 2014) Metis/ otipemisiw 

scholar Zoe Todd and their academic collaborator Heather Davis insist discourse around the Anthropocene 

should recognize how ecocide can be traced back to the birth of colonization projects that led to the 

systematic genocide of !ƳŜǊƛŎŀΩǎ LƴŘƛƎŜƴƻǳǎ ǇŜƻǇƭŜǎ ŀǎ ŜŀǊƭȅ ŀǎ мсмлΦ (Davis & Todd, pp. 763-766)  

Additionally described by the American art critic and author Jonathon Crary as ŀ ΨƘȅǇŜǊ-ƛƴŘǳǎǘǊƛŀƭ ŜǊŀΩ 

that requires the άdissolution of the relations to the earthέ (Crary, 2014, p. 63) and relinquishing knowledge, 

skill, expressions of care, and moments of relief to the physical and conceptual machines of capitalism in his 

book 24/7: Late Capitalism and the Ends of Sleep (2013), some suggest that the geological era would be more 

 
6 Hyper-object is a term made popular by Timothy Morton within his book The Ecological Thought, a hyper-object refers to things 
massively distributed in time and space relative to humans, such as colonialism, capitalism, a black hole, or any other phenomena 
that we can not wholly deconstruct or explain away. (Morton, 2014) 
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ŀŎŎǳǊŀǘŜƭȅ ŘŜǎŎǊƛōŜŘ ŀǎ ŀƴ ŀǎǎŜƳōƭŀƎŜ ƻŦ ǘƘŜ ΨtƭŀǎǘƛŎŜƴŜΣΩ7 Ψ/ŀǇƛǘƻƭƻŎŜƴŜΣΩ8 Ψ9ǳǊƻŎŜƴŜΣΩ9 ΨbŜŎǊƻŎŜƴŜΣΩ10 

ΨtƭŀƴǘŀǘƛƻƴƻŎŜƴŜΣΩ11 ŀƴŘ Ψ¢ŜŎƘƴƻŎŜƴŜΦΩ12 

Specifically concerned with the tradition of landscape painting rooted in prejudiced recording and reporting 

ƻŦ άnewly discovered Lands,έ (Gagnon, 2015) and ŜƴǾƛǊƻƴƳŜƴǘŀƭ ΨŀǊǘΩ ǘƘŀǘ ŎƻƴǘǊŀŘƛŎǘǎ ƛǘǎŜƭŦ ǘƘǊƻǳƎƘ modes of 

production and material aesthetics, If one considers ƛŘŜŀǎ ƛƴ /ǊŀǊȅΩǎ book 24/7(2013) in conjunction with 

LƻǾŜƭŜǎǎΩǎ definition ƻŦ ǘƘŜ Ψ!ƴǘƘǊƻǇƻŎŜƴŜΣΩ ƛǘ Ƴŀȅ ōŜ ǎŀƛŘ ǘƘŀǘ ƳǳŎƘ ƻŦ ǘƘŜ 9ŀǊǘƘΩǎ ǘŜǊǊŀƛƴ ƛǎ ƭƻƻƪŜŘ ŀǘ ŀǎ a) a 

surface void of other beings to be explored, acquired, and built on seven days a week, whether through 

 
7 Considered to be one of the biggest challenges today due to the overwhelming amounts of microplastics existing in bodies 
of water and the human body itself, Jeffrey Harte believes this geological era should be referred to as the Plasticene in that 
ŀ ƭŀȅŜǊ ƻŦ ΨǇƭŀǎǘƛƎƭƻƳŜǊŀǘŜΩ ƳƛƎƘǘ ƎŜƻƭƻƎƛŎŀƭƭȅ ŘŜƭƛƴŜŀǘŜ ǘƘŜ IƻƭƻŎŜƴŜ ŦǊƻƳ ǘƘŜ !ƴǘƘǊƻǇƻŎŜƴŜ ƛƴ ǘƘŀǘ ǘƘŜ ŀŎŎǳƳǳƭŀǘƛƻƴ ƻŦ 
radionuclides since the invention of plastics will provide a material marker in the EŀǊǘƘΩǎ ǎǘǊŀǘŀΦ  (Harte, 2018) 
 
8 An environmental historian, historical geographer, and professor of Sociology y, Jason W. Moore proposed the idea that 
the Anthropocene ǎƘƻǳƭŘ ōŜ ǘƘŜ Ψ/ŀǇƛǘƻƭƻŎŜƴŜϥ ƛƴ ǘƘŀǘ ǘƘŜ ǊƛǎŜ ƛƴ ŎŀǇƛǘŀƭƛǎƳ ƛƴ мпрл ŎƘŀƴƎŜŘ Ƙƻǿ ƘǳƳŀƴǎ ōŜƎŀƴ ǘƻ ǊŜƭŀǘŜ 
to nature. (Parenti & Moore, 2016) 
 
9 Coined by political scientist Jairus Groves, in his book Savage Ecology: War and Geopolitics at the End of the World, the 
ŘƛǊŜŎǘƻǊ ƻŦ ǘƘŜ IŀǿŀƛΩƛ wŜǎŜŀǊŎƘ /ŜƴǘŜǊ ŦƻǊ CǳǘǳǊŜǎ {ǘǳŘƛŜǎ ǎǳƎƎŜǎǘǎ ǘƘƛǎ ŜǊŀ ǎƘƻǳƭŘ ōŜ ǊŜŦŜǊǊŜŘ ǘƻ ŀǎ ǘƘŜ 9ǳǊƻŎŜƴŜ ŀǎ ƛǘ 
clarifies how it is not all human activity that has led to the global ecological crisis the world faces today, but rather is due to the 
last to five-hundred years of European colonial campaigns of capitalist extraction and geopolitical intervention that is replicated 
through global industrialism and economics which continue to decimate geographies all around the world. (Grove J. , 2019) 
 
10 Coined in 2016 by environmental historian and lecturer Justin McBrien, use of the term Necrocene in his essay 
Accumulating Extinction: Planetary Catastrophism in the Necrocene (2016) ŀŎƪƴƻǿƭŜŘƎŜǎ ǘƘŀǘ άŎŀǇƛǘŀƭ ƛǎ ǘƘŜ ǎƛȄǘƘ 
ŜȄǘƛƴŎǘƛƻƴέ (p. 116) ǘƘŀǘ άŘƻŜǎ ƴƻǘ Ƨǳǎǘ Ǌƻō ǘƘŜ ǎƻƛƭ ŀƴŘ ǿƻǊƪŜǊΣέ (p. 116) ōǳǘ άƴŜŎǊƻǘƛȊŜǎ ǘƘŜ ŜƴǘƛǊŜ ǇƭŀƴŜǘέ (p. 116) ƛƴ άǘƘŀǘ 
ŀŎŎǳƳǳƭŀǘƛƻƴ ƛǎ ƴƻǘ ƻƴƭȅ ǇǊƻŘǳŎǘƛǾŜΣέ (p. 116) ōǳǘ άǳƴŦƻƭŘƛƴƎ ŀ ǎƭƻǿ ǾƛƻƭŜƴŎŜέ (p. 116) ǘƘŀǘ ά ŦŜŀǎǘǎ ƻƴ ǘƘŜ ŘŜŀŘΣ ŀƴŘ ƛƴ 
ŘƻƛƴƎ ǎƻΣ ŘŜǾƻǳǊǎ ŀƭƭ ƭƛŦŜέ (p. 116).  
 
11 /ƻƛƴŜŘ ƛƴ ŀ ŎƻƴǾŜǊǎŀǘƛƻƴ ōŜǘǿŜŜƴ ŀƴǘƘǊƻǇƻƭƻƎƛǎǘǎ ŀƴŘ ŜŎƻƭƻƎƛǎǘǎ ƛƴ !ŀǊƘǳǎΣ 5ŜƴƳŀǊƪέ (Maan, Ibáñez Martín, & Achtnich, 
2023)Σ ǘƘŜ ǘŜǊƳ tƭŀƴǘŀǘƛƻƴƻŎŜƴŜ ŀǊƻǎŜ ƻǳǘ ƻŦ ǳƴŘŜǊǎǘŀƴŘƛƴƎ Ƙƻǿ άǇƭŀƴǘŀǘƛƻƴ ƭƻƎƛŎǎ ǳƴŘŜǊƭƛƴŜ ŀ ǊŀƴƎŜ ƻŦ ŎƻƴǘŜƳǇƻǊŀǊȅ 
ǎƻŎƛŀƭ ŀƴŘ ǎǇŀǘƛŀƭ ŀǊǊŀƴƎŜƳŜƴǘǎέ (Maan, Ibáñez Martín, & Achtnich, 2023) (McKittrick, 2011) that result in enclosures and 
ŜȄǘǊŀŎǘƛƻƴ ǘƘŀǘ ƭŜŀŘǎ ǘƻ άŘŜǾŀǎǘŀǘƛƴƎ ǘǊŀƴǎŦƻǊƳŀǘƛƻƴǎ ƻŦ ŘƛǾŜǊǎŜ ƪƛƴŘǎΣέ όIŀǊŀǿŀȅΣ нлмрΣ ǇΦ мснύ άƴƻǘ ǎƻƭŜƭȅ ƛƴ ǘŜǊƳǎ ƻŦ 
ǇǊƻŘǳŎǘƛƻƴΣ ōǳǘ ŀǎ ŀ ǇŜǊǎƛǎǘƛƴƎ ŦƻǊƳ ƻŦ ŎƻƳƳǳƴƛǘȅΣ ŎƘŀǊŀŎǘŜǊƛȊŜŘ ōȅ ƛƴŜǉǳŀƭƛǘȅ ŀƴŘ ƛƳƳƛǎŜǊŀǘƛƻƴέ (Maan, Ibáñez Martín, & 
Achtnich, 2023) (Wolford, 2021). 
 
12 tŜǊƘŀǇǎ ǘƘŜ ǇŜǊŦŜŎǘ ŜȄǘŜƴǎƛƻƴ ƻŦ 5ƻƴƴŀ IŀǊŀǿŀȅΩǎ ǊŜŦŜǊŜƴŎŜ ǘƻ ƘǳƳŀƴǎ ŀǎ ŎȅōƻǊƎǎΣ ƛƴ Ƙƛǎ ōƻƻƪ The Technocene: 
Reflections on Bodies, Minds and Markets, the distinguished Portuguese sociology professor HermƝnio Martins suggested 
that the Anthropocene should be replaced by the term Technocene as it is a result of technologies that has allowed for 
accessibility, efficiency, and growth across all spheres of life that has accelerated the rate and increased the scale at which 
humans can extract, produce, live, procreate, communicate, consume, Etc... (Rajan & Crawford, 2018) 
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agreement or force, b) an endless resource ready for mining, enclosing, exploiting, farming, extracting, selling, 

redeveloping, and reselling twenty-four hours a day, c) an unintelligent body of material to be managed and 

ǎǳǊǾŜƛƭƭŜŘ ŜǾŜǊȅ ƳƛƴǳǘŜ ƻŦ ŜǾŜǊȅ ƘƻǳǊ ŦƻǊ ǘƘŜ ōŜǘǘŜǊƳŜƴǘ ƻŦ ΨǘƘŜ ƳŀƴΣΩ ƻǊΤ d) a global and somewhat 

compartmentalized storage container to be drained and polluted 365 days a year for the desires, comfort, and 

efficiency of human interaction.   

 
 

Figure 7: Status of the control variables for seven of the nine planetary boundaries.  
(Source: https://www.science.org/doi/10.1126/science.1259855) 

 

Referred to as an era in which global trade and material waste lead to new expressions of racism, 

sexism, and industrial imperialism, many scientists claim the planet has now reached a state in which it has 

surpassed the point it can effectively address the loss of biodiversity, canopy coverage, rising sea levels, and 

climbing temperatures that will bring about unpredictable weather and unmanageable geological forces. 
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(Bullard, 1993) (Yusoff, 2018) (Neill, 2014)  (Huang, 2019) Taking heed that some demographics have informed 

ǘƘŜ ǎǘŀǘŜ ƻŦ ǘƘŜ ǇƭŀƴŜǘ ƳƻǊŜ ǘƘŀƴ ƻǘƘŜǊǎΣ ǿƛǘƘ ΨƻǘƘŜǊŜŘΩ ŎƻƳƳǳƴƛǘƛŜǎ ƳƻǊŜ ƭƛƪŜƭȅ ǘƻ ōŜ ŘŜǾŀǎǘŀǘƛƴƎƭȅ ƛƳǇŀŎǘŜŘ 

by waste, poverty, homelessness, food shortages, and other issues brought on by environmental degradation 

and climate change, the unpredictability of Earth being pushed beyond four of its nine planetary boundaries can 

only mean humans will continue to significantly affect and be affected by the stress imposed on the planet. 

(Steffen, 2015) 

To speak to the visual arts specifically, during the last ten years the Anthropocene has become a rich 

subject for discussion and representation in public and corporate art markets. Specifically taking issue with how 

visual art produced around the subject matter materially upholds the colonial, industrial capitalist values, and 

aesthetics of the Anthropocene, or more specifically the Eurocene, as much of contemporary ΨŦƛƴŜ ŀǊǘΩ in North 

America has evolved out of early European traditions in textiles, painting, sculpture, and architecture, From 

Unsettling to UN/making urges creatives to pay attention to how the global άdemand for ecological resources 

ŀƴŘ ǎŜǊǾƛŎŜǎέ (Global Footprint Network, 2020) far exceeds what Earth can naturally regenerate in a year. For 

example, iƴ нлмф 9ŀǊǘƘΩǎ hǾŜǊǎƘƻƻǘ 5ŀȅ (EOD)13  fell on July 29th, meaning that for five entire months the world 

was using resources the Earth did not have an opportunity to replenish. (Global Footprint Network, 2019) Falling 

on August 2nd, 2023, supporting data revealed that if the rest of the world lived like Canada, the EOD would have 

been calculated as early as March 13th, 2023; shocking information that cements the need for a culture of 

UN/making/degrowth across all spheres of human existence in North America and how demographics with the 

highest carbon footprints must do more to ensure more humane and sustainable living conditions worldwide. 

(National Footprint & Biocapacity Accounts, 2022)  

 
13 9ŀǊǘƘΩǎ hǾŜǊǎƘƻƻǘ 5ŀȅΣ ƛǎ ǘƘŜ Řŀȅ ƛƴ ǘƘŜ ŎŀƭŜƴŘŀǊ ȅŜŀǊ ŎŀƭŎǳƭŀǘŜŘ ǘƻ ōŜ ǘƘŜ ŘŀǘŜ ŀǘ ǿƘƛŎƘ ǘƘŜ ƘǳƳŀƴ ǿƻǊƭŘ ǎǳǇŜǊǎŜŘŜǎ ǘƘŜ 
number of resources that Earth can naturally regenerate within a year. It is important to remember that some countries 
ƛƳǇŀŎǘ ǘƘŜ ŘŀǘŜ ƻŦ 9ŀǊǘƘΩǎ hǾŜǊǎƘƻƻǘ 5ŀȅ ƳƻǊŜ ǘƘŀƴ ƻǘƘŜǊǎΣ ŀƴŘ ƛƴ ǘǳǊƴ ƳƻǊŜ ƎǊŜŀǘƭȅ ŀŦŦŜŎǘ ǇƘŜƴƻƳŜƴŀ ǎǳŎƘ ŀǎ ŎƭƛƳŀǘŜ 
change.  
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Figure 8: 2023 Country Overshoot Days (Source: Overshootday.org) 

 

Reported by Art Market to have increased 2,700% in volume over the last 21 years and 117% during 

2020, mainly due to NFTs coming onto the scene (Da Notizia, 2021), the global art market, regardless of the 

majority of professional artists struggling to live above the poverty line (Canadian Press, 2023), was one of the 

few markets to emerge unwounded despite the significant health issues and economic disruptions brought on 

by the Covid-19 pandemic. Perhaps more alarming is how the global wall art market is projected to grow from 

$48.50 billion in 2021 to $72.61 billion by 2028; astronomical growth that does not account for the wide range 

of original and mass-produced three-dimensional objects filling out the ΨartΩ and design markets each day. 

(Fortune Business Insights, 2023)  
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While Canada is one of many other unnamed countries constituting only eight percent of the 

international art industry, this does not mean that ǘƘŜǊŜ ƛǎƴΩǘ ǊƻƻƳ ŦƻǊ this country and its cultural producers to 

do better, if taking into consideration how little of the market the nation occupies in relation to how this country 

and its industries are excessively extracting, consuming, exporting, and discarding the natural commons 

compared to other nations.  

 

Figure 9: The Global Art Market in 2021 (Source: ArtPrice.com) 

[ƻƻƪƛƴƎ ōŜȅƻƴŘ /ŀƴŀŘŀΩǎ ƎŜƻ-political boundaries, in 2018 it was reported that there is a major 

international art fair happening somewhere in the world each day, ŀƴŘ ƻǾŜǊ άнрл ōƛŜƴƴŀƭŜǎ ƻǇŜǊŀǘƛƴƎ Ǝƭƻōŀƭƭȅέ 

(Cranfield, 2018, p. 41). This never-ending ǇǊƻŘǳŎǘƛƻƴ ŀƴŘ ǇǊŜǎŜƴǘŀǘƛƻƴ ƻŦ ΨŀǊǘΩ Ƙŀǎ ŎŀǳǎŜŘ many dealers to claim 

ǘƘŀǘ ǘƘŜȅ ŀǊŜ ǳƴŀōƭŜ ǘƻ ƪŜŜǇ ǳǇ ǿƛǘƘ ǘƘŜ ǎŜŎǘƻǊΩǎ oversaturation, and unfortunately, like most other corporate 

monopolies, the global art market, despite its exponential growth, is ŦƛƴŘƛƴƎ ƛǘǎ ǿŀȅ άƛƴǘƻ ŦŜǿŜǊ ƘŀƴŘǎΣ ǿƛǘƘ ŦƛŦǘȅ-

percent of $67.4 billion in sales accounted to only five dealers ƛƴ нлмуέ (Freeman N. , 2018). This fact 

discouragingly suggests that despite the global art market being ǇǳǎƘŜŘ άǘƻ ƛǘǎ Ƴƻǎǘ ŜȄǘǊŜƳŜ Ǉƻƛƴǘ,έ (Shaviro, 

2015, p. 2) the number of collectors and artists benefiting from this burgeoning economy is also dwindling.  
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Outside of the deceiving fiscal promises and fantastical optics of large-scale annual cultural events, big 

city art fairs, biennales, or creative sojourns into remote natural spaces such as Burning Man14 create socio-

economic and environmental stress on human and more-than-human geographies. For example, the Venice 

Biennale, known to host up to 184 nations in addition to inviting many independent artists to install site-specific 

projects in and around their rising channels of water, draws hundreds of thousands of tourists. (La Biennale Di 

Venezia, 2017) Most recently increasing their tourist tax during the high season to help ŀŘŘǊŜǎǎ ǘƘŜ ŎƛǘȅΩǎ 

insufficient infrastructure to accommodate the increased influx of passersby, these noteworthy visual spectacles 

also lead to unmanageable amounts of single-use refuse, the flooding of historic squares, backed-up sewers, 

polluted waters, poorer air quality, rent increases, and inflated costs of other staples that often displace long-

time residents, workers, and business oǿƴŜǊǎ ŦǊƻƳ ǘƘŜ ŎƛǘȅΩǎ ŎƻǊŜΦ (Minoia, 2017) (Hughes, 2023)  

In addition to ecologically accommodating transient visitors that inundate the city each spring through 

fall, an excessive amount of material is needed to construct, showcase, and ship monumental art installations by 

exhibiting countries and their represented artists. {ǘǳƴƴŜŘ ǘƻ ƭŜŀǊƴ ǘƘŀǘ ǘƘŜ ǘǊŀƴǎǇƻǊǘƛƴƎ ƻŦ ƻōƧŜŎǘǎ άƎŜƴŜǊŀƭƭȅ 

only represents 10% of their overall impact,έ (Audoin & Osset, 2020) one can only begin to estimate the carbon 

footprint generated by these massive art extravaganzas when one knows that the Venice Biennale received over 

800,000 visitors in 2022, and that one 13,000 km human flight generates the same amount of emissions as a 

person driving a car for an entire year. (Audoin & Osset, 2020) 

International art fairs and biennales also stimulate an exorbitant number of ΨŎƻƭƭŀǘŜǊŀƭ ŜǾŜƴǘǎΩ so 

institutions, dealers, and artists can attempt to fiscally benefit from the increased foot traffic. (La Biennale Di 

Venezia, 2017) As an example, a collateral event reported ǘƻ ΨŘǿŀǊŦΩ ǘƘŜ Venice Biennale ǿŀǎ 5ŀƳƛŜƴ IƛǊǎǘΩǎ 

 
14 Burning Man is an annual nine-day event in which ǇŜƻǇƭŜ ŦǊƻƳ ŀǊƻǳƴŘ ǘƘŜ ƎƭƻōŜ ǘǊŀǾŜƭ ǘƻ ōǳƛƭŘ ŀ ǘŜƳǇƻǊŀǊȅ ΨǎŜƭŦ-
ǎǳŦŦƛŎƛŜƴǘΩ ŎƻƳƳǳƴƛǘȅ ǘƻ ŎŜƭŜōǊŀǘŜ ŀǊǘƛǎǘƛŎ ŜȄǇǊŜǎǎƛƻƴ ǘƘǊƻǳƎƘ ŘŀƴŎŜΣ ǎŎǳƭǇǘǳǊŜΣ ŎǊŜŀǘƛǾŜ ǾŜƘƛŎƭŜǎΣ ǎŜȄΣ ŘǊǳƎǎΣ ŀƴŘ ƴǳŘƛǘȅ 
that originally began as a summer solstice bonfire. Now a more contrived and capitalist event in which you must apply to 
attend, and some tickets sell for $1200; the 70,000-person event has been reported as creating and leaving behind an 
abundance of waste despite one of its primary rules is to leave no trace behind. (Anguiano, 2022) 
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2017 two-site installation entitled Treasures from the Wreck of the Unbelievable. (Russeth, 2017) Deemed both a 

ΨǎƘƛǇǿǊŜŎƪΩ ŀƴŘ ŀƴ ǳƴōŜƭƛŜǾŀōƭŜ άǎƘƻǿǊƻƻƳ ŦƻǊ ƻƭƛƎŀǊŎƘǎ,έ (Morgan, 2017) IƛǊǎǘΩǎ exhibit included sculptures 

ƳŀŘŜ ƻŦ άƎƻƭŘΣ ǎƛƭǾŜǊΣ ōǊƻƴȊŜΣ ŀƴŘ ƳŀǊōƭŜ,έ (Morgan, 2017) and independently took up 54,000 square feet 

across two Italian palaces owned by ǘƘŜ ŀǊǘƛǎǘΩǎ private collector François Pinault.  (Morgan, 2017) Also privately 

funded by the French billionaire, each work priced between 500,000 to 5,000,000 million dollars, came ƛƴ άŀƴ 

edition of three with two artist proofs,έ (Morgan, 2017) resulting in the output of 950 works for this one multi-

site spectacle; a showing that was surely a visual, spatial, and economic afront to other exhibitors formally 

selected to show at the national pavilions.  

 

Figure 10: Damien Hirst, Demon with Bowl (detail), 2017, Painted Resin, 18.22 x 7.39 x 11.44 m (Photo by author) 
 

The inaccessibility and capitalist agenda of the global art market is furthered by collectors secretly and 

ǎƻƳŜǘƛƳŜǎ ƛƭƭŜƎŀƭƭȅ ǎǘƻǊƛƴƎ ǎƻƳŜ ƻŦ ǘƘŜ ǿƻǊƭŘΩǎ ōŜǎǘ ΨartΩ in one of hundreds of tax-free storage units; a reality 

that points to the incalculable number of architectural facilities, materials, energy, and space needed to hold 

and protect just a tiny percentage of artworks created each year. (Renauld, 2021 ) Or, if these works are publicly 



24 
 

shared, not unlike the culture wars during the Italian Renaissance in which the different sovereign states of the 

region expressed their power, wealth, taste, and spiritual allegiances through the commissioning of architectural 

wonders, Wŀǎƻƴ CŀǊŀƎƻΩǎ ../ ŀǊǘƛŎƭŜ Why Museums are the New Churches(2015) provides insight into how art 

institutions around the world are ǳƴŘŜǊƎƻƛƴƎ ŀ ƳƻƴǳƳŜƴǘŀƭ ΨōǳƛƭŘƛƴƎ ōƻƻƳ.Ω  

wŜǇƻǊǘƛƴƎ ƻƴ Ƙƻǿ bŜǿ ¸ƻǊƪΩǎ Whitney Museum, Metropolitan Museum, Museum of Modern Art, 

American Museum of Natural History, ŀƴŘ IŀǊƭŜƳΩǎ {ǘǳŘƛƻ aǳǎŜǳƳ ǿŜǊŜ ŀƭƭ ǳƴŘŜǊƎƻƛƴƎ ƳŀƧƻǊ ǊŜƴƻǾŀǘƛƻƴǎ ǘƻ 

expand or build anew to keep and draw new audiences, Farago additionally relayed how other major cities such 

as Los Angeles, Milan, Paris, Moscow, Sydney, and Helsinki had all seen the birth of a new major gallery or were 

ƛƴ ǇǊŜǇŀǊŀǘƛƻƴ ǘƻ ǎŜǊǾŜ ŀǎ άƴŜǿ ǎŀǘŜƭƭƛǘŜǎ ƻŦ ǘƘŜ DǳƎƎŜƴƘŜƛƳέ (Farago, 2015) to provide a clear picture of how 

art galleries continue to expand their physical and therefore carbon footprint despite hosting major exhibitions 

critiquing or drawing attention to industrial destruction and climate change. Often thinking we are doing better 

as a country to address environmental and socio-political issues, even /ŀƴŀŘŀΩǎ ŎǳƭǘǳǊŀƭ ƛƴǎǘƛǘǳǘƛƻƴǎ ǎƘƻǿ ŦŜǿ 

signs of reconfiguring how they do business, with the Ottawa Art Gallery, Beaverbrook Gallery (Fredericton, New 

Brunswick), and Vancouver Art Gallery having all recently gone, undergoing, or preparing for major expansions, 

and the Art Gallery of Ontario (Toronto) receiving a $35 million donation from Dani Reiss, the Chairman and CEO 

of Canada Goose, ά ƛƴŎǊŜŀǎƛƴƎ ώΧϐ ǎǇŀŎŜ ŀǾŀƛƭŀōƭŜ ǘƻ ŘƛǎǇƭŀȅ ŀǊǘ ōȅ ол҈ (AGO, 2023); a donation which warrants 

the question ς Who are these billionaires that can invest in and benefit from such monumental undertakings? 

 /ǳǊƛƻǳǎ ŀōƻǳǘ ǿƘŀǘ ƻǘƘŜǊ ΨǇŜŀŎŜŦǳƭΩ ƻǊ ƴƻǘ-so-peaceful enterprises these individuals or corporations 

invest in, the article Arts Sponsorship: The Slippery Issue of Ethics by business scholar, philanthropist, and past 

performing artist Michelle Wright lays out how it is a well-known and long-time fact that art sponsorship, 

awards, funding, and patronage is often used as an artifice to boost the public reputation, and therefore profits 

of institutions, industries, and individuals whose illicit or controversial practices might fund various forms of 

unlawful behaviour, unethical investments, or illegal contraband around the world. (Wright, 2014) Often 
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referred to as art washing15, such craftiness by these players creates an abundance of ethical and fiscal 

dilemmas for galleries, museums, academies, and artists to navigate or, if afforded, UN/make themselves from.  

Interdisciplinary artist and educator Laura Napier expands on how the contemporary art world is a 

volatile and uninhabitable space for artists in her essay The Contemporary Dematerialization of Art (2015) by 

clarifying how the expansive network of premium, secondary, and tertiary art schools that feed into commercial 

enterprises, are designed to keep the majority of artists in debt and creating consumable material objects that 

keep them complicit in the ecological and cultural genocide of human and more than human ontographies. 

Napier also ƛƴǎƛǎǘǎ ǘƘŀǘ άōȅ ƴƻǘ ŀǎǎƛƎƴƛƴƎ ƳƻƴŜǘŀǊȅ ǾŀƭǳŜ ǘƻ ΨƻǘƘŜǊΩ ŀŎǘƛǾƛǘƛŜǎ ŀƴŘ ǎǇŀŎŜǎ ƻǳǘǎƛŘŜ ŜǎǘŀōƭƛǎƘƳŜƴǘǎΣ 

ǘƘŜ ƳŀǊƪŜǘ ƭƛǘŜǊŀƭƭȅ ƛƎƴƻǊŜǎέ (Napier, 2015) artists setting down technologies of privilege to assist with acts of 

care and repair.  

Staying on the topic of privilege, the elite art market is rapidly embracing the creation of works involving 

virtual reality, augmented realities, NFTs, and other art mediums that cleverly disguise how the digital world 

relentlessly contributes to the mining of EarthΩǎ elements. In their article What are the main environmental 

impacts of a contemporary work of art? (2020), curator and art activist Alice Audouin and mechanical engineer 

Philippe Osset work together to encourage producers and users to become more informed about the impact of 

mining as well as the number of rare Earth metals and amount of energy required to make, mint, store, 

reformat, and showcase such art forms. (Audoin & Osset, 2020) In his small handbook entitled The Anthrobscene 

(2015), Professor of Aesthetics and published author Jussi Parikka also calls on creatives to look more closely at 

 
15 Art washing is a term like greenwashing, art washing alludes to how big business or institutions try to rebrand themselves 

and or make up for past or present indiscretions and illicitly attained wealth by seemingly making positive contributions to 
the commons or by becoming cultural philanthropists through the offering to build additional wings for cultural centres, 
commission large public art works, offer up funding for significant art prizes or competitions or purchase important works 
on behalf of a colleŎǘƛƻƴΦ !ƭǎƻ ŀƭƛƎƴŜŘ ǿƛǘƘ ǘƘŜ ƎŜƴǘǊƛŦƛŎŀǘƛƻƴ ƻŦ ǳǊōŀƴ ŎŜƴǘǊŜǎΣ ǘƘŜ ǘŜǊƳ ǿŀǎ ǎǳǇǇƻǎŜŘƭȅ άŎƻƛƴŜŘ ŀƳƛŘ ǘƘŜ 
anti-ƎŜƴǘǊƛŦƛŎŀǘƛƻƴ ǇǊƻǘŜǎǘǎ ώΧϐ ƛƴ ǘƘŜ .ƻȅƭŜ IŜƛƎƘǘǎ ŘƛǎǘǊƛŎǘ ƻŦ [ƻǎ !ƴƎŜƭŜǎΣέ (Dalley, 2018) in 2016 when the area began to 
experience how the development of a gallery district is used to drive up property values in a certain neighbourhood, which 
results in longtime family owned business and residents needing to close down or relocate.  
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the amount of waste created by the frequent updating and discarding of technological devices required for 

creating, uploading, remixing, and sharing creative work in physical spaces or across a wide range of online 

platforms.  

tŜǊƘŀǇǎ ŀ ōŀŘ ŜȄŀƳǇƭŜ ƻŦ ΨŀǊǘΣΩ ōǳǘ ŀ ƎƻƻŘ ŜȄŀƳǇƭŜ ǘƻ ŘǊŀǿ ŀǘǘŜƴǘƛƻƴ ǘƻ ǘƘŜ ŜƴǾƛǊƻƴƳŜƴǘŀƭ ǊŜŀƭƛǘƛŜǎ ƻŦ 

NFTs, was when Michael Joseph Winkelmann, AKA Beeple, partnered ǿƛǘƘ /ƘǊƛǎǘƛŜΩǎ ŀǳŎǘƛƻƴ ƘƻǳǎŜ to 

unprecedently sell his NFT Everyday: The First 5000 days, for sixty-nine million dollars. (Chakra, 2021) 

Immediately questionable in that the work was collectively purchased through a form of digital currency, an 

equally contentious transformation of material, upon many other artists jumping on the bandwagon to convert 

their work into NFTs, artist and now activist Joanie Lemercier took to Twitter to call out a platform called 

@NiftyGateway to reveal how one user producing and selling two much smaller NFTs used over 176 773 Kwh; 

the same amount of energy used by the average European over forty-nine years and generating the same 

number of ƎǊŜŜƴƘƻǳǎŜ Ǝŀǎ ŜƳƛǎǎƛƻƴǎ ŀǎ άнм ȅŜŀǊǎ ƻŦ ŀ ¦Φ{Φ ƘƻǳǎŜƘƻƭŘΩǎ ŜƭŜŎǘǊƛŎƛǘȅ ǳǎŜέ (Pforzheimer, 2021). 

(Lemercier, 2021) (Pratt, 2023) 

Beyond elite artists collaborating with their wealthy patrons and gallery representation to create energy 

sucking NFTs, just a few minutes on social media also provides a sneak peek at the number of self-directed, 

amateur artists flooding the art market, who due to technological advances, can digitally reproduce their art 

work on anything from a ceramic coffee mug to a polyester curtain; a phenomena that Cultural Geographer 

5ŀǾƛŘ aŀǘƭŜǎǎ ƳƛƎƘǘ ŘŜǎŎǊƛōŜ ŀǎ ΨŀǊǘΩ ǘƘŀǘ ŎƻƴǘǊƛōǳǘŜǎ ǘƻ ǘƘŜ άŀƴǘƘǊƻǇƻǎŎŜƴƛŎΣέ (Matless, 2018) or more 

familiarly aesthetic and ecological devastation. Nothing new τ in his 1935 essay The Work of Art in the Age of 

Mechanical Reproduction, the German literary critic Walter Benjamin, while calling on artists and the working 

class to rise up against political agendas of the Nazi regime, predicted how hobbyists and art stars alike would 

be able to record, present, and reproduce at an accelerated rate (Benjamin, 2008) 
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Outside of such digital and mechanical technologies, even artists still working with analogue processes 

must consider the out-of-sight materialities of ΨŦƛƴŜ artΩ hoarded, stored, and used in past work, as it does not 

take long to recognize how mediums, tools, substrates, framing, packaging, and marketing materials greatly 

depend on the felling of forests and contamination of water, as just άŀ ŦŜǿ ƳƛƭƭƛƎǊŀƳǎ ƻŦ toxic substances can 

pollute tens of thousands of litres of water;έ (Audoin & Osset, 2020) inhibiting and carcinogenic realities that 

often go undetected or unexperienced by regions of the world that have the advantage of existing separate 

from or treating the waste they produce. (Galgani, 2021) (Campanale C, 2020) 

It is also important for creatives as consumers to take a closer look at the conditions under which art 

materials are manufactured to refrain from funding inequitable and therefore unethical economic systems of 

extraction, production, exchange, and discard. For example, understanding that the production of a single white 

t-shirt often depends on the planting of genetically modified seeds, 2,700 litres of water, 250 grams of 

pesticides, bleach, underpaid female textile workers, abusive male managers, unsafe working conditions, and at 

least sixteen fuel dependent machines prior to the product visiting five different locations around the world 

before being sold, foretells some of the bleak parameters under which many other mass-produced ΨǘƘƛƴƎǎ,Ω such 

as artist canvases are manufactured. (CottonΩs Journey n.d.) Art historian and theorist Monica Wagner clarifies 

Ƙƻǿ ǘƘŜ ǇǊƻŎŜǎǎ ƻŦ ŀǊǘΣ ŀǎ ǿŜƭƭ ŀǎ ŀƴ ƻōƧŜŎǘΩǎ ŎƻƴǎǘƛǘǳŜƴǘ ƳŀǘŜǊƛŀƭǎ ŀǊŜ ΨƛƴŦƻǊƳŀǘƛƻƴ ŎŀǊǊƛŜǊǎΩ ǘƘŀǘ άǊŜǾŜŀƭ 

ƛƴŦƻǊƳŀǘƛƻƴ ŀōƻǳǘ ǘƘŜ ŦƻǊŎŜǎ ƻŦ ǇǊƻŘǳŎǘƛƻƴ ŀǘ ǘƘŜ ǘƛƳŜΣ ƻǊ ŀ ǎǇŜŎƛŦƛŎ ƘƛǎǘƻǊƛŎŀƭ ǘŜŎƘƴƛǉǳŜΤέ (Wagner, 2015, p. 27) 

a statement that confirms how one is always at risk of investing in global industrial chains of production that 

proliferate a variety of social, cultural, environmental, and familial trauma at home and abroad.  

To bring this concept of unjust modes of extraction and production closer to home, if one examines the 

material realities of paper and wood products utilized in the drafting, planning, supporting, displaying, 

constructingΣ ŀƴŘ ǎƘƛǇǇƛƴƎ ƻŦ ΨŀǊǘΣΩ ƻƴŜ will gain insight into how current approaches to forestry are not 

sustainable for future generations and how the clear-cutting of sacred, old forests on unceded territories is a 

cruel and criminal act that continues to lead to the cultural genocide of Indigenous ways of knowing and being 
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with the Land. (Manuel & Derrickson, 2017, pp. 20-22) (Wohlleben, 2016) Additionally, if artists take new 

materialist thought seriously, one must also recognize how imagery is a material text that has affect; a reality 

that requires creatives to comprehend how aesthetic choices or the use or absence of iconography risks carrying 

forward anthropocenic perspectives and approaches to Land.  

 

Figure 11: The Anthropocene (installation shot), Art Gallery of Ontario, Toronto (Photo by Rachel Neilson, Source: 
https://rachelneilson.com/2018/10/22/anthropocene-exhibition-review-part-1/) 

 

More specifically, a culture of UN/making acknowledges how international, travelling, multi-media 

ǎƘƻǿǎ ƻŦ άǘŜǊǊƛōƭŜ ōŜŀǳǘȅέ(Watson A., 2014) featuring large-scale photography, video, and augmented reality 

installations, such as the co-produced, blockbuster exhibit The Anthropocene by Edward Burtynsky, Jennifer 

Baichwal, and Nicholas de Pencier, contributes to the Anthropocene or Technocene due to the ΨƳŀǘŜǊƛŀƭ 

ƛŎŜōŜǊƎǎΩ16 that remain hidden behind, below, and beyond each image or object in these monumental art 

 
16 In their book Cradle to Cradle, Michael Braungart and William McDonough outline how what we hold, see, or experience 
as ŀ ƳŀƴǳŦŀŎǘǳǊŜŘ ǇǊƻŘǳŎǘ ƻƴƭȅ ǇƘȅǎƛŎŀƭƭȅ Ŏƻƴǘŀƛƴǎ ŀǇǇǊƻȄƛƳŀǘŜƭȅ ƻƴƭȅ άр҈ ƻŦ ǘƘŜ Ǌŀǿ ƳŀǘŜǊƛŀƭǎ ƛƴǾƻƭǾŜŘ ƛƴ ǘƘŜ ǇǊƻŎŜǎǎ ƻŦ 
ƳŀƪƛƴƎ ŀƴŘ ŘŜƭƛǾŜǊƛƴƎ ƛǘΦέ (Braungart & McDonough, 2009, p. 28) 
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exhibits. Reviewed as reflecting the eco-suicidal drive of the era ǘƘŀǘ ǊŜǉǳƛǊŜŘ άŀ ŎŜǊǘŀƛƴ ƭŜǾŜƭ ƻŦ ƛƎƴƻǊŀƴŎŜ ǘƻ 

ƻǾŜǊƭƻƻƪ Ƙƻǿ ƳǳŎƘ ŜƴŜǊƎȅέ (Wilson, 2018) was used in the production and presentation of the terrifying and 

yet aestheticized documentary photographs, those who panned the exhibition noted how the  Ψsomber 

attentionΩ required for the issues at hand devolved into a sublime spectacle of attraction and distraction due to 

the exhibitΩs fetishization and άƻǾŜǊǊŜƭƛŀƴŎŜ ƻƴ ǘŜŎƘƴƻƭƻƎȅέ (Wilson, 2018). (Cheetham, 2018) Although 

purchasing carbon offsets to make reparations for the extensive amount of carbon produced as a result of the 

artists travelling across six continents ǘƻ ƎŜƴŜǊŀǘŜ άtwo simultaneous and overlapping exhibitions, ώΧϐ two 

catalogues, a feature length film, blogs, lectures, ώΧϐΣέ ǘƻ ǘǊǳƭȅ ¦bκƳŀƪŜ ƘŀǊƳ ƻƴŜ Ƴǳǎǘ ŀƭǎƻ ŘŜŀƭƛŜƴŀǘŜ 

themselves from the unethical practices, inefficacy, or fallacy of carbon offsets and other carbon credit 

programs, as each capitalist exchange depends on the past, present, or future environmental destruction.   

Professor of English and aesthetic theorist Steven Shaviro confirms that exhibitions of this scale and 

media have no efficacy in inspiring or enacting more eco-ethical behaviour from visitors as their άŀŜǎǘƘŜǘƛŎǎ Řƻ 

not violate the laws of political and physical economy, but oddly subsist alongside these economies and apart 

ŦǊƻƳ ǘƘŜƳέ (p. 26) to offer only άescapism and not escape from that ǿƘƛŎƘ ǿŜ ŘǊŀǿ ŀǘǘŜƴǘƛƻƴ ǘƻέ (p. 26). 

Through these words, Shaviro professes how digital media and their technologies carry forward accelerated 

aesthetics and therefore have no efficacy in dismantling neo-colonial and neo-liberal, capitalist systems that 

perpetuate environmental devastation and the cultural trauma that often goes undocumented. (p. 2) Jane 

Bennett corroborates the idea that machines and the speed at which they extract, sort, shape, and ship alienate 

humans from the natural timelines of Earth and environmental systems of rejuvenation when she outlines that 

άŀ Ǿƛǘŀƭƛǘȅ ƛƴǘǊƛƴǎƛŎ ǘƻ ƳŀǘǘŜǊ ƛǘǎŜƭŦ ōŜŎƻƳŜǎ ƳƻǊŜ ǇƭŀǳǎƛōƭŜ ƛŦ ƻƴŜ ǘŀƪŜǎ ώΧϐ ǘƘŜ ǇŜǊǎǇŜŎǘƛǾŜ ƻŦ ŜǾƻƭǳǘƛƻƴŀǊȅ 

rather than biographical time;έ (Bennett J., 2010, pp. 11-12) a statement that implies a need for the ontological 

decentring of machinic definitions of productivity. Bennett also expresses a ŎƻƴŎŜǊƴ ǘƘŀǘ άǎŜƭŦ-ŜȄǇǊŜǎǎƛƻƴ ώΧϐ ƛǎ 

now fully in ǘƘŜ ǎŜǊǾƛŎŜ ƻŦ ǎȅǎǘŜƳ ƭŜƎƛǘƛƳƛȊŀǘƛƻƴΣέ (Bennett J., 2001, p. 123) ŀƴŘ ΨŀǊǘΣΩ ŘǳŜ ǘƻ ƛǘǎ ǘŜŎƘƴƻƭƻƎƛȊŀǘƛƻƴ 
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Ƙŀǎ ōŜŎƻƳŜ ƳŜǊŜƭȅ ΨŜƴǘŜǊǘŀƛƴƳŜƴǘΣΩ ǿƘƛŎƘ ŘƛǾŜǊǘǎ ƻǳǊ ŀǘǘŜƴǘƛƻƴ ŀǿŀȅ ŦǊƻƳ ǘƘŜ ǎƻŎƛŀƭ ƛƴƧǳǎǘƛŎŜǎ ƛǘ ƻŦǘŜƴ ŘŜǇƛŎǘǎ, 

materially perpetuates, or is attempting to UN/make or disrupt. (Bennett J., 2001, pp. 121-123) 

Lee Mackinnon, a senior lecturer in photography and researcher in fields of comparative media 

studies, feminism, and post-digital visual culture, also encourages the cultural sector to consider and critique 

how the visual arts, particularly the mediums of photography, video, or other new media devices of recording, 

produce many ethical conundrums. Working from a new materialist perspective, Mackinnon, in their essay 

Toward a Materialist Photography: The Body of Work (2017), provides a snapshot of how the ownership of 

photography becomes extremely contentious if it works to capture cultures, environments, and experiences not 

one's own. Specifically talking to the work of Giles Duley, whose exhibition Legacy of War documented the long-

term impact of conflict and was ŎǊŜŀǘŜŘ άǳƴŘŜǊ ǘƘŜ ŀǳǎǇƛŎŜǎ ƻŦ ŀ ΨƘǳƳŀƴƛǘŀǊƛŀƴ ǇǊƻƧŜŎǘΩ,έ (p. 149) Mackinnon 

argues how such photographs were just as much created by those and that which were photographed, as well as 

by the mechanics of the camera itself to encourage creatives to ponder if photo-based work should be partially 

attributed to Ψthe power relationsΩ and Ψinvisible workersΩ ǘƘŀǘ ƻǘƘŜǊǿƛǎŜ ƘŜƭǇ ǘƻ ōǳƛƭŘ ǘƘŜ άŎƻƳǇƭŜȄƛǘȅ ƻŦ 

ƛƴǘŜǊŀŎǘƛƻƴǎ ǘƘŀǘ ƳŀƪŜ ǘƘŜ ǇƘƻǘƻƎǊŀǇƘƛŎ ŜǾŜƴǘ ǇƻǎǎƛōƭŜέ (p. 150).  

These arguments then beg the question if photographs should be partially owned by those who helped 

to form each composition and in turn be involved in determining if photographs should be printed, deleted, 

altered, shown, shared, sold, and earned from. From another angle, should human subjects in such photographs 

be given several opportunities to refuse their ongoing capture, victimization, exploitation, decontextualization, 

romanticization, normalization, and beautification for the prestige and profit of others? Mackinnon even points 

and shoots her critique at gallerists, curators, directors, and other cultural institutions who make it possible for 

ǾƛŜǿƛƴƎ ŀƴŘ ōǳȅƛƴƎ άƻǘƘŜǊǎ ǎǳŦŦŜǊƛƴƎ ŀǎ ǘƘƻǳƎƘ ƛǘ ǿŜǊŜ ƛǘǎŜƭŦ ŀ ǊŜǎƻǳǊŎŜ ǇƭǳƴŘŜǊŜŘ ǘƻ ǎƛƳǳƭǘŀƴŜƻǳǎ ŀƳŜƭƛƻǊŀǘŜ 

the ache of our complicity as consumers;έ (p. 153) a statement which leads to wondering if and when thematic 
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art exhibitions exploring socio-political or ecological trauma become a form of dark tourism17. As Mackinnon 

also identifies the camera as a tool of privilege that distances the photographer from those and that which is 

recorded, one might also look to the French philosopher of politics and aesthetics Jacques Ranciere when he 

calls upon artists to free their audiences from the mere act of looking in his book The Emancipated 

Spectator(2009); a notion that pleas for the introduction of relational aesthetics and leads one to wonder if 

those who are only documenting or mimicking that which already exists, if they too are simply a spectator 

documenting a miniscule fraction of the interacting forces in front of them. (Ranciere, 2009)  

More strongly, an ethos of culture of UN/making investigates if those who do not set down cameras or 

other recording devices of privilege to assist others in need might be considered complicit or contributing to the 

situations or conditions they are witnessing and recording?; a question I predict author and theorist of media, 

visual art, and literature William John Thomas Mitchell would reply yes, as his article Showing Seeing: A Critique 

of Visual Culture (2002), exposes Ƙƻǿ άǘƘŜ Ǿƛǎǳŀƭ ƻǊ ǇƛŎǘƻǊƛŀƭ ǘǳǊƴ ƛǎ ŀ ǊŜŎǳǊǊŜƴǘ ǘǊƻǇŜ ǘƘŀǘ ŘƛǎǇƭŀŎŜǎ ƳƻǊŀƭ ŀƴŘ 

political panic onto images and so-called visual media,έ (p. 170) ǿƘƛŎƘ άŀǊŜ ŎƻƴǾŜƴƛŜƴǘ ǎŎŀǇŜƎƻŀǘǎέ(p. 170) that 

serve to disembody that and those which are pictorialized.  

 Employing deconstruction through an eco-critical and feminist lens, the next section of Chapter 1 will 

look to art history to identify where methods and modes of unmaking have created or carried forward harm and 

begins to provide insight into what needs to be UN/made to encourage and make room for the co-design and 

co-delivery of post-colonial futurities.  

  

 
17Coined in 1966 by Scottish professors at the University of Glasgow in 1996, Malcolm Foley & J. John Lennon, dark tourism, 
also referred to as thanatourism, wreckage tourism, black tourism, morbid tourism, or grief tourism, involves travelling to 
certain cites or events that are associated with trauma, tragedy, or death in addition to their being a historical significance. 
Critiqued for how sites such as prisons are used as economic drivers, many scholars including Foley and Lennon outline how 
ethics do not take precedence over capitalist agendas and that proprietors of such sites are not solely to blame for this type 
of tourism as these moral infractions also fall on the shoulders of the tourists who are drawn to and demand such 
experiences. (Lennon & Foley, 2000) 
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1.1 Unmaking as Destruction and Harm 

 

It is well-ƪƴƻǿƴ ǘƘŀǘ ΨǳƴƳŀƪƛƴƎΩ ƛǎ ƴƻǘ a new method ƛƴ ǘƘŜ ΨŀǊǘΩ ǿƻǊƭŘ. Processes of dismantling and 

destroying have been rich areas of reaction and exploration for centuries, whether out of necessity, curiousity, 

or controversy. Recorded as being conceptually established in the early 190лΩǎ, when artists, fed up with the 

powers that be, set out to meet the ridiculous politics and programs of war with nihilistic, non-ǎŜƴǎƛŎŀƭ Ψŀƴǘƛ-ŀǊǘΩ 

through performance, assemblage, ŀƴŘ ŎƻƭƭŀƎŜΣ ΨŘŀŘŀƛǎƳΩ ǿŀǎ ƻƴŜ ƻŦ ǘƘŜ ŦƛǊǎǘ ²ŜǎǘŜǊƴ ŀǊǘ ƳƻǾŜƳŜƴǘǎ ǘƘŀǘ 

άǎƘƛŦǘŜŘ ǘƘŜ ƛŘŜŀ ƻŦ ŀǊǘ ŀǎ ŀ ǎŜƭŜŎǘƛƻƴ ƻŦ ŀǘǘǊŀŎǘƛǾŜ Ǿƛǎǳŀƭ ƻōƧŜŎǘǎ ǘƻ ŀǊǘ ŀǎ ŀ ǾŜƘƛŎƭŜ ŦƻǊ ƛŘŜŀǎέ (Kelly, 1998, p. 

487). As a result of World War I, the Holocaust, the bombing of Japan, the Vietnam War, the Korean War, the 

Cold War, and other religious, social, and racial conflicts that have infiltrated many corners of the globe since, 

ripping, burning, tearing, cutting, puncturing, and other methods of destruction have offered artists an outlet for 

their anger, fear, frustration, or sadness while filling out contemporary art markets.  

One could also argue that with each new art movement, societies have participated in or been witness 

ǘƻ ŎǳƭǘǳǊŀƭ ΨǳƴƳŀƪƛƴƎsΣΩ ǿƛǘƘ ΨŀōǎǘǊŀŎǘƛƻƴΩ ǊŜǎƛǎǘƛƴƎ ǘƘŜ ǘȅǊŀƴƴȅ ƻŦ ǇǊŜǎŎǊƛǇǘƛǾŜ ƎƻǾŜǊƴƳŜƴǘ ŀƎŜƴŘŀǎ ŀǊƻǳƴŘ 

ƛƳŀƎŜ ƳŀƪƛƴƎΣ Ψaƻƴƻ-ƘŀΩ ǊŜƭƛƴǉǳƛǎƘƛƴƎ ǊŜǇǊŜǎŜƴǘŀǘƛƻƴ ǘƻ ŜȄǇƭƻǊŜ άmaterials and their properties in reaction to 

what they saw as ruthless development and industrialisation in Japan,έ (Tate Modern, 2023) ΨƳƛƴƛƳŀƭƛǎƳΩ 

offering an escape from the prevalence of didactic, personal, or socio-ǇƻƭƛǘƛŎŀƭ ƴŀǊǊŀǘƛǾŜǎΣ Ψ!ƴǘƛ-ŦƻǊƳΩ ŀǊǘ 

ǊŜƧŜŎǘƛƴƎ άthe fixed industrial shapes and sleek forms of minimalist ǎŎǳƭǇǘǳǊŜέ (Tate Modern, 2023) in the 

United States,  Ψ!ǊǘŜ ǇƻǾŜǊŀΩ ǳǘƛƭƛȊƛƴƎ ǳƴŎƻƴǾŜƴǘƛƻƴŀƭ materials, methods of assemblage, and everyday objects 

to help UN/ƳŀƪŜ άǘƘŜ ǊŜǎǘǊŀƛƴǘǎ ƻŦ ǘǊŀŘƛǘƛƻƴŀƭ ǇǊŀŎǘƛŎŜǎ ŀƴŘ ƳŀǘŜǊƛŀƭǎέ (Tate Modern, 2023) in response to 

LǘŀƭȅΩǎ ŜŎƻƴƻƳƛŎ ƛƴǎǘŀōƛƭƛǘȅΣ ŀƴŘ Ψ9ŀǊǘƘ ŀǊǘΩ ŜƴŀōƭƛƴƎ ŀǊǘƛǎǘǎ ǘƻ UN/make themselves from the traditional 

materialities, mandates, politics, inaccessibly, and lack of capacity of public and commercial art galleries.  

In his seminal essay Death of the Author (1968), French essayist and cultural critic Roland Barthes also 

ǎǳƎƎŜǎǘǎ ǘƘŀǘ ΨŀǊǘΣΩ ǿƘŜǘƘŜǊ ƛƴ ǿǊƛǘƛƴƎΣ ŦƛƭƳΣ ǘƘŜŀǘǊŜΣ ƻǊ ƛƳŀƎŜ experiences ƛǘǎ ǳƴƳŀƪƛƴƎΩ ǿƛǘƘ ŜŀŎƘ ƴŜǿ ǊŜŀŘƛƴƎΦ 
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²ŀƭǘŜǊ .ŜƴƧŀƳƛƴ нΦлΩǎ ǎǇƻƻŦ ƭŜŎǘǳǊŜ ŜƴǘƛǘƭŜŘ The Unmaking of Art (2014) re-emphasizes this notion by professing 

Ƙƻǿ ΨŀǊǘΩ ƛǎ Ŏƻƴǎǘŀƴǘƭȅ ōŜƛƴƎ ǳƴƳŀŘŜ ŘŜǇŜƴŘƛƴƎ ƻƴ ǿƘŜǊŜΣ ǿƘȅΣ ŀƴŘ Ƙƻǿ ƛǘ ƛǎ ǎƘƻǿƴ ƛƴ ŎƻƴǘǊŀǎǘ ǘƻ ǿƘȅΣ ǿƘŜǊŜ, 

and for whom it was created. Specifically arguing that ΨartΩ loses its aura and effect when taken out of the spaces 

for which it was created, or when juxtaposƛƴƎ ΨŀǊǘΩ against other works from different places and times within 

galleries or museums, the anonymous performance artist outlines Ƙƻǿ ΨŀǊǘΩ ƎŜǘǎ ǳƴƳŀŘŜ ǿƘŜƴ ǘǊŀƴǎŦŜǊǊŜŘ 

between sacred and secular spaces as it takes on a different meaning and possibly loses its intended function. 

(Anonymous, 2014) 

      

Figure 12: (Left) Robert Rauschenberg, Erased de Kooning Drawing, 1953, (Source: https://www.bbc.com/news/entertainment-arts-
45818204) (Right) Gustave Metzger demonstrating auto-destructive art by painting with hydrochloric acid and creating a view from the 
South Bank of London, 1961 (Source: https://www.jewthink.org/2021/05/18/the-auto-destructive-creative-world-of-gustav-metzger/) 

{ŀōƛƴŜ YƻǎǘΩǎ ōƻƻƪ ¢ƻ 5ŜǎǘǊƻȅ ƛǎ ǘƻ /ǊŜŀǘŜ κ ¢ƻ /ǊŜŀǘŜ ƛǎ ǘƻ hǊŘŜǊ όнллфύ provides examples of how 

ΨǳƴƳŀƪƛƴƎΩ Ƙŀǎ ƻŦǘŜƴ ƛƴǾƻƭǾŜŘ ŀŎǘǎ ƻŦ ŘŜǎǘǊǳŎǘƛƻƴΦ hŦŦŜǊƛƴƎ ōǊƛŜŦ ƎƭƛƳǇǎŜǎ ƛƴǘƻ ǘƘŜ ǿƻǊƪ ƻŦ ǿŜƭƭ-known artists 

ŀƴŘ ŘŜǎƛƎƴŜǊǎ ǿƘƻ ǘƻƻƪ ǳǇ ΨǳƴƳŀƪƛƴƎΩ ŀǎ ƛǘ can shine a light on harmful logics and actions, and lead to 

innovation and enlightenment out of chance occurrences, Kost primarily brings forward works by male artists 

working across genres of decollage, collage, abstraction, serialism, surrealism, ready-mades, and more 
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ŎƻƴŎŜǇǘǳŀƭ ŀǊǘǿƻǊƪǎ ǎǳŎƘ ŀǎ wƻōŜǊǘ wŀǳǎŎƘŜƴōŜǊƎΩǎ Erased de Kooning Drawing (1953), in which the artist 

acquired permission from one of his personal idols Willem De Kooning ǘƻ άdiscover whether an artwork could be 

produced entirely through erasureτan act focused on the removal of marks rather than their accumulationέ 

(SFMoma, 2023). 

Another conceptual artist referenced when looking at the art history of ΨǳƴƳŀƪƛƴƎΩ ƛǎ the said father of 

auto-destructive art18 Gustave Metzger, who worked at the intersections of art and activism primarily in protest 

of nuclear warfare. (Tessler, 2021) Noted for abandoning Ψfine artΩ materials and paint to use everyday objects 

such as cardboard, newspapers, and fabric scraps retrieved from factories to critique άthe wastage of 

consumerism,έ (Jones, n.d.) Metzger used found and collected substrates in conjunction with other toxic 

substances and unconventional art tools to explore the destructive force or agency of materials while 

experimenting with shape, space, and composition during processes of degradation and decomposition.   

Undoing Art (2017) ōȅ aŀǊȅ !ƴƴ /ŀǿǎ ŀƴŘ aƛŎƘŜƭ 5ŜƭǾƛƭƭŜ ŀƭǎƻ ǇǊƻǾƛŘŜǎ ŀ ƘƛǎǘƻǊȅ ƻŦ ΨǳƴƳŀƪƛƴƎΩ ōȅ ŀ 

variety of artists and other literary scholars who have taken up acts of not doing, disownings, refusals, 

obliterations, erasures, cancelling, slashing, burning, cuttings, detitlings, and other more performative methods. 

LƴǘŜǊŜǎǘŜŘ ƛƴ Ƙƻǿ ǘƘƛǎ ǘƘŜǎƛǎΩǎ ŘŜŦƛƴƛǘƛƻƴ ƻŦ ¦bκƳŀƪƛƴƎ Ŏŀƴ ƘŜƭǇ ǘƻ ōǊƛƴƎ ŀōƻǳǘ ƳƻǊŜ ΨŜǘƘƛŎŀƭ ǎǇŜŎǘŀŎƭŜǎΩ19 while 

ƘŜŜŘƛƴƎ WŀƴŜ .ŜƴƴŜǘǘϥǎ ǿƻǊŘǎΣ ά¢ƘŜ ǇǳǊŜ ǇƻǿŜǊ ƻŦ ŀ ƭƛŦŜ Ŏŀƴ ƳŀƴƛŦŜǎǘ ŀǎ ōŜŀǘƛǘǳŘŜΣ ƻǊ ŀǎ ŀƴ ǳƴǎǇŜŀƪŀōƭŜΣ ǎƘŜŜǊ 

ǾƛƻƭŜƴŎŜΣέ (Bennett J., 2010, p. 53) the following sections of Chapter 1 work through Jane .ŜƴƴŜǘǘΩǎ writing on 

 
18 Auto-destructive art is a term invented by the artist Gustav Metzger in the early 1960s to describe radical artworks 

made by himself and others, in which destruction was part of creating the work. (Tate Modern, 2021) 

19 Introduced in 2004 in an article by Andrew Boyd and Stephen Duncome in which they think about how signs, symbols, 
myths, and fantasies can be used to shift the political culture toward more progressive values, an ethical spectacle should 
strive to be: a) Participatory: seeking to empower participants and spectators alike, with organizers acting as facilitators. b) 
OpenΥ ǊŜǎǇƻƴǎƛǾŜ ŀƴŘ ŀŘŀǇǘƛǾŜ ǘƻ ǎƘƛŦǘƛƴƎ ŎƻƴǘŜȄǘǎ ŀƴŘ ǇŀǊǘƛŎƛǇŀƴǘǎΩ ƛŘŜŀǎΦ Ŏύ ¢ransparent: engaging the imagination of 
spectators without seeking to trick or deceive. d) Realistic: using fantasy to illuminate and dramatize real-world power 
dynamics and social relations that otherwise tend to remain hidden in plain sight. e) Utopian: celebrating the impossible τ 
and therefore helping to make the impossible possible. 
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The Dangers of Aestheticization (2001) 20  to provide a selection of case studies deconstructed through eco-

feminist, new materialist, decolonial, and anti-violence lenses to answer - Where do we see examples of visual 

art practices upholding colonial, capitalist, patriarchal and petrol perspectives and practices? Identifying how 

Ƴŀƴȅ Ǉŀǎǘ ŀǇǇǊƻŀŎƘŜǎ ǘƻ ΨǳƴƳŀƪƛƴƎΩ Řƻ ƴƻǘ Ǉŀǎǎ ǘƘŜ ǎŎǊǳǘƛƴȅ ƻŦ ǘƻŘŀȅΩǎ ǎƻŎƛƻ-political discourse and 

environmental critique, case analysis also begins to provide a glimpse into what a culture or methodology of 

UN/making might need to look, sound, smell, taste, and feel like if artists are to embody and enact ethics of care 

and repair that acknowledge human and more-than-human bodies outside their purview.  

 

1.21 Ready-mades, Rotting, and Not Doing 

 

To begin differentiating the ethics and aesthetics of ΨǳƴƳŀƪƛƴƎǎΩ ǘƘŀǘ ƻƴŜ ƳƛƎƘǘ ŎƻƴǎƛŘŜǊ ŘŜǎǘǊǳŎǘƛǾŜ ƻǊ 

harmful from a future of UN/making that embodies ethics, and therefore aesthetics and gestures of care and 

repair ǘƘǊƻǳƎƘ ŀƴ ŀǘǘŜƴǘƛƻƴ ǘƻ ŀƴ ŀǊǘǿƻǊƪΩǎ ƳŀǘŜǊƛŀƭƛǘƛŜǎ, processes, and modes of presentation. ¢ǊŀŎŜȅ 9ƳƛƴΩǎ 

iconic work My Bed (1998), ƛƴ ǿƘƛŎƘ ǘƘŜ ŀǊǘƛǎǘ ƛƴǎǘŀƭƭŜŘ ƘŜǊ ǎǘŀƛƴŜŘ ǳƴƳŀŘŜ ōŜŘ ƛƴ ǘƘŜ ¢ŀǘŜ aƻŘŜǊƴΣ άŎƻƳǇƭŜǘŜ 

with used condoms, cigarette butts, and empty vodka bottles,έ (Emin, 2017) ƻŦŦŜǊǎ ŀ ǇŜǊŦŜŎǘ ŜȄŀƳǇƭŜ ƻŦ Ψƴƻǘ 

ŘƻƛƴƎΩ.  Perhaps a creative and self-ǊŜŦƭŜŎǘƛǾŜ ƎŜǎǘǳǊŜ ǘƻ ǎƛƎƴƛŦȅ ǘƘŜ ŀǊǘƛǎǘΩǎ ƴŜŜŘ ǘƻ ǊƛǎŜ ƻǳǘ ƻŦ ŀ ŘŜǇǊŜǎǎƛǾŜ ǎǘŀǘŜ 

ŀŦǘŜǊ ŀ ŘƛŦŦƛŎǳƭǘ ōǊŜŀƪǳǇΣ 9ƳƛƴΩǎ work further catapulted the importance of the ready-ƳŀŘŜ ŀƴŘ ΨǘƘŜ ŜǾŜǊȅŘŀȅΩ ƛƴ 

art history by gaining notoriety and selling at Christie's in 2014 for $2.5 million. (Ellis-Petersen, 2014) With no 

 
20 Lƴ WŀƴŜ .ŜƴƴŜǘǘΩǎ ōƻƻƪ ǘƘŜ Enchantment of Modern Life (2001), she begins by drawing from Neo-Kantians and neo-
aŀǊȄƛǎǘǎ ǘƻ ŘƛǎŎǳǎǎ ǘƘŜ ŎƻƴŎŜǊƴ ǘƘŀǘ άǘƻ ŀƭƭƻǿ ŀŜǎǘƘŜǘƛŎǎ ǘƻ ŜƴǘŜǊ ŜǘƘƛŎǎ ƛǎ ǘƻ ǇƻƭƭǳǘŜ ƛǘ ǿƛǘƘ ǘƘŜ ŀǊōƛǘǊŀǊƛƴŜǎǎ ƻŦ ǘŀǎǘŜέ (p. 
148) ŀƴŘ Ǌƛǎƪǎ ǘƘŜ ŀŜǎǘƘŜǘƛŎƛȊŀǘƛƻƴ ƻŦ ǘƘŀǘ ǿƘƛŎƘ ƛǎ ǳƎƭȅ ŀōƻǳǘ ǘƘŜ ǿƻǊƭŘ ŀǊƻǳƴŘ ǳǎΦ hǳǘƭƛƴƛƴƎ Ƙƻǿ ƛƴ άŀŜǎǘƘŜǘƛŎǎ ǿƘŀǘ 
Ŏƻǳƴǘǎ ƛǎ ŘǊŀƳŀǘƛŎ ŜŦŦŜŎǘΣ ƴƻǘ ŜǘƘƛŎŀƭ ŎƻƴǘŜƴǘΣέ (p. 148) Bennett, like the 18th century German philosopher Friedrich Schiller, 
ŜȄǇǊŜǎǎŜǎ ŀ ǿƻǊǊȅ ǘƘŀǘ άǘƘŜ ŀŜǎǘƘŜǘƛŎ ǘŜƴŘǎ ǘƻǿŀǊŘ ǘƘŜ άƴŜǿ ŀƴŘ ǎǘŀǊǘƭƛƴƎ - Χ ǘƘŜ ŎƻƭƻǳǊŦǳƭΣ ŦŀƴǘŀǎǘƛŎΣ ŀƴŘ ōƛȊŀǊǊŜΣ ǘƘŜ 
ǾƛƻƭŜƴǘ ŀƴŘ ǘƘŜ ǎŀǾŀƎŜέΤ ƛǘ ǾŀƭƻǊƛȊŜǎ άƎǊƻǘŜǎǉǳŜ ǎƘŀǇŜǎΣ ΧǎǿƛŦǘ ǘǊŀƴǎƛǘƛƻƴǎΣ ŜȄǳōŜǊŀƴǘ forms, glaring contrast, garish lights, 
ŀƴŘ ǎƻƴƎ Ŧǳƭƭ ƻŦ ŦŜŜƭƛƴƎέ (Schiller, 1997, p. 132)Φ ²ƘƛƭŜ ŎƭŀǊƛŦȅƛƴƎ ǘƘŀǘ ǘƘŜǊŜ ƛǎ ƴƻ ǿŀȅ ǘƻ άƎǳŀǊŀƴǘŜŜ ǘƘŀǘ ŀƴ ŀŜǎǘƘŜǘƛŎ 
ŘƛǎǇƻǎƛǘƛƻƴ ǿƛƭƭ ǇǊƻŘǳŎŜ ƻǊ ŜǾŜƴ ƛƴŎƭƛƴŜ ǘƻǿŀǊŘ ƎƻƻŘƴŜǎǎΣ ƎŜƴŜǊƻǎƛǘȅΣ ƻǊ ǎƻŎƛŀƭ ƧǳǎǘƛŎŜΣέ (Bennett J., 2001, p. 148) she draws 
ƻƴ CǊŜƴŎƘ ǇƘƛƭƻǎƻǇƘŜǊ aƛŎƘŜƭ CƻǳŎŀǳƭǘΩǎ άŀŎŎƻǳƴǘǎ ƻƴ DǊŜŎƻ-Roman practices of self-care that call on practitioners to 
άŜƴƎŀƎŜ ƛƴ ǘƘŜ ǎŜƭŦ-ŘƛǎŎƛǇƭƛƴŜ ƴŜŎŜǎǎŀǊȅ ǘƻ ŀǎǎŜƳōƭŜ ƻƴŜΩǎ ŀŦŦŜŎǘǎ ƛƴǘƻ ŀƴ ŀŜǎǘƘŜǘƛŎ ǎŜƴǎƛōƛƭƛǘȅΣέ (p. 149) and political 
ǎŎƛŜƴǘƛǎǘ DŜƻǊƎŜ YŀǘŜō ǘƻ ǎǳƎƎŜǎǘ ǘƘŀǘ άƛǘ ƛǎ ŀƭǎƻ ǇƻǎǎƛōƭŜ άǘƘŀǘ ŀ ƳƻǊŜ ŘŜƭƛōŜǊŀǘŜ ŀŜǎǘƘŜǘƛŎƛǎƳ ƛƴ ƻƴŜ ŦƻǊƳ ƻǊ ŀƴƻǘƘŜǊ Ƴŀȅ 
ŎƻƻǇŜǊŀǘŜ ǿƛǘƘ ƳƻǊŀƭƛǘȅ ƻǊ Ƴŀȅ ōŜ ƛǘǎ ƎƻƻŘ ŦǊƛŜƴŘέ (Kateb, 2006, p. 118). (Bennett J., 2001, p. 149) 
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evidence that the work was intended to reflect the anti-art sentiment of neo-dadaism21, Emin attributes the 

success of My Bed (1998) ŘǳŜ ǘƻ ǘƘŜ ǇǊƻōŀōƛƭƛǘȅ ǘƘŀǘ άŀƭƳƻǎǘ ŜǾŜǊȅƻƴŜ Ƙŀǎ ōŜŜƴ ǘƘŜǊŜ ώΧϐ ŀƴŘ Ŏŀƴ ǊŜƭŀǘŜ ǘƻ ƛǘέ 

(Emin, 2017). Visually teetering between sad, disgusting, and humorous due to its brazen interjection of self-

destructive and unhygienic behaviour into the pristine and proper realm of the white cube, the whole story 

behind the work begs the questions τAre galleries and private collectors, not unlike those who profit from 

ŀŘŘƛŎǘƛƻƴ ŎŜƴǘǊŜǎΣ ƳŜŘƛŎƛƴŜΣ ƻǊ ǘƘŜ ǿŀǊ ƳŀŎƘƛƴŜΣ ƛƴǾŜǎǘƛƴƎ ƛƴ ŀƴ ŀǊǘƛǎǘΩǎ ǎǳŦŦŜǊƛƴƎΚ  

 
 

Figure 13: Tracey Emin, My Bed, 1998, (Source: https://luciawardblog.wordpress.com/2017/04/21/my-bed-tracey-emin/) 

 

Another ŜȄŀƳǇƭŜ ƻŦ Ψƴƻǘ ŘƻƛƴƎΩ ƛƴ ǿƘƛŎƘ ǊŜŀŘȅ-mades were once again prominent, but the making of 

ΨŀǊǘΩ ǿŀǎ ǊŜƭƛƴǉǳƛǎƘŜŘ ǘƻ ǘƘŜ ŀǳŘƛŜƴŎŜ, happened in 1974 at Studio Mona in Naples. Placing 72 objects on a table 

including scissors, a knife, a loaded gun, a whip, a rose, food, a flashlight, and other more neutral objects that 

 
21 Prevalent in the United States during the 1950s and 1960s due to Marcel Duchamp living in New York city and having a 
great influence on his contemporaries, neo-dadaism, at times broadly referred to as junk art, was an anti-art movement 
based on the tenets of Dadaism that often led to collaboration, performance, assemblage and collage to arrive at the 
ŀōǎǳǊŘΣ άōǳǘ ƘŀǾƛƴƎ ƳƻǊŜ ƛƴǘŜǊŜǎǘ ƛƴ ǘƘŜ ƻōƧŜŎǘ ǘƘŀƴ 5ŀŘŀ ŎƭŀƛƳŜŘ ǘƻ ƘŀǾŜέ (Merriam-Webster, n.d.). 



37 
 

gallerygoers could use to give pleasure or inflict pain, a young aŀǊƛƴŀ !ōǊŀƳƻǾƛŏ ǎǘƻƻŘ ƳƻǘƛƻƴƭŜǎǎ ŦƻǊ ǎƛȄ ƘƻǳǊǎ 

while she was repositioned, partially stripped, cut, poked, written on, and nearly shot before making her exit.  

hŦǘŜƴ ǎǇƻƪŜƴ ǘƻ ƛƴ ǊŜŦŜǊŜƴŎŜ ǘƻ Ƴƻō ƳŜƴǘŀƭƛǘȅ ƻǊ άthe power and influence of the crowd,έ (Potiomkina, 

2018) this thesis proposing a culture and methodology for UN/making cannot help but question how women 

artists conducting experiments that further risk the subjugation or harm of their bodies is helping to UN/make 

patriarchal aggression, accumulation, abuse, and commodification of the female body? 

 
 

Figure 14: aŀǊƛƴŀ !ōǊŀƳƻǾƛŏΣ wƘȅǘƘƳ hΣ мфтпΣ {ǘǳŘƛƻ aƻƴŀΣ bŀǇƭŜǎ  
(Source: https://arthive.com/artists/92199~Marina_Abramovich/works/635213~Rhythm_0) 

 

Additionally, what does it say about art goers or an art centre that would choose to inflict or allow 

violence towards another being rather than invite gestures of care or giving pleasure? Does giving pleasure 
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require more intimacy or risk something more taboo? If nothing else, because Rhythm O (1974) illustrated how 

humans under certain circumstances would very publicly choose harm over care towards another human, the 

performance, albeit on a smaller scale, provides insight into why some humans and their industries or 

institutions persist in the decimation of human and more-than-human geographies for personal gratification and 

profit.  

 

 
 

Figure 15, Jane Sterbak, Vanitas: Flesh Dress for an Albino Anorectic, 1987  
(Source: https://150ans150oeuvres.uqam.ca/en/artwork/1987-vanitas-flesh-dress-for-an-albino-anorexic-by-jana-sterbak/#description) 

 

WŀƴŜ {ǘŜǊōŀƪΩǎ ǊƻǘǘƛƴƎ ǿƻǊƪ ŜƴǘƛǘƭŜŘ Vanitas22: Flesh Dress for an Albino Anorectic (1987) additionally 

 
22 ¢ƛǘƭŜŘ ǘƻ ǊŜŦŜǊŜƴŎŜ ŀ ǘȅǇŜ ƻŦ 5ǳǘŎƘ ǎǘƛƭƭ ƭƛŦŜ ǇŀƛƴǘƛƴƎ άǎȅƳōƻƭƛŎ ƻŦ ƳƻǊǘŀƭƛǘȅέ (Britannica, 2019). 
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provides an interesting case study ƻŦ Ƙƻǿ ŀŜǎǘƘŜǘƛŎǎ Ŏŀƴ ōŜǘǊŀȅ ŀƴ ŀǊǘƛǎǘΩǎ ǎǘŀǘŜΣ ŎƻƴŎŜǊƴΣ ƻǊ ƳŜǎǎŀƎŜ. Extremely 

controversial at the time and purchased in 1996 for the Centre Pompidou collection in Paris despite its gradual 

ŘŜǘŜǊƛƻǊŀǘƛƻƴΣ {ǘŜǊōŀƪΣ ǿƘƛƭŜ ŜȄǇƭƻǊƛƴƎ Ƙƻǿ ŎƭƻǘƘƛƴƎ ƛƴŦƻǊƳǎ ƻƴŜΩǎ ŀǇǇŜŀǊŀƴŎŜΣ ǿǊŀǇǇŜŘ ƘŜǊǎŜƭŦ ƛƴ ŀ ǇŜǊƛǎƘŀōƭŜ 

άhand-sewn dress made from twenty-ǘƘǊŜŜ ƪƛƭƻǎ ƻŦ ŎǳǊŜŘ Ǌŀǿ Ŧƭŀƴƪ ǎǘŜŀƪέ (Rowley, 1991). Not the typical 

ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ ΨǘƘŜ ƭƛǘǘƭŜ ǊŜŘ ŘǊŜǎǎΣΩ in the March 1992 issue of Artforum, Nancy Spector, the Associate 

Curator at the Guggenheim Museum wroteΣ ΨUsing the dress as a metaphor for the culturally inscribed body, the 

ŀǊǘƛǎǘ Ƙŀǎ ŎǊŜŀǘŜŘ ŀƴ ŜŜǊƛŜ ŦŀǎƘƛƻƴ ǎƘƻǿΣ ώΧϐ ŘŜǎƛƎƴŜŘ ǘƻ ŜȄǇƻǎŜ ŀƴŘ ǳƴŘŜǊƳƛƴŜ ǘƘŜ ǎǇŜŎǘŀŎƭŜ ƻŦ ŀǇǇŜŀǊŀƴŎŜΦ 

(Spector, 1992) !ƭǎƻ ǎŀƛŘ ǘƻ άŜƳǇƘŀǎƛȊŜ ǘƘŜ ŎƻƴǘǊŀǎǘ ōŜǘǿŜŜƴ Ǿŀƴƛǘȅ ŀƴŘ ōƻŘƛƭȅ ŘŜŎŀȅέ (Rowley, 1991) and 

ŘŜƭƛǾŜǊ άŀ ŎǊƛǘƛŎŀƭ ŎƻƳƳŜƴǘŀǊȅ ƻƴ ǇƻǿŜǊ ǊŜƭŀǘƛƻƴǎ ŀƴŘ ǘƘŜ ŀǊǘ ǿƻǊƭŘ,έ(Déry, 2021) through an eco-feminist lens, 

an ethos or culture of UN/making asks - How does a woman wrapping themselves in beef escape the spectacle 

ƻŦ ŦŀǎƘƛƻƴΣ ŘƛǎǊǳǇǘ Ƙƻǿ ǿƻƳŜƴ ŀǊŜ ǎǳōƧǳƎŀǘŜŘ ŀƴŘ ǘǊŜŀǘŜŘ ŀǎ ΨƳŜŀǘΣΩ ŜǾŀŘŜ ǘƘŜ Ǿŀƴƛǘȅ ƻŦ ŜȄƘƛōƛǘƛƴƎΣ ƻǊ ǳǇǎŜǘ 

the power relations in the art world? Or, if artists and their institutions are to become as socio-politically and 

environmentally accountable as demanded of other spheres of society - How does this artwork take heed of 

ŀƴƛƳŀƭ ǊƛƎƘǘǎΣ ǊŜŘǊŜǎǎ ǘƘŜ ƳŜŀǘ ƻǊ ŦŀǎƘƛƻƴ ƛƴŘǳǎǘǊƛŜǎΩ ƳŀǎǎƛǾŜ ƛƳǇŀŎǘ ƻƴ ǘƘŜ ŜƴǾƛǊƻƴƳŜƴǘ, or help to repair food 

inequities?  

 

 

1.11 Explosions and Eradication 
 
 

LƴǎǇƛǊŜŘ ōȅ άǘƘŜ ǾƛƻƭŜƴŎŜ ƻŦ ǘƘŜ ŎƻƳƛŎ ǎǘǊƛǇΣ ώΧϐ ŀŎǘƛƻƴ ŦƛƭƳǎΣ ŘƻŎǳƳŜƴǘŀǊƛŜǎ ŀōƻǳǘ {ǳǇŜǊ bƻǾŀǎ ŀƴŘ ǘƘŜ 

.ƛƎ .ŀƴƎΣ ŀƴŘ ώΧϐ ƴŜǾŜǊ-ending reports of war,έ (Tate, 2022) /ƻǊƴŜƭƛŀ tŀǊƪŜǊΩǎ Cold Dark Matter (1991) is a 

haunting piece of art that used methods of exploding and subsequently burning, melting, and erasure to make 

άŎƻƴƴŜŎǘƛƻƴǎ ōŜǘǿŜŜƴ ǘƘŜ ǿƻǊƭŘ ƻŦ ǎŎƛŜƴŎŜΣ ǎǇŀŎŜ ŀƴŘ ǘƘŜ ŜǾŜǊȅŘŀȅέ (Hubbard, 2022). !ƭǎƻ ǎŀƛŘ ǘƻ ōŜ άŀ Ǿƛǎǳŀƭ 

embodiment of the end of history; a history defined by capitalism and industrialism, where issues such as 

colonialism, global warming and traditional gender roles were beginning to take centre stage,έ (Hubbard, 2022) 

https://www.artforum.com/contributor/nancy-spector
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the piece was created by working with the British Army and plastic explosives to blow up an old garden shed 

ŎƻƴǘŀƛƴƛƴƎ ŀ ǿƛŘŜ ǊŀƴƎŜ ƻŦ ŎƻƭƭŜŎǘŜŘ ƘǳƳŀƴ ōŜƭƻƴƎƛƴƎǎ ƛƴŎƭǳŘƛƴƎ άōƻƻƪǎΣ ƎŀǊŘŜƴ ǘƻƻƭǎΣ ŀ ōƛŎȅŎƭŜ ǿƘŜŜƭ ώΧϐ ƛŎŜ 

ǎƪŀǘŜ ώΧϐ ƘŀƛǊōǊǳǎƘΣ ŀ ƘǳōŎŀǇΣ ŀ ŎƘƛƭŘϥǎ ǘǊƛŎȅŎƭŜΧέ (Ghose, 2004). Arguably mimicking the destructiveness and 

disturbing amount of detritus brought on by war, one can see how artists are always at risk of carrying forward 

ideas, images, and acts of violence; an argument confirmed by Sumantro Ghose in their article Blown Away 

ǿƘŜƴ ǘƘŜȅ ƛŘŜƴǘƛŦƛŜŘ tŀǊƪŜǊ ŀǎ άǇŀǊǘ ƻŦ ǘƘŜ ƎŜƴŜǊŀǘƛƻƴ ƻŦ ȅƻǳƴƎ .ǊƛǘƛǎƘ ŀǊǘƛǎǘǎ ώΧϐ ƛƴ ǘƘŜ ŜŀǊƭȅ мффлǎέ (Ghose, 

2004) ǿƘƻ ƘŀŘ άŀ ǊŜƭǳŎǘŀƴŎŜ ǘƻ ƭƻƻƪ ŦƻǊǿŀǊŘ ōǳǘ ŀƭǎƻ ŀƴ ǳǊƎŜ ǘƻ ŘŜǎǘǊƻȅέ (Ghose, 2004).  

 
 

Figure 16Υ /ƻǊƴŜƭƛŀ tŀǊƪŜǊΩǎ мффм /ƻƭŘ 5ŀǊƪ aŀǘǘŜǊΥ !ƴ 9ȄǇƭƻŘŜŘ ±ƛŜǿΦ tƘƻǘƻ ōȅ CƭƻǊƛŀƴ YǳƴȊ 
(Source: https://commons.wikimedia.org/wiki/File:Cold_Dark_Matter_.jpg) 

 

Lƴ ŀǘǘŜƳǇǘƛƴƎ ǘƻ ǎƘƛŦǘ ǇŜǊŎŜǇǘƛƻƴǎ ƻŦ ΨǳƴƳŀƪƛƴƎέ ŦǊƻƳ ŘŜǎǘǊǳŎǘƛǾŜ ǘƻ ǇǊŜǾŜƴǘŀǘƛǾŜ ƻǊ ǊŜǇŀǊŀǘƛǾŜΣ a culture or 

ethos of UN/making asks artists and audiences to look ōŜȅƻƴŘ ǘƘŜ ŘǊŀƳŀǘƛŎ Ǿƛǎǳŀƭ ƛƳǇŀŎǘ ƻŦ /ƻǊƴŜƭƛŀ tŀǊƪŜǊΩǎ 

Cold Dark Matter to speculate about its effect on different ŦŀŎŜǘǎ ƻŦ ƻƴŜΩǎ ŎƻƳƳǳƴƛǘȅ and question the 
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militaristic method in which the shed and its contents came to be charred and unmade from use. In no way 

ōǊƛƴƎƛƴƎ ŀōƻǳǘ άǘƘŜ ŜƴŘ ƻŦ ώΧϐ a history defined by capitalism and industrialism, where issues such as 

ŎƻƭƻƴƛŀƭƛǎƳΣ Ǝƭƻōŀƭ ǿŀǊƳƛƴƎ ŀƴŘ ǘǊŀŘƛǘƛƻƴŀƭ ƎŜƴŘŜǊ ǊƻƭŜǎέ (Hubbard, 2022) persist, the first question that arises 

is ς What did the soldiers think or feel when Parker asked them to use technologies of war to create 

contemporary art? Although reported that the militia involved were supportive of the experiment (Tate, 2022), 

is it also important for artists to look beyond those who have been trained to blow things up to consider those 

who live in constant fear of stepping on a landmine or who have lost loved ones and homes to explosive 

devices?  

{ƛǘǘƛƴƎ ƭƻƴƎŜǊ ǿƛǘƘ {ǳŜ IǳōōŀǊŘΩǎ ǊŜǾƛŜǿ ƻŦ Cold Dark Matter ŀƴŘ ƘŜǊ ǎǘŀǘŜƳŜƴǘΣ άaŀƪƛƴƎ ŀƴ ŀǊǘǿƻǊƪ ƛǎ 

like throwing a pebble into a still pond. The artist may not be able to predict where the ripples will lead,έ 

(Hubbard, 2022) I also began to think on how the sound of explosions have the potential to trigger trauma and 

disorient human and more-than-human ontographies. (Katz, 2019) Due to self-critiquing my personal use of 

ready-mades, I also began to speculate on how the garden shed and its contained items might have been of use 

to someone or many individuals who do not have the means to acquire shelter, storage, or goods easily; 

ponderings inspired by writing on the gentrification of sally-ann and thrift shops and heightened by noting the 

innumerable amount of tent cities that have taken form around the world due to the growing number of 

displaced refugees and homeless needing alternatives to publicly funded shelters during the height of Covid 19. 

(Elpa, 2018)  

More controversial and questionable than artists using tools of violence to execute narrative art are 

those who choose to unmake life within performative or interactive art, or in a few rare cases for commercial 

consumption. Pulled down at the Kunstmuseum Wolfsburg because of complaints by the animal rights group 

PETA23, Damien Hirst, supposedly horrified and saddened by zoos and wanting to draw attention to how human 

 
23 PETA is the acronym for an organization entitled People for the Ethical Treatment of Animals.  
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technologies are responsible for the confinement and death of millions of creatures each year, installed A 

Hundred Years (1990); an exhibition featuring a variety of dead animals slowly degrading within tanks of 

formaldehyde. (Copleston, 2022)  

 

  

Figure 17: (Left) Damien Hirst, Mother and Child Divided, 1995, cows, wood, glass & formaldehyde 
(Source: https://parkstone.international/2019/06/12/shelleys-scandal-of-the-month-spotlight-on-damien-hirst/) 

(Right) Marco Evaristti, Helena & El Pescador, 2000, ten Moulinex blenders, goldfish, and electricity (Image credit: Marco Evaristti) 

 

Reported by Artnet in 2017 to have worked with 913,450 dead creatures, some of which Hirst 

ǎǇŜŎƛŦƛŎŀƭƭȅ ƪƛƭƭŜŘ ŦƻǊ ƻǊ ŘǳǊƛƴƎ ǘƘŜ ŎǊŜŀǘƛƻƴ ƻŦ Ƙƛǎ ΨŀǊǘ,Ω (Goldstein C., 2017) the death toll of sharks, fish, cows, 

pigs, etc., continues to grow as Hirst promised buyers he would replace decaying animals every ten years so that 

their bodies would remain fully intact and legible in their tanks of toxic formaldehyde (Ballantyne-Way, 2017); 

offering a perfect example of blatant visual and material hypocrisy and how creatives often become re-offenders 

when creating socio-political narratives or attention-seeking work. (Westall, 2022)  

Also leading to the eradication of fish in an exhibition was the notorious installation by Chilean-born 

Danish artist Marco Evaristti who placed ten Moulinex blenders filled with live goldfish on display in the Trapholt 

Museum in Denmark as part of an exhibition entitled Eye Go Black. Accompanied by instructions άtransform the 

content into fish soup,έ (Boogaerdt, n.d.) 9ǾŀǊƛǎǘǘƛ ŜȄǇƭŀƛƴŜŘ ǘƘŀǘ ǘƘŜ ǿƻǊƪ ƻŦ ŀǊǘ ǿŀǎ ǘŜǎǘƛƴƎ άǘƘŜ ǇƻǿŜǊ ƻŦ 
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ŘŜǎǘǊǳŎǘƛǾŜ ƻōŜŘƛŜƴŎŜέ(Webber, 2022). Upon one museum visitor choosing to push buttons on the blenders 

entitled Helena & El Pescador (2000), the installation was unplugged and charges were laid against Evaristti and 

the gallery director Peter Meyer for animal cruelty. Found innocent due to testimony outlining how the fish 

would not have felt anything due to the speed and force of the blenders UN/making also encourages the cultural 

sector to query why the woman who pushed the blender button was not charged, or why cruelty to humans was 

not explored, in those others in attendance, including children, may have been caused to worry or even witness 

the fish being pulverized. 

9ǾŀǊƛǎǘǘƛΩǎ ƭŀǘŜǊ ǇƛŜŎŜ Forgive Me Helena (2011)Σ ƛƴ ǿƘƛŎƘ ǘƘŜ .ǳŘŘƘƛǎǘ ŀǊǘƛǎǘ άŎoncerned about the 

ǘŜǊǊƛōƭŜ ƘŀǘǊŜŘ ŀƴŘ ǘƘŜ ƭŀŎƪ ƻŦ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ōŜǘǿŜŜƴ ǊŜƭƛƎƛƻƴǎέ (Evaristti, 2011) placed the Bible, Koran, and 

Torah in the bottom of a fish-ŦƛƭƭŜŘ ŀǉǳŀǊƛǳƳ ǿƛǘƘ ǎŀƴŘ ŀƴŘ Ǉƭŀƴǘǎ ǎƻ ǘƘŀǘ ǘƘŜȅ ǿƻǳƭŘ άŘƛǎǎƻƭǾŜ ŀƴŘ ōŜ ǊŜǘǳǊƴŜŘ 

ǘƻ ǘƘŜ ƎǊŜŀǘ ŎȅŎƭŜ ƻŦ bŀǘǳǊŜέ (Evaristti, 2011). However, within a culture of UN/making it is important to note 

how Evaristti still failed to consider the well-being of the fish as the disintegration of the books undoubtedly led 

to them breathing and ingesting pulp and carcinogenic toxins found in industrial inks, tanned leather, and 

bleached pages. 

 

1.12 Cuttings, Carvings, and Coverings 

 
!ƴƻǘƘŜǊ ΨǳƴƳŀƪƛƴƎΩ ǘƘŀǘ ƛƴǾƛǘŜŘ ŀǳŘƛŜƴŎŜ ƳŜƳōŜǊǎ ǘƻ ŎǊŜŀǘŜ ƘŀǊƳ ǿŀǎ the interactive performance Cut 

Piece (1964) by Yoko Ono. Dressed in her best suit, Yoko Ono sat behind scissors and instructed the audience to 

cut away a piece of her clothing to take with them. Hoping people would recognize that what they were doing 

ǘƘŜȅ ǿŜǊŜ ŘƻƛƴƎ ǘƻ ŀ ǿƻƳŀƴΣ ǊŜŎƻƭƭŜŎǘƛƻƴǎ ǊŜǾŜŀƭŜŘ ǘƘŀǘ άǎƻƳŜ ǇŜƻǇƭŜ ŀǇǇǊƻŀŎƘŜŘ ƘŜǎƛǘŀƴǘƭȅΣ ŎǳǘǘƛƴƎ ŀ ǎƳŀƭƭ 

square of fabric from her sleeve or the hem of her skirt,έ (Ono, 2017) ǿƘƛƭŜ άƻǘƘŜǊǎ ŎŀƳŜ ōƻƭŘƭȅΣ ǎƴƛǇǇƛƴƎ ŀǿŀȅ 

ǘƘŜ ŦǊƻƴǘ ƻŦ ƘŜǊ ōƭƻǳǎŜ ƻǊ ǘƘŜ ǎǘǊŀǇǎ ƻŦ ƘŜǊ ōǊŀέ (Ono, 2017). 
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Initially intended as a happening that would help to dematerialize the distance or hierarchal dynamics 

between the artist and the viewer, Yoko shared, ά²ƘŜƴ L Řƻ ǘƘŜ Cut PieceΣ L ƎŜǘ ƛƴǘƻ ŀ ǘǊŀƴŎŜΣ ǎƻ L ŘƻƴΩǘ ŦŜŜƭ ǘƻƻ 

ŦǊƛƎƘǘŜƴŜŘΦ ²Ŝ ǳǎǳŀƭƭȅ ƎƛǾŜ ǎƻƳŜǘƘƛƴƎ ǿƛǘƘ ŀ ǇǳǊǇƻǎŜΧΣ ōǳǘ L ǿŀƴǘŜŘ ǘƻ ǎŜŜ ǿƘŀǘ ǘƘŜȅ ǿƻǳƭŘ ǘŀƪŜέ (Ono, 2017). 

(La Force, Lescaze, Hass, & Miller, 2020) At times left clutching scraps of their suit to cover their breasts, Cut 

Piece (1965) ǇǊƻǾƛŘŜǎ ŎǊŜŀǘƛǾŜǎ ǿƛǘƘ ŀ ǿŀǊƴƛƴƎ ƻŦ Ƙƻǿ ŀǊǘƛǎǘǎΩ ƛƴǘŜƴǘƛƻƴǎ can be quickly undone when not 

carefully considered in a project's design or fully understanding the anomalies of human behaviour when staging 

an interaction or happening. 

 
 

Figure 18: Left. Yoko Ono, Cut Piece, 1965, Carnegie Hall, New York  
(Source: https://www.thelonelypalette.com/episodes/2018/3/29/episode-28-yoko-onos-cut-piece-1964)  

Circling around to Land-based art practices, outside of more ephemeral art practices such as the once 

seemingly harmless leaf arranging and rock piling24 of Andy Goldsworthy, wƻōŜǊǘ {ƳƛǘƘǎƻƴΩǎ Spiral Jetty (1970) 

 
24 Whether informed by art of the past or the inappropriate appropriation of Inuk shucks into pop culture, rock piling as an 
everyday pastime has recently come under scrutiny by naturalists and park management due to the abundance 
of people altering managed trails and animal habitat while out in nature. (Rocha, 2020) 
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and Glue Pour (1970) ŀǊŜ ǘǿƻ ΨǳƴƳŀƪƛƴƎǎΩ ǘƘŀǘ clearly harmed more-than-human ecosystems. Created during 

the same year, for Spiral Jetty (1970) Smithson called on a crew operating dump trucks, a tractor, and a front 

loader to carve ƛƴǘƻ ǘƘŜ ƭŀƴŘǎŎŀǇŜ ŀƴŘ ŘƛǎǇƭŀŎŜ άсΣллл ǘƻƴǎ ƻŦ ōƭŀŎƪ ōŀǎŀƭǘ ǊƻŎƪ ŀƴŘ ŜŀǊǘƘέ (Dia Art Foundation, 

2018) at Rozel Point on the north arm shore of the Great Salt Lake in Utah to construct a 1,500 foot long and 

approximately 15-Ŧƻƻǘ ǿƛŘŜ ǎǇƛǊŀƭ ǘƘŀǘ ǿƛƴŘǎ ƛƴǘƻ ǘƘŜ ǿŀǘŜǊΩǎ ŜŘƎŜΦ 

 

 

Figure 19 Robert Smithson, Spiral Jetty under construction, Rozel Point, Great Salt Lake, 1970. (Photo by Gianfranco Gorgoni, Source 
https://grupaok.tumblr.com/post/655613686828908544/robert-smithson-spiral-jetty-under-construction) 

{ŀƛŘ ǘƻ ƘŀǾŜ ōŜŜƴ ŎǊŜŀǘŜŘ ŘǳŜ ǘƻ {ƳƛǘƘǎƻƴΩǎ ŦŀǎŎƛƴŀǘƛƻƴ ǿƛǘƘ άƭŀƴŘǎŎŀǇŜǎ ǘƘŀǘ ǎǳƎƎŜǎǘ ǇǊŜƘƛǎǘƻǊȅέ 

(Smithson, 1996)  ŀƴŘ άǘƘŜ ŀǊǘƛǎǘΩǎ ǇǊŜƻŎŎǳǇŀǘƛƻƴ ǿƛǘƘ ǘƘŜ ŎƻƴŎŜǇǘ ƻŦ ŜƴǘǊƻǇȅ,έ (Boetzkes A., 2010, p. 22) it is 

evident that the artist, although ŀŎƪƴƻǿƭŜŘƎƛƴƎ άthe loss of the site that results from the process of 

representation,έ (Boetzkes A., 2010, p. 22) did not stop to rethink or resist contributing to the decay of the 

shoreline. As a result, like much of the Land art and public art that continues to take shape today, Spiral Jetty 
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άsignals the artist's withdrawal from the attempt to construct a totalizing perspective of the site,έ (Boetzkes A., 

2006, p. 3) in which the more-than-human or original Indigenous stewards of the Land would be consulted prior 

to or when engaging with a places unique geography, ecology, and pre-settler histories. 

 

 

Figure 20: Robert Smithson, Glue Pour, 1970, From left, R. Smithson, D. Lunden & L. Lippard (Photo by Christos Dikeakos) 

 

{ƳƛǘƘǎƻƴΩǎ Glue Pour (1970) presents a doubly sticky situation. Upon delivering a large container of 

orange adhesive from the National Starch and Chemical Company, Smithson worked with a small group of  

co-conspirators to tip a large barrel of industrial glue onto its side and allow the toxic substance to ooze down, 

cover, and absorb into a steep clay bank close to the University of British Columbia as άŀ ǎǘǳŘȅ ƛƴ ŜǊƻǎƛƻƴŀƭ 

ŀŜǎǘƘŜǘƛŎǎέ and ŘǊŀǿ ŀǘǘŜƴǘƛƻƴ ǘƻ άtime as a process whose violence, like Humpty 5ǳƳǇǘȅΩǎ fall, can never be 

undone;έ (Lauder, 2015) a chemical crime that would more than likely draw additional criticism today as the 

Canadian public has become more aware of the dangers of industrial spills and how much of British Columbia is 

unceded territory.  
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Even the rigorously researched, self-funded, slow, and collaborative works involving community by 

Jeanne Claude and Christo cannot be examined ǿƛǘƘƻǳǘ ŎƻƴǘǊƻǾŜǊǎȅΦ .ŜǎƛŘŜǎ WŜŀƴƴŜ /ƭŀǳŘŜΩǎ ōǊƛƭƭƛŀƴŎŜ 

consistently being over-ǎƘŀŘƻǿŜŘ ƻǊ ǎǳōǎǳƳŜŘ ǳƴŘŜǊ /ƘǊƛǎǘƻΩǎ ƴŀƳŜ ŘŜǎǇƛǘŜ ōŜƛƴƎ ǘǊǳŜ ǇŀǊǘƴŜǊǎ ŀƴŘ 

collaborators, through an eco-critical lens, the conception and execution of these monumental endeavours 

posed many environmental concerns. For example, beyond the excessive quantity of synthetic textiles required 

for many installations, many wildlife experts would consider works like Wrapped Coast (1968) and Wrapped 

Trees (1997-1998) as negligent in acknowledging more-than-human ontographies. To be specific, the one-and-a-

half-mile installation of Wrapped Coast (1968) would have prevented coastal birds and other seaside creatures 

from safely leaving or accessing nests and feeding grounds for two months, with other reports outlining how the 

wrapping of !ǳǎǘǊŀƭƛŀΩǎ [ƛǘǘƭŜ .ŀȅ ŎƻŀǎǘƭƛƴŜ ƛƴ {ȅŘƴŜȅ ƛƴǾƻƭǾŜŘ ǘǊŜŀŎƘŜǊƻǳǎ ǿƻǊƪ ŎƻƴŘƛǘƛƻƴǎ ŦƻǊ ǾƻƭǳƴǘŜŜǊǎ 

assisting with the install. (Blake, 2020)  (White, 2020) 

 

 

Figure 21: Wrapped Trees, 1997-98 (Photo by Karel Julian Cole, Source: https://creativecommons.org/licenses/by-nc-nd/2.0/) 
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On a similar note, after 36 years and proposing multiple iterations for different locations, Jeanne Claude 

and Christo finally realized Wrapped Trees (1998) at the Fondation Beyeler in Switzerland. Once again using an 

abundance of synthetic fabric, the couple covered 178 trees with 55,000 square meters of polyester and 23 km 

of rope (Christo & Claude, 2019); a covering, that despite only being up for three weeks, once again restricted or 

denied the coming and going of local wildlife in need of their nests, shelter, or storehouses of food.  

 

1.13 Melting and Mutilation 

 

[ƻƻƪƛƴƎ ǘƻ ΨŀǊǘΩ ǘƘŀǘ ŘƛǊŜŎǘƭȅ ŘŜŀƭs with climate change, Olafur Eliasson often chooses to supplant natural 

elements into urban environments so those living in the city can witness and become more attuned to the 

realities of global warming. SƛǘǳŀǘŜŘ ƛƴ ŦǊƻƴǘ ƻŦ [ƻƴŘƻƴΩǎ ¢ŀǘŜ aƻŘŜǊƴ ŀƴŘ .ƭƻƻƳōŜǊƎ IŜŀŘǉǳŀǊǘŜǊǎ to coincide 

with the meeting of world leaders at the COP24 climate change conference in Katowice, Poland, Ice-Watch 

(2018) was a temporal and immersive installation of melting ice arose out of wƻǊƪƛƴƎ ǿƛǘƘ άgeologist Minik 

Rosing to transport over 100 tonnes of free-floating, glacial ice from the waters of the Nuup Kangerlua fjord in 

DǊŜŜƴƭŀƴŘέ (Yalcinkaya, 2018). SǳǇǇƻǎŜŘƭȅ άǎŜǇŀǊŀǘŜŘ ŦǊƻƳ ƛǘǎ ǎƘŜŜǘǎ ŀƴŘ ώΧϐ melting into the ocean,έ 

(Yalcinkaya, 2018) one only needs to read a little bit about the impact of air travel, the effect of doomsday 

climate change science on publics,25 and the importance of leaving icebergs in the water to maintain lower 

temperatures, it is clear how Eliasson is contributing to climate change as much as he is commenting on it. 

 
25 Based on a 2022 report on the affects of climate change, The David Suzuki Foundation outlines how both the direct and 

indirect experiencing of climate change manifested through rising sea levels, the ice cap melting, seasonal abnormalities, as 
well as changing and more intense weather patterns leading to rising temperatures, flooding, drought, tornadoes, 
ƘǳǊǊƛŎŀƴŜǎΧŎƻƴǘǊƛōǳǘŜǎ ǘƻ ǘƘŜ ƛƴŎǊŜŀǎŜ ƛƴ ǇƘȅǎƛŎŀƭ ŀƴŘ ƳŜƴǘŀƭ άstress, anxiety, depression, post-traumatic stress disorder, 
ǎǳƛŎƛŘŜΣ ǎŀŘƴŜǎǎΣ ŜŎƻƭƻƎƛŎŀƭ ƎǊƛŜŦΣ ǎǳōǎǘŀƴŎŜ ŀōǳǎŜΣ ŘƛƳƛƴƛǎƘŜŘ ǎƻŎƛŀƭ ǊŜƭŀǘƛƻƴǎ ŀƴŘ ŘƻƳŜǎǘƛŎ ǾƛƻƭŜƴŎŜέ (Suzuki & 
Hannington, 2022). (IPCC, 2022) Also clarifying how different populations are disproportionately affected, the article 
clarifies Ƙƻǿ ǘƘŜ ǎŎƛŜƴǘƛŦƛŎ ǊŜŀƭƛǘƛŜǎ ƻŦ ŎƭƛƳŀǘŜ ŎƘŀƴƎŜ ƘŀǾŜ άǇǊƻŦƻǳƴŘ ŜŦŦŜŎǘǎ ƻƴ ǘƘƻǎŜ ǿƻǊƪƛƴƎ ƻƴ ŎƭƛƳŀǘŜ ƛǎǎǳŜǎΣ ƛƴŎƭǳŘƛƴƎ 
ǎŎƛŜƴǘƛǎǘǎΣ ǿǊƛǘŜǊǎ ŀƴŘ ŀŎǘƛǾƛǎǘǎέ (Suzuki & Hannington, 2022). This thesis adds artists to the list to request creatives shift 
their research and creative outputs to counteract the negativity and hopelessness that hinders action.  
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Figure 22: Olafur Eliasson, Ice Watch, 2018, 30 blocks of ice, London, England  
(Source: https://www.dezeen.com/2018/12/12/ice-watch-olafur-eliasson-installation/#) 

Moving beyond the removal of ice to the removal and reconfiguration of flesh, French, feminist, 

performance artist ORLAN uses her body as the substrate for invasive mutilation processes. Choosing to undergo 

plastic surgery to generate viewership and transform herself into other personas for her audiences, ORLAN, 

albeit successful in her goal to become famous on a world scale, has supposedly undergone multiple procedures 

ǘƻ ΨŘƛǎǊǳǇǘΩ ǇŜǊŎŜǇǘƛƻƴǎ ƻŦ ΨƛŘŜŀƭ ōŜŀǳǘȅΦΩ !ƭǘƘƻǳƎƘ ƴƻǘŀōƭŜ ŦƻǊ ƘŜǊ ŎƻƳƳƛǘƳŜƴǘ ŀƴŘ ǎŜƭŦ-sacrifice in the name of 

ƘŜǊ ΨŀǊǘƛǎǘƛŎΩ ǇǊŀŎǘƛŎŜΣ ŀƴŘ ǇŜǊƘŀǇǎ ƻƴ ǎƻƳŜ ƭŜǾŜƭ ŎǊƛǘƛǉǳƛƴƎ ǘƘŜ ƭŜƴƎǘƘǎ ŀǘ ǿƘƛŎƘ ǿƻƳŜƴ ǿƛƭƭ Ǝƻ, or feel they 

need to go, to get attention in a male-dominated industry, ORLAN contradicts the claim that she is challenging 

traditional notions of beauty in that she chose to draw from past beauty icons ǎǳŎƘ ŀǎ άLeonardo da 

±ƛƴŎƛΩǎ Mona Lisa (1503) and CǊŀƴœƻƛǎ .ƻǳŎƘŜǊΩǎ ŘŜǇƛŎǘƛƻƴ ƻŦ ǘƘŜ ƎƻŘŘŜǎǎ 9ǳǊƻǇŀέ (ORLAN, n.d.) to adjust her 

appearance rather than embracing her own appearance or appropriating the lips, cheeks, and chins of icons 

noted as homely or odd in appearance. Additionally, by taking up the same methods used for cosmetic 

enhancement or reversing the gravity of time, ORLAN also fails to disrupt a capitalist system that creates the 
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desire for artificial augmentation and correction involving dangerous and expensive procedures, which in many 

cases are irreversible and can lead to life-threatening complications. Nearly verging on narcissism, the artist 

provided audiences with an example of a selfie culture prior to cellphones that directs all attention to oneself 

and keeps one from looking and caring for the world around us. 

 
 

Figure 23: ORLAN before, during and after procedures.  

(Source: https://medium.com/@gsealexander/orlan-before-transhumanism-44e214b4386c) 

 

 

1.14 Shreddings and Smashings  

 

hǳǘǎƛŘŜ ƻŦ .ŀƴƪǎȅΩǎ ǎƘǊŜŘŘŜŘ ŀǊǘǿƻǊƪ Girl with a Balloon (2018) that highlighted how even anti-

ŎƻƴǎǳƳŜǊƛǎǘ ΨŀǊǘΩ ƛǎ ŀǘ Ǌƛǎƪ ƻŦ ōŜƛƴƎ ŎƻƳƳƻŘƛŦƛŜŘ (Edwards, 2021), aƛŎƘŀŜƭ [ŀƴŘȅΩǎ Break Down (2001) is an 

ƛƳǇƻǊǘŀƴǘ ǇŜǊŦƻǊƳŀǘƛǾŜ ŀǊǘǿƻǊƪ ǘƘŀǘ Ǉƻƛƴǘǎ ǘƻ Ƙƻǿ Ŝŀǎƛƭȅ ǎƻƳŜǘƘƛƴƎ ŘŜǎǘǊǳŎǘƛǾŜ Ŏŀƴ ƭŜŀŘ ǘƻ ƻƴŜΩǎ ƻǿƴ 

ΨǳƴƳŀƪƛƴƎΦΩ !ǊƛǎƛƴƎ ƻǳǘ ƻŦ [ŀƴŘȅΩǎ ƴŜǿ ǎŜƴǎŜ ƻŦ ŎƻƳŦƻǊǘ ŀƴŘ ŦƛǎŎŀƭ ǎŜŎǳǊƛǘȅ ŘǳŜ ǘƻ ǎŜƭƭƛƴƎ Ƙƛǎ ǿƻǊƪ Scrapheap 

Services (1995) to the Tate Modern, Landy, in wanting to shine a light on the material excess of the Western 

world, gathered up and catalogued all his belongings and past art work before working on an assembly line with 

a staff of ten to smash and shred over 7,227 objects, including art by other artists, prior to sending everything to 

landfill. Somewhat impressive in that the artist temporarily UN/made his attachment to material objects 

ǊŜƎŀǊŘƭŜǎǎ ƻŦ Ƙƛǎ ƴŜŜŘǎ ƻǊ ŀƴ ƻōƧŜŎǘΩǎ ǎŜƴǘƛƳŜƴǘŀƭ ƻǊ ŎƻƳƳŜǊŎƛŀƭ ǾŀƭǳŜΣ [ŀƴŘȅ unfortunately also unmade the 

narrative or validity of the work, as the destruction versus the sharing or giving away of everything he had, 

contributed to the arrival of 5.75 tonnes to what the artist rŜŦŜǊǊŜŘ ǘƻ ŀǎ Ψ[ŀƴŘȅŦƛƭƭ,Ω faster than the average 
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lifespan of a decorative or functional object; ironically requiring the artist to accumulate more things and a 

significant amount of debt upon the completion of the work. (Buck, 2021)  (the EYE, 2008) 

 
 

Figure 24: Michael Landy, Break Down, 2001, An Artangel commission (Photo credit: Michael Landy/Parisa Taghizadeh) 
(Source: https://www.bbc.com/culture/article/20160713-michael-landy-the-man-who-destroyed-all-his-belongings) 

 

Dropping a Han Dynasty Urn (1995) by Ai Weiwei provides another example of what some might 

consider thoughtless destruction. Documented through three photographs in which the artist teeters between 

being a creative and a vandal, Ai Weiwei dropped a 2000-year-old ceremonial Han Dynasty Urn as part of his 

ongoing exploration of transformation and destruction; themes that allow him to comment on past and current 

regimes in China performatively. Argued that the act and documentation of destroying the artifact worked 

better than preserving the vase to increase its importance and value, the controversy lies in the fact that like 

Michael Landy, Ai Weiwei was performing acts of iconoclasm toward the work of other artists without their 

permission, in addition to presenting images of intentional destruction that ironically and perhaps fittingly led 

Florida artist Maximo Caminero to look at Ai WeiweiΩǎ ǇƘƻǘƻƎǊŀǇƘǎ ŀǎ ŀn invitation to also destroy. Said to be a 

protest against the Perez Art Museum for failing to show more regional art, Caminero picked up one of sixteen 
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2,000-year-old Han Dynasty urns that ά!ƛ ƘŀŘ ŘƛǇǇŜŘ ƛƴ ōǊƛƎƘǘ ƛƴŘǳǎǘǊƛŀƭ Ǉŀƛƴǘ ώΧϐ ǘƻ ǘǊƛƎƎŜǊ ǉǳŜǎǘƛƻƴǎ ŀōƻǳǘ 

authenticity and the value and meaning of original artwork," (Madigan, 2014) and dropped it to the ground to 

mimic the exact action of Ai Weiwei in his photographs; a perfect example of how violence, destruction, and in 

this case iconoclasm, may inspire or embolden similar destructive actions.  (Public Delivery, n.d.) 

    
 

Figure 25: (Left) Ai Weiwei ς Dropping a Han Dynasty Urn, 1995, third panel of the triptych, (Source: https://publicdelivery.org/ai-weiwei-
dropping-a-han-dynasty-urn/) (Right) Maximo Caminero ς Dropping a 2000-year Hans Dynasty urn of Ai Weiwei at the Perez Art Museum 

in Miami. (Source: https://news.sky.com/story/artist-smashes-1m-ai-weiwei-vase-in-protest-10416970) 

 

1.15 Burials and Burnings 

 

!ƴƻǘƘŜǊ ŀǊǘƛǎǘ ǎŜŜƳƛƴƎƭȅ ΨǳƴƳŀƪƛƴƎΩ ǘƘŜƛǊ own safety to draw attention to socio-political injustices was 

73-year-old Australian artist Mike Parr. Somehow getting approval for a costly, monumental, and disruptive 

artwork meant to serve as a metaphor for all of the histories that have been buried or covered up by his nation, 

Underneath the Bitumen (2018) involved Parr entombing himself in a 25 square foot storage container, 

άǳƴŘŜǊƴŜŀǘƘ aŀŎǉǳŀǊƛŜ {ǘǊŜŜǘΣ ƛƴ ŦǊƻƴǘ ƻŦ ǘƘŜ Ŏƻƭƻƴƛŀƭ-ŜǊŀ ¢ƻǿƴ Iŀƭƭέ (Sebag-Montefiore, 2018) for seventy-two 

hours. Stating the work was created to point to how the nation covered up the brutal and unjust 
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excommunication of prisoners, the transportation of enslaved people, and the genocide of Indigenous 

communities in Tasmania because of the Black War with the British, during the performance Parr watched and 

read about the world from below while cars and trucks unknowingly drove overhead unaware of his existence. 

(Sebag-Montefiore, 2018).  

 

Figure 26: Mike Parr burying himself under a road in Hobart, Australia, as part of the 2018 Dark Mofo winter festival.  
(Source: https://www.cnn.com/style/article/australia-mike-parr-road-intl/index.html) 

 

Commissioned by The Museum of Old and New Art to draw attention to Indigenous histories that have 

been buried for 200 years, the performance was met with accolades by some and disdain by others due to how 

the Indigenous communities of Tasmania were not consulted and how the duration and materialities of the 

performance could never begin to represent the social injustices or cultural genocide of the past. As a result, 

what started as good intentions, resulted in what many considered a repeat offence towards the Land and 
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Indigenous members of the community who felt the work perpetuated the erasure of their bodies and voices. 

Heather Sculthorpe, the chief executive of the Tasmanian Aboriginal Centre, referred to the project as an insult, 

ǘŜƭƭƛƴƎ ǘƘŜ bŜǿ ¸ƻǊƪ ¢ƛƳŜǎΣ άLǘΩǎ ǿƘŜƴ ǇŜƻǇƭŜ ŦŜŜƭ ǳǎŜŘ ŀǎ ƻōƧŜŎǘǎ ŀƴŘ ƴƻǘ ǇŀǊǘ ƻŦ ǘƘŜ ǾŜƴǘǳǊŜ ǘƘŀǘ ǇŜƻǇƭŜ ƎŜǘ 

ŀƴƴƻȅŜŘέ (Freeman N., 2018). 

  

Figure 27: John Baldessari, Corpus wafers and process photographs from The Cremation Project, 1970  

(Sources: https://www.wikiart.org/en/john-baldessari/the-cremation-project-1970, https://www.linkedin.com/pulse/burn-baby-

alexandre-gama/) 

Disregarding the recent TikTok gimmick of Martin Mobarak supposedly burning a small drawing by Frida 

YŀƘƭƻ ǘƻ ŎǊŜŀǘŜ άмлΣллл non-fungible tokens (NFTs) ώΧϐ ƛƴ ƻǊŘŜǊ ǘƻ ǎŜƴŘ ΨǎƻƳŜΩ ƻŦ ǘƘŜ ǇǊƻŎŜŜŘǎ ǘƻ ŀǎǎƛǎǘ 

άǳƴŦƻǊǘǳƴŀǘŜ ŎƘƛƭŘǊŜƴΣ ōŀǘǘŜǊŜŘ ǿƻƳŜƴΣ ŀƴŘ ƻǘƘŜǊ ƭŜǎǎ ŦƻǊǘǳƴŀǘŜ ŀǊƻǳƴŘ ǘƘŜ ǿƻǊƭŘΣέ (Feldman, 2022) or Damien 

Hirst burning nearly five thousand of his dotted paintings as part of his project The Currency (2022), in which the 

artist offered collectors a chance to buy the original work or an energy-sucking NFT of the original, upon which 

the other would be destroyed, (Dolan & Holland, 2022) the most notable burning in art history may be John 

.ŀƭŘŜǎǎŀǊƛΩǎ Cremation Project (1970). Said to be drawing a connection between the human life cycle and the 

practice of ΨartΩ, the conceptual work, most often shared as a singular image of a jar filled with black cookies, 
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was in fact a much more complex project in which the artist destroyed more than 100 paintings via kicking, 

slashing, and tearing, prior to dragging the wrecked images down to a local crematorium where he then burned 

them and placed the ashes in a series of boxes with epitaph like plaques. Often oversimplified and therefore 

seemingly innocent and playful within more current retellings, this work, despite crematoriums probably being 

the safest way to burn matter, still raises environmental and social concerns as cremation depends on the 

burning of fossil fuels and produces an enormous number of emissions due to what is burned inside the 

chambers. As even the cremation of a human body releases carcinogens into the air due to the combustion of 

gasses, particle matter, fine dust, organic pollutants, and heavy metals due to human bodies, now more than 

ever, contain foreign materials such as metal rods, plastic implants, and radioactive materials, one can only 

imagine what toxins were released into the air upon Baldessari burning years of paintings created on 

commercial billboards and canvas. (O'Keeffe, 2020) 

In addition to the environmental issues baked into this work, one could also question the ethics of using 

a crematorium for burning paintings. Would not such an endeavour break the trust between those who have 

chosen to or been asked to cremate their loved ones? τ or τShould one morally be able to equate the life of a 

painting to the life of a family member? Additionally, how did the ashes of burned paintings, said to be an act of 

cleansing and a metaphor for the lifecycle of human life, find their way into an exhibition entitled Software: 

Information Technology: Its New Meaning for Art in a museum that honours Jewish lives lost to ethnic cleansing 

because of Nazi occupation? {ǳƎƎŜǎǘŜŘ ǿƛǘƘƛƴ ǘƘŜ ŜȄƘƛōƛǘƛƻƴΩǎ ŎŀǘŀƭƻƎǳŜ ǘƘŀǘ ŎƻƴŎŜǇǘǳŀƭ ŀƴŘ ǇǊƻŎŜǎǎ-based 

ŀǊǘǿƻǊƪǎ ǿŜǊŜ ƛƴŎƭǳŘŜŘ άǘƻ ǳƴŘŜǊƳƛƴŜ ƴƻǊƳŀƭ ǇŜǊŎŜǇǘǳŀƭ ŜȄǇŜŎǘŀǘƛƻƴǎ ŀƴŘ Ƙŀōƛǘǎ ǿƘƛŎƘ ǾƛŜǿŜǊǎ ōǊƛƴƎ ǘƻ ŀƴ ŀǊǘ 

exhibition,έ (Burnham, 1970, p. 12) was the work selected because it demonstrated how human bodies are 

hardwired to destroy, or like technology, art has the benefit of distancing artists and audiences from the harsher 

ǊŜŀƭƛǘƛŜǎ ǘƻ ǿƘƛŎƘ ǘƘŜȅ ŀǊŜ ŎƻƴƴŜŎǘŜŘΚ 9ƛǘƘŜǊ ǿŀȅΣ .ŀƭŘŜǎǎŀǊƛΩǎ ŎƻƴŎŜǇǘǳŀƭΣ ƳŜǘŀǇƘƻǊƛŎŀƭ ǿƻǊƪΣ ŀƭǎƻ ƴŜŎŜǎǎŀǊȅ 

for downsizing to a smaller studio (Meier, 2020), could be considered a reckless act that failed to consider how 

the burning or its presentation negates the suffering of human and more-than-human lives. (Meier, 2020) 



56 
 

AnoǘƘŜǊ ΨǳƴƳŀƪƛƴƎΩ ǳǎƛƴƎ ōǳǊƴƛƴƎ ǿŀǎ Piano Burning (1968) by Annea Lockwood. Inspired by conceptual 

sound artists such as John Cage, Lockwood, as part of her Transplantation ǎŜǊƛŜǎΣ ōǳǊƴŜŘ ŀ Ψƴƻƴ-ǊŜǇŀƛǊŀōƭŜΩ 

piano to the ground to generate a series of recordings that could be considered music or noise depending on the 

listener. Re-ŜƴŀŎǘŜŘ ŀƴŘ ŀŘŀǇǘŜŘ ƳǳƭǘƛǇƭŜ ǘƛƳŜǎ ǎƛƴŎŜ ƛǘǎ ƛƴŎŜǇǘƛƻƴΣ ŜŀŎƘ ǘƛƳŜ ǘƘŜ ǎŀƛŘ ΨǳƴǎŀƭǾŀƎŜŀōƭŜΣΩ ŦƛƴŜly 

crafted, ivory, and varnished wood instrument becomes enveloped in flames, the player and onlookers breathe 

in harmful particles from the smoke.  

 

 
 

Figure 28: Annea Lockwood, Piano Burning, 1968 & instructional score.  
(Photo by Geoff Adams, Source: https://www.annealockwood.com/compositions/piano-transplants/) 

 

Most recently getting some pushback and then delayed at the 2021 Queers Art Festival out in British 

Columbia due to fire bans as a result of the number of forest fires that had engulfed the province, an ethos or 

culture of UN/making proposes that artists do not necessarily need to dispose of methods of destruction, but in 

the spirit of Charles Bukowski, άburn and destroy ordinary concepts ώΧϐ to substitute them with new truths that 

Ǌǳƴ Řƻǿƴ ŦǊƻƳ ǘƘŜ ǘƻǇ ƻŦ ǘƘŜ ƘŜŀŘ ŀƴŘ ƻǳǘ ƻŦ ǘƘŜ ƘŜŀǊǘέ (Bukowski, 2009) to contemplate if ΨŀǾŀƴǘ-ƎŀǊŘŜΩ 
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works that utilize shock tactics to garner fame and fortune inspire paradigm shifts in seeing and doing or 

encourage other artists to go to dark places of use and misuse for accolades.  

So how are creatives to UN/make themselves from repeating acts of harm to gain attention and 

ƴƻǘƻǊƛŜǘȅ ǿƘŜƴ Ƴŀƴȅ ǿƘƻ ƭƛǾŜ ŀƴŘ ōǊŜŀǘƘŜ ΨŀǊǘΩ ŀǊƎǳŜ ǘƘŜ ǊƻƭŜ ƻŦ ΨŀǊǘΩ ƛǎ ǘƻ ǳƴǎŜǘǘƭŜ ǎƻŎƛŜǘȅ ŦǊƻƳ Ƙƻǿ ǿŜ ƘŀǾŜ 

been inculcated or hypnotized by cultural phenomena that dulls our senses? Or, has much of the modern, 

industrial world reached a state where gestures of care and repair can shock audiences out of patterns of apathy 

and violence that infiltrate our day to day lives? Dr. /ƘǊƛǎǘƛƴŀ /ƘŀǳΣ Ƙƻǎǘ ƻŦ !./ ƛ±ƛŜǿΩǎ web series Shock Art, 

argues that Ψshock artΩ is at risk of closing minds in that it does not bring people along slowly or gently to inform 

them about important and often hidden socio-political issues; suggesting that when artists go out of their way to 

use disturbing imagery, disgusting materials, taboo methods, obscene sounds, or repugnant smells to stun the 

public out of their comfort zones or challenge understandings of ΨŀǊǘΣΩ ǘƘŜȅ Ƴŀȅ ōŜ ŎǊŜŀǘƛƴƎ ƳƻǊŜ ŘƛǎǎƻƴŀƴŎŜ ƻǊ 

disdain for the ΨartΩ world as it is not what the majority of people want or need ŦǊƻƳ ΨŀǊǘΦΩ (Miraudo, 2017) 

Outlining many other examples of ΨǳƴƳŀƪƛƴƎǎΩ in art history in which processes, text, and/or images 

generated a sense of despair, fear, anger, or hopelessness in its publics or traumatized more-than-human 

ontographies, this thesis proposes that Federico CŜƭƭƛƴƛΩǎ quote, άIt is better to destroy than to create when you 

are not creating those ŦŜǿ ǘƘƛƴƎǎ ǿƘƛŎƘ ŀǊŜ ǘǊǳƭȅ ƴŜŎŜǎǎŀǊȅΣέ26 may be a good starting point for what a new 

definition and therefore culture of UN/making needs to be. Far from condoning destroying something simply 

ƻǳǘ ƻŦ ƘŀǾƛƴƎ ƴƻ ΨƎƻƻŘΩ ƛŘŜŀǎ ƻǊ ƴƻǘƘƛƴƎ ŜƭǎŜ ǘƻ Řƻ, ŀƴŘ ŀŎƪƴƻǿƭŜŘƎƛƴƎ ǘƘŀǘ ǘƘŜ ŘŜŦƛƴƛǘƛƻƴ ƻŦ ǿƘŀǘ ƛǎ ΨƎƻƻŘΩ ƻǊ 

ΨƴŜŎŜǎǎŀǊȅΩ is as problematic as defining ΨŀǊǘΣΩ deconstructing ƻƴŜΩǎ ŀǊǘ ǇǊŀŎǘƛŎŜ ǘƘǊƻǳƎƘ ŜŎƻ-feminist, decolonial, 

new materialist, and anti-violence lenses, to replace destructive methods with actions of care and repair, offers 

creatives an ethical playground in which to reconfigure thinking and doing. Equally essential to hold on to while 

moving from Chapter 1 to Chapter 2 is how William John Thomas Mitchell strongly believes that άǾƛǎǳŀƭ ŎǳƭǘǳǊŜ ƛǎ 

 
26 Federico Fellini was an influential Italian film director and screenwriter, know for his distinct style that blended baroque 
images with fantasy. The quote referenced was uttered during the making of his film 8 1/2 in 1963. 
 

https://www.theguardian.com/artanddesign/art
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the visual construction of the social, not just the social construction of vision,έ (Mitchell W. J., 2002, p. 170) 

implying that images, objects, and actions have the power to readjust the way we see, think, and interact with 

the world around us. With this argument in mind, Chapter 2: A Methodology and Methods for UN/making 

Anthropocenic Perspectives and Approaches to Land outlines how an UN/making Methodology aligns with a 

research-creation methodology in that like its methods of speculation, enabling limitations, problematization, 

adaptation, reflection, reconfiguration, and enactment, ǘƘƛǎ ǘƘŜǎƛǎΩǎ ƳŜǘƘƻŘs of deconstruction, de-alienation, 

decentring, degrowth, and decolonization usher in more eco-ethical approaches to creative practice that 

prioritizes environmental aesthetics27 and shifts ΨŀǊǘΩ from an individualistic mode of production and 

commodification of an exclusive product, to the co-creation of inclusive goods ŀƴŘ ΨŀǊǘΩ ŀǎ ǎŜǊǾƛŎŜ. 

Offering a series of case studies that άencourage more intelligent and sustainable engagements with 

vibrant matter and lively things,έ (Bennett J., 2010, p. viii) and concrete examples of where ΨŀǊǘΩ becomes 

ƛƴǘŜǊŘƛǎŎƛǇƭƛƴŀǊȅ ǎŎƘƻƭŀǊǎƘƛǇ ŀƴŘ άǎŎƘƻƭŀǊǎƘƛǇ ŀǎ ŜƴƎŀƎŜƳŜƴǘ,έ (Falk, 2016) Chapter 2 sets out to illustrate how 

deconstruction, dealienation, decentring, degrowth, and decolonial discourse assisted in moving bŜȅƻƴŘ ΨŀǊǘ ƻŦΣΩ 

ΨŀǊǘ ƛƴΣΩ ŀƴŘ ΨŀǊǘ ŦǊƻƳΩ ǘƘŜ !ƴǘƘǊƻǇƻŎŜƴŜΩ28, ǘƻǿŀǊŘǎ ΨŀǊǘ ŦƻǊΩ ǘƘŜ !ƴǘƘǊƻǇƻŎŜƴŜΩ ƻǊ ƻŦ ǘƘŜ Ψ/ƘǘƘǳƭǳŎŜƴŜ,Ω29 and 

 
27 Environmental aesthetics is an area of philosophical aesthetics that evolved from a preoccupation with art and the 
neglect of aesthetics found within more natural settings. άSince its early stages, the scope of environmental aesthetics has 
broadened to include not simply natural environments but also human and human-ƛƴŦƭǳŜƴŎŜŘ ƻƴŜǎΣέ(Carlson, 2023) a 
reality that demands one clearly identifies what type of environmental aesthetic they are referencing or imagining.  
 
28 Over the last 15 years, multiple books, articles, and exhibitions have been published that have shared the works of artists 
who have visually and materially brought forward the aesthetics of the Anthropocene to draw attention to environmental 
concerns. By moving towards an art that is for the Anthropocene, Chthulucene, or Planthroposcene,  culture of UN/making 
is calling on creatives and their industries to take up new materials and methods that contribute to the repair of the planet 
rather than continuing to carry forward processes of destruction and images of dystopia.  
 
29 A speculative term coined by the prominent feminist scholar Donna Haraway, Haraway suggests that there is a need to 
collectively move toward an era in which society embraces existence through practices of storying and becoming that 
acknowledges how humans are just one multispecies species amidst other multi-species species and how the biotic and 
ŀōƛƻǘƛŎ ōŜƛƴƎǎ ƻŦ ǘƘƛǎ 9ŀǊǘƘ ƘŀǾŜ ǘƘŜ ǇƻǿŜǊ ǘƻ ƘŜƭǇ ǊŜƴŜǿ ǘƘŜ ǇƭŀƴŜǘΩǎ ōƛƻŘƛǾŜǊǎƛǘȅΦ (Haraway D., 2015) 
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answer the research question - Where can we find examples of visual art praxis disrupting or partially 

UN/making anthropocenic perspectives, aesthetics, and approaches to Land?  
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Chapter 2: A Methodology and Methods for UN/making Anthropocenic Perspectives and Gestures  

 

(Un)fortunately, what follows unravels as much as it (re)knots. (Chapman, 2020, p. xv) 

 

tŜǊƘŀǇǎ ōŜǎǘ ǎǳƳƳŜŘ ǳǇ ƛƴ ǘƘŜ ŦƻǊŜǿƻǊŘ ƻŦ bŀǘŀƭƛŜ [ƻǾŜƭŜǎǎΩǎ ŎƻƭƭŀōƻǊŀǘƛǾŜ ǘŜȄǘ Knowings and Knots, 

when Owen Chapman pre-emptively apologizes for not being able to neatly tie together the multiple 

understandings of research-ŎǊŜŀǘƛƻƴ ƻǳǘƭƛƴŜŘ ƛƴ ǘƘŜ ōƻƻƪΩǎ ŦƻƭƭƻǿƛƴƎ ŎƘŀǇǘŜǊǎΣ this thesis proposes that 

research-creation is a methodology of UN/making that happens as a result of speculation, enabling limitations, 

problematization, adaptation, reflection, reconfiguration, and enactment. (Springgay & Truman, 2016) Providing 

creative scholars with an extremely open-ended methodology that demands one look outside traditional modes 

of research and creation to help bridge, communicate, and enact across different disciplines, Dr. Natalie Loveless 

stipulates that research-ŎǊŜŀǘƛƻƴ ƛǎ ŀ άƎŜƻƎǊŀǇƘƛŎŀƭƭȅ ǎǇŜŎƛŦƛŎ ǘŜǊƳ ǘƘŀǘ ǿƻǊƪǎ ƛƴ ǘŀƴŘŜƳ ǿƛǘƘ ŀƭǘŜǊƴŀǘƛǾŜǎ,έ 

(Loveless N., 2019, p. 4) such as practice-based, practice-led, research-based, and artistic research. Also defined 

by the Social Sciences and Humanities Research Counciƭ ό{{Iw/ύ ŀǎ άŀƴ ŀǇǇǊƻŀŎƘ ǘƻ ǊŜǎŜŀǊŎƘ ǘƘŀǘ ŎƻƳōƛƴŜǎ 

creative and academic research practices, and supports the development of knowledge and innovation through 

artistic expression, scholarly investigation, and experimentation,έ(Government of Canada, 2012) it becomes 

clear how άǘƘŜ ŎǊŜŀǘƛƻƴ ǇǊƻŎŜǎǎ ƛǎ ǎƛǘǳŀǘŜŘ ǿƛǘƘƛƴ ǘƘŜ ǊŜǎŜŀǊŎƘ ŀŎǘƛǾƛǘȅ ŀƴŘ ǇǊƻŘǳŎŜǎ ŎǊƛǘƛŎŀƭƭȅ ƛƴŦƻǊƳŜŘ 

ǿƻǊƪέ(Government of Canada, 2012).   

When considering the characteristics of the research-creation methodology designed by artist and 

curator Stephanie Springgay and feminist, literary scholar Sarah E. Truman, this thesis argues that research-

creation also presents its users with a methodology of UN/making in that Springgay and Truman describe 

research-creation as an experimental and trans-ŘƛǎŎƛǇƭƛƴŀǊȅ άŎƻƳǇƭŜȄ ƛƴǘŜǊǎŜŎǘƛƻƴ ƻŦ ŀǊǘ ǇǊŀŎǘƛŎŜΣ ǘƘŜƻǊŜǘƛŎŀƭ 

ŎƻƴŎŜǇǘǎΣ ŀƴŘ ǊŜǎŜŀǊŎƘ ώΧϐ ǘƘŀǘ Ŏŀƴƴƻǘ ōŜ ǇǊŜŘƛŎǘŜŘ ƻǊ ŘŜǘŜǊƳƛƴŜŘ ƛƴ ŀŘǾŀƴŎŜ;έ (Springgay & Truman, 2016) a 

parameter that requires creative scholars to UN/make themselves from the idea that they already know how 

their research will proceed or what it will ƻǊ ǿƻƴΩǘ produce. Also suggesting that research-creation is for those 
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ǿƘƻ άǳǇǘŀƪŜ ŀ ƘȅōǊƛŘ ŦƻǊƳ ƻŦ ŀǊǘƛǎǘƛŎ ǇǊŀŎǘƛŎŜ,έ (Springgay & Truman, 2016) the methodology requires creative 

scholars to UN/make themselves from their silos of study and spheres of knowledge and praxis to interact with 

and evolve from the comprehension of new subjects and skills.  

bŀǘŀƭƛŜ [ƻǾŜƭŜǎǎΩǎ ǊŜǎŜŀǊŎƘ-creation manifesto somewhat contained in the book How to Make Art at the 

End of the World (2019) also corroborates my reading of research-creation as a methodology of UN/making 

ǿƘŜƴ ǎƘŜ ǇǊƻŦŜǎǎŜǎ ƛǘ ŀǎ ŀ άǎǘǊŀǘŜƎȅ ƻŦ ǊŜǎƛǎǘŀƴŎŜέ ŀƴŘ άŀ ƎŜƴŜǊŀǘƛǾŜ ǎƛǘŜ ƻŦ ǊŜŎǊŀŦǘƛƴƎέ ǘƘŀǘ ŀƭƭƻǿǎ ŦƻǊ άǘƘŜ 

insertion of voices and practice into academic and everyday work to trouble disciplinary relays of 

ƪƴƻǿƭŜŘƎŜκǇƻǿŜǊέ (p. 3). Loveless also outlines the importance of teaching research-creation as it helps to 

άƳƻǾŜ ŦǊƻƳ ŀƴ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ ŀǊǘ ŀǎ ŜŀǎŜƭ ǇŀƛƴǘƛƴƎ ƻǊ ōǊƻƴȊŜ Ŏŀǎǘ ǎŎǳƭǇǘǳǊŜ ǘƻ ώΧϐ ŜȄǇŀƴŘŜŘ ŎƻƴǘŜƳǇƻǊŀǊȅ 

practices such as new genre public art, relational aesthetics, art-as-social-ǇǊŀŎǘƛŎŜΣέ(p. 2) and create in a 

ΨǇƻƭȅŘƛǎŎƛǇƭƛƴŀƳƻǊȅΩ ǿŀȅΦ Moreover, not unlike Jane Bennett emboldening her readers to demystify and find 

enchantment in the everyday, Loveless describes research-creation as having a deep affection (love) for a variety 

of disciplines to arrive at a more ethical άǊƻōǳǎǘ ǇǊŀŎǘƛŎŜ,έ (p. 15) and stresses how research-creation requires 

one to ask τ άIƻǿ ƳƛƎƘǘ ǘƘŜ ǿƻǊƭŘ ōŜ ƻǊƎŀƴƛȊŜŘ ŘƛŦŦŜǊŜƴǘƭȅΚ;έ (p. 16) a question that encourages cultural 

producers to UN/make themselves from the ways in which they have speculated and created in the past so their 

ΨŀǊǘΩ ōŜŎƻƳŜǎ ƳƻǊŜ ŀŜǎǘƘŜǘƛŎŀƭƭȅ ŀƴŘ ƳŀǘŜǊƛŀƭƭȅ άŀǘǘǳƴŜŘ ǘƻ ƘǳƳŀƴ ŀƴŘ ƳƻǊŜ-than-ƘǳƳŀƴ ǎƻŎƛŀƭ ƧǳǎǘƛŎŜέ (p. 16).   

Additionally professing that research-ŎǊŜŀǘƛƻƴ ƛǎ ŦƻǊ ǘƘƻǎŜ ƳƻǘƛǾŀǘŜŘ ǘƻ ŘŜǾŜƭƻǇ άŎǳǊǊƛŎǳƭǳƳ ŀƴŘ 

pedagogy grounded in cultural production,έ(Springgay & Truman, 2016) Springgay and Truman hint at how 

practitioners embracing a research-creation methodology may also be interested in or called upon to carefully 

help UN/make where, how, why, when, and from whom knowledge is created, communicated, and taught. 

[ƻǾŜƭŜǎǎ ŎƻƴŎǳǊǎ ǿƘŜƴ ǎƘŜ ŘŜŎƭŀǊŜǎ άǊŜǎŜŀǊŎƘ-ŎǊŜŀǘƛƻƴ ŀǎ ŀƴ ƛƴǎǘƛǘǳǘƛƻƴŀƭ ǊŜƳŀƪƛƴƎ ǇǊŀŎǘƛŎŜέ(Loveless N., 2019, 

p. 16)Φ !ƭǎƻ ƻǳǘƭƛƴŜŘ ŀǎ ŀƴ ŀǇǇǊƻŀŎƘ ǘƻ ǊŜǎŜŀǊŎƘ ǘƘŀǘ ƛǎ ƳƻǊŜ άŀǘǘǳƴŜŘ ǘƻ ǇǊƻŎŜǎǎŜǎ ǊŀǘƘŜǊ ǘƘŀƴ ǘƘŜ 

communication of outputs or products,έ (Springgay & Truman, 2016) research-creation perfectly aligns with a 
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ƳŜǘƘƻŘƻƭƻƎȅ ƻŦ ¦bκƳŀƪƛƴƎ ŀǎ ƛǘ Ǉƻƛƴǘǎ ǘƻǿŀǊŘ ŀ ǇǊŀȄƛǎ ǘƘŀǘ ŦƛƴŘǎ ǾŀƭǳŜ ƛƴ Ƙƻǿ ŀ ǊŜǎŜŀǊŎƘŜǊΩǎ ǇŜǊŎŜǇǘƛƻƴǎΣ 

speculations, ideations, manifestations, and conclusions are constantly being UN/made within the stages and 

outcomes of rigorous creative praxis that requires enactment and self-reflexivity. Stated differently, research-

ŎǊŜŀǘƛƻƴΣ ƭƛƪŜ ǘƘƛǎ ǘƘŜǎƛǎΩǎ ¦bκƳŀƪƛƴƎ aŜǘƘƻŘƻƭƻƎȅΣ ŜƴŎƻǳǊŀƎŜǎ ŀ ǇǊƻŎŜǎǎ ƻŦ ǇǊƻŎŜǎǎŜǎ ǘƘŀǘ ŜƴŎƻǳǊŀƎŜǎ ǎŎƘƻƭŀǊǎ 

to engage with and embody different methods of physical or conceptual deconstruction ǇǊƛƻǊ ǘƻ ΨǊŜŀŎǘƛƻƴΩ ƻǊ 

reconfiguration. 

 To break down the characteristics of a research-creation methodology, Springgay and Truman first 

propose that research-creation is a speculative ƳŜǘƘƻŘƻƭƻƎȅ ǘƘŀǘ ƛǎ άfuture event-ƻǊƛŜƴǘŜŘέ ŀƴŘ άƛƴǾŜƴǘǎ 

ǘŜŎƘƴƛǉǳŜǎ ƻŦ ǊŜƭŀǘƛƻƴέ (Springgay & Truman, 2016). I have decoded this to suggest that research-creation 

requires imagination and idealism as a way forward before settling on paths of questioning, research, and 

creativityΦ !ƭǎƻΣ ƛƴǘŜƎǊŀƭ ǘƻ ŘŜǾŜƭƻǇƛƴƎ ǘƘƛǎ ǘƘŜǎƛǎΩǎ UN/making Methodology, Chapter 2 explains how the 

pragmatic theory/method of decentring ensures a transdisciplinary approach to research, which like speculation 

guarantees multiple unsettlings and the need for UN/making oneself as part of the research-creation journey. 

Springgay and Truman also emphasize how a research-ŎǊŜŀǘƛƻƴ ƳŜǘƘƻŘƻƭƻƎȅ Ƴǳǎǘ άŎǊŜŀǘŜ ŎƻƴŎŜǇǘǎ 

that problematizeέ ǊŀǘƘŜǊ ǘƘŀƴ άǎŜŜƪ ǘƻ ŘŜǎŎǊƛōŜΣ ŜȄǇƭŀƛƴΣ ƻǊ ǎƻƭǾŜ ǇǊƻōƭŜƳǎΣέ ŀƴŘ because of the problems that 

ŀǊƛǎŜΣ άōǊƛƴƎǎ ǎƻƳŜǘƘƛƴƎ ƴŜǿ ƛƴǘƻ ǘƘŜ ǿƻǊƭŘέ (Springgay & Truman, 2016). Loveless expands on this idea when 

ǎƘŜ ǎǘŀǘŜǎ Ƙƻǿ άǊŜǎŜŀǊŎƘ-ŎǊŜŀǘƛƻƴΣ ŀǘ ƛǘǎ ōŜǎǘΣ Ŏŀƴ ƛƳǇŀŎǘ ƻǳǊ ǎƻŎƛŀƭ ŀƴŘ ƳŀǘŜǊƛŀƭ ŎƻƴŘƛǘƛƻƴǎΣ ώΧϐ not by offering 

ƳƻǊŜ ŦŀŎǘǎΣ ōǳǘ ōȅ ŦƛƴŘƛƴƎ ǿŀȅǎ ώΧϐ ǘƻ ǇŜǊǎǳŀŘŜ ǳǎ ǘƻ ŎŀǊŜ ŀƴŘ ǘƻ ŎŀǊŜ ŘƛŦŦŜǊŜƴǘƭȅέ (Loveless N., 2019, p. 107). 

Therefore, like a research-creation methodology, an UN/making Methodology not only problematizes the 

multiple socio-political, economic, and environmental issues enmeshed within the global, contemporary art 

market, but also problematizes its own methods and modes of communication while attempting to persuade 

others to help co-design and άƎǊƻǿ ƳƻǊŜ ƭƛǾŀōƭŜ ǿƻǊƭŘǎέ(Myers, 2018). 
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To expand on the notion of problems as opportunities, Springgay and Truman outline that research-

creation must propose άenabling constraints ώΧϐ ǘƘŀǘ are expansive and suggestive,έ (Springgay & Truman, 

2016) ŀƴŘ άŀƭǿŀȅǎ ƛƴŎƭǳŘŜ ƳƻǊŜ ǇƻǎǎƛōƛƭƛǘƛŜǎ ǘƘŀƴ ŀƴȅ ƎƛǾŜƴ ŜǾŜƴǘ ǊŜŀƭƛȊŜǎέ (Springgay & Truman, 2016).  

Keeping in mind that UN/making can ƻƴƭȅ ŜǾŜǊ ōŜ ǇŀǊǘƛŀƭΣ ¦bκƳŀƪƛƴƎ ŜǎǘŀōƭƛǎƘŜǎ ƛǘǎ ΨŜƴŀōƭƛƴƎ ŎƻƴǎǘǊŀƛƴǘǎΩ as 

ŜƛǘƘŜǊ ΨǎƻƳŜǘƘƛƴƎ ƴŜŜŘǎ ǘƻ ōŜ ¦bκƳŀŘŜ ōŜŦƻǊŜ ŎǊŜŀǘƛƴƎ ǎƻƳŜǘƘƛƴƎ ƴŜǿ ƻŦ ǾŀƭǳŜ ƻǊ ǳǎŜΣ ƻǊ ¦bκƳŀŘŜ ƻǊ ŎǊŜŀǘŜŘ 

to reduce, slow, prevent, or repair harm where both the human and more-than-human are considered. This 

criterion implies that one must be ready to accept that their research will possibly meet its UN/making with 

every new encounter; a reality that is inevitably unsettling for any artist who has dedicated years to developing 

concepts and a creative voice. Similarly, a culture or methodology of UN/making considers problems to be 

Ψenabling constraintsΩ that can guide an artist or project forward, or call for reconfiguration or abandonment.  

The fourth element outlined within {ǇǊƛƴƎƎŀȅ ŀƴŘ ¢ǊǳƳŀƴΩǎ ǊŜǎŜŀǊŎƘ-creation methodology is the 

requirement that researchers or creative scholars Ψthink-in-movement.Ω SǘƛǇǳƭŀǘƛƴƎ ǘƘŀǘ άǘhe aim of research-

creation is not to reflect on something that has passed,έ(Springgay & Truman, 2016) ōǳǘ ǊŀǘƘŜǊ ǘƻ άǘƻ ǘƘƛƴƪ ƛƴ 

the act,έ(Springgay & Truman, 2016) the methodology outlines how there must be time and space to adjust 

ƻƴŜΩǎ ǘƘƛƴƪƛƴƎ ƻǊ ŘƻƛƴƎ ƛƴ ǘƘŜ ŀŎǘ ƻŦ ǘƘƛƴƪƛƴƎ ƻŦ ŘƻƛƴƎ ǘƻ ōŜƴŜŦƛǘ ǘƘŜ ǊŜǎŜŀǊŎƘ ŀƴŘ ƻǳǘŎƻƳŜs. (Springgay & 

Truman, 2016)  This stipulation of research-creation ultimately calls on its users to embrace moments of 

unsettling while immersed in the processes of researching and creating to UN/make themselves from unfruitful, 

unsatisfactory, or in this case, harmful lines of inquiry or production. To clarify, a research-creation and/or 

UN/making Methodology requires practitioners to re-think what they are perceiving, conceiving, learning, and 

doing within the timelines of their research to revise or relinquish that which does not materially, aesthetically, 

and therefore ethically reflect the intent or goals of their thesis. To do so means creative scholars are being 

asked to Ψnote emergencesΩ ŀƴŘ άrework ώΧϐ ŜǘƘƛŎƻ-political concerns that emerge,έ(Springgay & Truman, 2016) 

to see what can still be done within the Ψenabling constraintsΩ ƻŦ ƻƴŜΩǎ ǇǊƻƧŜŎǘΦ  
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The last parameter brought forward by Springgay and Truman as part of their research-creation 

methodology is that its outcomes, regardless of their subject matter, media, or delivery, must άmore-than-

represent ώΧϐ or report on research-ŎǊŜŀǘƛƻƴǎέ ǘƻ άǇǊƻǇŜƭ ŦǳǊǘƘŜǊ ǘƘƻǳƎƘǘ ŀƴŘ ŎǊŜŀǘŜ ǎƻƳŜǘƘƛƴƎ ƴŜǿέ(Springgay 

& Truman, 2016). Again presenting us with a broad and almost vague stipulation for researchers to UN/make 

ǘƘŜƳǎŜƭǾŜǎ ŦǊƻƳ ǎƛƳǇƭȅ ƴŀǊǊŀǘƛƴƎ ǾŜǊǎǳǎ ŜƴŀŎǘƛƴƎ ǘƘŜƛǊ ǊŜǎŜŀǊŎƘΣ ƭƛƪŜ {ǇǊƛƴƎƎŀȅ ŀƴŘ ¢ǳǊƴŜǊΩǎ ǊŜǎŜŀǊŎƘ-creation 

methodology, an UN/making methodology calls on visual artists and their affiliations to deconstruct that which 

has already caused harm, or has the potential to perpetuate harm, to dealienate themselves from the ecological 

and socio-political realities of global economic chains of production, decentre colonial, industrial capitalistic 

perspectives and aesthetics of harm, take up material processes and performativity that reflects a culture of 

degrowth, and decolonize ƻƴŜΩǎ ƳŜǘƘƻŘǎ of consumption, production, presentation, dissemination, and discard, 

which this multi-species planet so desperately needs.  

To further outline how research-creation is a methodology of UN/making that challenges creative 

ǎŎƘƻƭŀǊǎ ǘƻ άƻǊƛŜƴǘ ƻǳǊǎŜƭǾŜǎ ǘƻǿŀǊŘǎ ŀ ŘƛŦŦŜǊŜƴǘ ŜǘƘƛŎǎ,έ (Loveless N., 2019, p. 106) the research methods 

sections of this thesis offer insight into how the complex processes of deconstruction, de-alienation, de-centring, 

degrowth, and decolonization assisted in developing a highly discursive and transdisciplinary eco-ethical, 

creative praxis to arrive at a series of studio experimentations, art installations, text based art, public 

performances, a wildflower garden, and an UN/making Methodology that considers Land as its final audience 

and critic of this research-creation PhD.   

  



65 
 

2.1 Deconstruction: Key to Identifying Anthropocenic Aesthetics and Actions 

Philosophically established during the 1970s by Algerian-French philosopher Jacques Derrida, 

deconstruction is a style of criticism or analysis that illustrates how there are many conflicting and contradictory 

meanings to be found in a text, whether it be a word, literature, object, or image, which prevents meaning from 

becoming closed. Also described as a deconstructive approach to art ŎǊƛǘƛŎƛǎƳ ǘƘŀǘ ά ƛƴǾƻƭǾŜǎ ŘƛǎŎƻǾŜǊƛƴƎΣ 

recognizing, and understanding the underlying and unspoken and implicit assumptions, ideas, and 

frameworks of cultural forms such as works of art,έ(Tate Modern, 2021) for the purpose of embodying and 

enacting a culture of UN/making, deconstruction also becomes an important process to analyze the extraction, 

production, presentation, dissemination, and collection of images and objects in their larger assemblages to 

determine if iconography and the materials through which they are being communicated carry forward 

ecological or socio-political harm. 

9ƳŜǊƎƛƴƎ ŦǊƻƳ ǘƘŜ Ǉƻǎƛǘƛƻƴ ǘƘŀǘ ƳǳŎƘ ƻŦ ǘƻŘŀȅΩǎ ŎƻƴǘŜƳǇƻǊŀǊȅΣ ŎƻƳƳŜǊŎƛŀƭ Ψfine artΩ often lacks the 

visual or material rigour to educate or inspire ethical action, a culture of UN/making argues that all materials, 

objects, and images are texts, and that deconstruction or analysis through an eco-feminist critical lens and self-

reflexivity is integral for arresting harm in and outside the visual arts sector, as well as the first step towards 

dealienating oneself from the material, knowledge, skills, labour, and the social and ecological impacts or 

ƛƴŜŦŦŜŎǘƛǾŜƴŜǎǎ ƻŦ ΨŦƛƴŜ ŀǊǘΩ ǘƻ ōǊŜŀƪ ŦǊŜŜ from passive mimesis30. (Bennett J., 2017, p. 1187) (Lacoue-Labarthe, 

1990, p. 220) To drive home how essential it is to deconstruct texts to dealienate oneself from different 

perspectives to live more eco-ŜǘƘƛŎŀƭ ƭƛǾŜǎ ŀǎ ǿŜƭƭ ŀǎ ǘƻ ǊŜǎƛǎǘ ΨŘƻƎƳŀǘƛŎ ƧǳŘƎŜƳŜƴǘΩ31 on those who do not have 

 
30 Passive mimesis is a phrase coined by French philosopher Philippe Lacoue-[ŀōŀǊǘƘŜΩǎ in which the author investigates 
different writings on mimesis through Plato, Diderot, Georg Wilhelm Friedrich Hegel, Martin Heidegger and others to 
ƻǳǘƭƛƴŜ ǘƘŜ ŘƛŦŦŜǊŜƴŎŜǎ ōŜǘǿŜŜƴ ŀ ΨǇǊƻŘǳŎǘƛǾŜ ƳƛƳŜǎƛǎΩ ǘƘŀǘ ŎƻƴǎǘǊǳŎǘǎ its models versus a type of mimesis in which one 
ǎǳōƳƛǘǎ άǘƻ the model of the ƻǘƘŜǊέ (Lacoue-Labarthe, 1990, p. 220). 
 
31 In their co-edited book, The Politics of Moralizing, Jane Bennett, and Michael J. Shapiro offer a series of essays that 
outline the risks of speaking, writing, professing, and doing in such a self-assured way that stifles diversity and potentially 
leads to polarization in a community, which results in the degradation, blaming, cruelty, and even violence against others.  
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the freedom or privilege to prioritize environmental issues in their day-to-day lives, Jane Bennett draws on the 

work of German philosopher Edmund Husserl (1859-1938) to convey how there are always opportunities to 

bring unseen aspects of an object into plain view to achieve a deeper level of awareness about what we are 

consuming, condoning, ignoring, or discarding. For example, often used as a metaphor for that which one 

cannot see, touch, hear, feel, and in turn does not know, the word or depiction of a horizon32 offers a perfect 

opportunity to illustrate how one can use deconstruction as an eco-critical tool to dealienate oneself from the 

layers of human and non-human material that constitute any given environment, or note how humans always 

look for new horizons to colonize. In their book Cradle to Cradle: Remaking the Way We Make Things (2009), 

William McDonough and Michael Braungart provide an example of how humans continue to colonizes spaces 

and places not their own when they write,  

There is some talk in science and popular culture about colonizing other planets, such as Mars or the 
moon. Part of this is just human nature: we are curious, exploring creatures. The idea of taming a new 
frontier has a compelling, even romantic, pull, like that of the moon itself. But the idea also provides 
ǊŀǘƛƻƴŀƭƛȊŀǘƛƻƴ ŦƻǊ ŘŜǎǘǊǳŎǘƛƻƴΣ ŀƴ ŜȄǇǊŜǎǎƛƻƴ ƻŦ ƻǳǊ ƘƻǇŜ ǘƘŀǘ ǿŜΩƭƭ ŦƛƴŘ ŀ ǿŀȅ ǘƻ ǎŀǾŜ ƻǳǊǎŜƭǾŜǎ ƛŦ ǿŜ 
trash our planet. To this speculation, we would respond: If you want the Mars experience, go to Chile, 
and live in a typical copper mine. There are no animals, the landscape is hostile to humans, and it would 
be a tremendous challenge. Or, for a moonlike effect, go to the nickel mines of Ontario. (p. 86) 
 
Within this one paragraph, Braungart and McDonough ask humans to drop their gaze and witness what 

is not on the horizon but all around us. To understand that the word ΨƘƻǊƛȊƻƴΣΩ ƻǊ ŜǾŜƴ ǘƘŜ ǎƘŀǊŜŘ ŜȄǇŜǊƛŜƴŎŜ ƻŦ 

ŀ Ǿƛǎǘŀ ōŜǘǿŜŜƴ ǘǿƻ ǇŜƻǇƭŜ ŎƻǳƭŘ ǇǊŜǎŜƴǘ ŘƛŦŦŜǊŜƴǘ ǊŜŀŘƛƴƎǎ ƻǊ ǊŜƭŀǘƛƻƴǎ ŀǎ ƻƴŜ ǇŜǊǎƻƴΩǎ ǳƴƪƴƻǿƴ ŎƻǳƭŘ ōŜ 

ŀƴƻǘƘŜǊΩǎ ƘƻƳŜ, sets one up for processes of deconstruction and de-alienation.33 (Levine, 2014) 

 
32 TƘŜ ǿƻǊŘ ΨƘƻǊƛȊƻƴΣΩ ƻriginating from άŦǊƻƳ [ŀǘƛƴ ƘƻǊƛȊƻƴǘŜƳ όƴƻƳƛƴŀǘƛǾŜ ƘƻǊƛȊƻƴύΣ ŦǊƻƳ DǊŜŜƪ horizon 
(kyklos), "bounding (circle)," from horizein "bound, limit, divide, separate," and from horos "boundary, landmark, marking 
stones," (Harper D. , n.d.) is most generally understood as, i) The line at which the Earth's surface and the sky appear to 
meet, ii) ¢ƘŜ ƭƛƳƛǘ ƻŦ ŀ ǇŜǊǎƻƴΩǎ ƪƴƻǿƭŜŘƎŜΣ ŜȄǇŜǊƛŜƴŎŜΣ ƻǊ ƛƴǘŜǊŜǎǘΣ ƻǊΤ iii) As in on the horizon, something not too far off 
that we can reach for or that awaits us. (Merriam Webster, n.d.) 

33 Peter Levine, the Associate Dean for Research and the Lincoln Filene Professor of Citizenship and Public Affairs at Tufts 
University's Tisch College of Civic Life, outlines on his Blog for Civic Renewal ǘƘŀǘ ǘƘŜ ƘƻǊƛȊƻƴ ƛǎ ŀ ΨƳŜǘŀǇƘƻǊ ŦƻǊ ŎǳƭǘǳǊŜΣΩ ŀǎ it 
is constantly unmade due to the rotation of the Earth, changing of the atmosphere, and from who and when it is being 
ǾƛŜǿŜŘΦ IŜ ƎƻŜǎ ƻƴ ǘƻ Ǉƻƛƴǘ ƻǳǘ ǘƘŀǘ ǿŜ ƘŀǾŜ άǘƘŜ ŎŀǇŀŎƛǘȅ ǘƻ ǎŜŜ ŀƴȅǘƘƛƴƎ ǿƛǘƘƛƴ ƻǳǊ ƘƻǊƛȊƻƴΣ ώΧϐ ōǳǘ ώΧϐ Ŏŀƴƴƻǘ ǎŜŜ ƛǘ ŀƭƭ 
ŀǘ ƻƴŎŜέ (Levine, 2014). 
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Figure 29: The Gleaners (1857). Oil on canvas, 32.8 x 43.3 in., Musée d'Orsay, Paris  
(Source https://commons.wikimedia.org/wiki/File:Jean-Fran%C3%A7ois_Millet_-_Gleaners_-_Google_Art_Project_2.jpg) 

 
 

To illustrate, by deconstructing pictorialized elements in the two-dimensional picture plane of Jean 

Francois MilletΩǎ The Gleaners (1857) from solely a human perspective, the composition presents at least five 

different horizons. Most immediately, it appears as if the audience is sitting at the edge of the field and sharing 

in the privileged gaze of the artist. In the foreground, the viewer is immediately confronted with three hunched 

over women referred to as ΨƎƭŜŀƴŜǊǎΣΩ ǿƘƻǎŜ ƎŀȊŜs do not break from the soil beneath their feet as they 

painstakingly sweep the area for leftover grains or stalks of wheat missed during initial stages of harvesting. 

Upon looking to the middle ground, one can see a large group of women harvesters collectively working on a 

series of tasks that allow them to regularly break their gaze from the ground to witness their surroundings of 
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trees and sky, convalesce with co-workers, or catch a glimpse of their male supervisor sitting atop a horse 

nearby from the corner of their eyes. This juxtaposition draws attention to the perspective and power of the 

supervisor and άǘƘŜ remoteness of the landlord class,έ (Encyclopedia of Art Education, n.d.) clarifying how there 

are at least five different groups of humans ΨƎƭŜŀƴƛƴƎΩ ŘƛŦŦŜǊŜƴǘ ŜȄǇŜǊƛŜƴŎŜǎ, and therefore holding varying 

perspectives ƛƴ aƛƭƭŜǘΩǎ painting, despite sharing the same physical geography. If one deconstructs The Gleaners 

(1857) further, historical research will reveal how painting rural labourers and peasants was unacceptable during 

the 19th century, as it carried political overtures in support of the socialist movement as it elevated labourers to 

positions of veneration typically reserved for royalty, religious figures, and gods. Thus, by deconstructing a work 

ƻŦ ΨŀǊǘΩ via different analytical and research methods, viewers can dealienate themselves ŦǊƻƳ ǘƘŜ ǿƻǊƪΩǎ 

context and in turn speculate on how the painting was received by different facets of society at the time. 

Although this image may be socially critiqued for different reasons today, deconstruction assists in 

helping one dealienate themselves from the means, modes, and materialities under which something is created, 

and in turn offers opportunities to disrupt, decelerate, or dematerialize aspects of the visual arts that reify 

colonial, industrial capitalist, or patriarchal perspectives and aesthetics that led to projects of denigration, 

accumulation, assimilation, and displacement in the Americas as early as the 1400s. This expanded way of 

analyzing or deconstructing an image or an object as a text also encourages creatives to consider a) the contexts 

of those who were involved in the making of the oil paint, canvas, stretcher, solvents, and frames, b) what 

geographies  were altered as a result of methods of extraction, production, presentation, and dissemination of 

said works of art, c) how waste impacts the horizon/perspective/experience of other human and more-than-

human beings, d) what one is supporting when one consumes, mimics, shows, sells, and collects works of art 

that carry forward Euro-colonial, industrial, patriarchal, and capitalist aesthetics, and e) those human and more-

than-human beings visibly absent that exist on, above, and below the soil depicted in the picture plane.  
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Figure 30: Thomas Davies, A North View of Fort Frederick Built by Order of the Honourable Colonel Robert Monckton, on the Entrance of 

the St. John's River in the Bay of Fundy, Nova Scotia, 1758, watercolour, pen and black ink on laid paper, 37.7 x 53.6 cm, 
Source: (National Gallery of Canada, n.d.) 

 

Additionally, in that depicting or looking to the horizon becomes ever more associated with the colonial 

gaze and its global, industrial, and capitalist manifestations that lead to inequitable geographies and 

unsustainable ecologies, deconstruction or the iconographic approach34 works to reveal how the landscape 

traditionΣ ƛƴ ǘƘŜ ǿƻǊŘǎ ƻŦ ²ΦWΦ aƛǘŎƘŜƭƭΩǎ Ŝǎǎŀȅ Imperial Landscape (2002)Σ ƛǎ ŀ άǇŀǊǘƛŎǳƭŀǊ ƘƛǎǘƻǊƛŎŀƭ ŦƻǊƳŀǘƛƻƴ 

ŀǎǎƻŎƛŀǘŜŘ ǿƛǘƘ 9ǳǊƻǇŜŀƴ LƳǇŜǊƛŀƭƛǎƳέ (p. 5) that is no longer άǾƛŀōƭŜ ŀǎ ŀ ƳƻŘŜ ƻŦ ŀǊǘƛǎǘƛŎ ŜȄǇǊŜǎǎƛƻƴέ (p. 5) in 

that early British army officers, such as artist and naturalist Thomas Davies (1737-1812) created watercolour 

 
34 The iconographic approach is an interdisciplinary approach to visual analysis germinated through the work of German art 
historian Erwin Panofsky and built on by Denis Cosgrove and Stephen Denis, that can be used to argue how Land-based, 
Earth-art, and environmental art projects are extensions of the landscape tradition expanded into three-dimensional space, 
and in turn risk mimicking colonial settlement and industrial development projects by continuing to pop up, without 
consultation or agreement, on unceded and sacred territories that hold embodied knowledge for Indigenous communities 
and more-than-human others.  
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sketches to survey and divide up land, as well as romanticize and promote the richness and limitlessness of 

territories and resources upon Lands not their own. Often turned into etchings and reproduced as propaganda 

to encourage emigration and settlement abroad, early explorers, entrepreneurs, clergy, and militia were 

regularly promised property, power, and prestige upon the successful colonization of distant places and their 

Indigenous peoplesΤ ƘƛǎǘƻǊƛŎŀƭ ŦŀŎǘǎ ǘƘŀǘ ƘŜƭǇ ŜȄǇƭŀƛƴ Ƙƻǿ ΨŀǊǘΩ Ƙŀǎ ōŜŜƴ ǳǎŜŘ ǘƻ ŎƻƭƻƴƛȊŜ ŀƴŘ ŎƻƳƳƻŘƛŦȅ ōƻŘƛŜǎ 

and their geographies over time. (Gagnon, 2015) 

Contemporary decolonial scholars also point out how early cartographers and landscape painters often 

denied the very presence, practices, and prowess of Indigenous communities already living, working, and 

creatively expressing themselves on their Land; a point raised by John Berger years ago in his book Ways of 

Seeing (1973) when he asked,  

Who benefits from this deprivation? In the end, the art of the past is being mystified because a 

privileged minority is striving to invent a history which can retrospectively justify the role for the ruling 

classes, and such a justification can no longer make sense in modern terms. (Berger, 1973, p. 11) 

 
More recently, geography scholar and visual artist Lauren Judgei used her article ¢ƘŜ DǊƻǳǇ ƻŦ {ŜǾŜƴΩǎ 

True North: Strong and Free, or Visual Colonization? to reveal how in 1913 the National Gallery of Canada 

ōŜŎŀƳŜ ŀ ǎŜŎǘƛƻƴ ƻŦ ǘƘŜ ŦŜŘŜǊŀƭ ƎƻǾŜǊƴƳŜƴǘ ǘŀǎƪŜŘ ǿƛǘƘ ŎǳƭǘƛǾŀǘƛƴƎ ǘƘŜ άŎƻǊǊŜŎǘ ŀǊǘƛǎǘƛŎ ǘŀǎǘŜ ŀƴŘ /ŀƴŀŘƛŀƴ 

public interest in the fine arts,έ(Judge, 2020) upon which they primarily used white, male landscape painters, 

such as the Group of Seven ǘƻ άǎƻƭƛŘƛŦȅ ŀ ƴŀǘƛƻƴŀƭƛǎǘ ƴŀǊǊŀǘƛǾŜ ώΧϐ ƛƴǎǘǊǳƳŜƴǘŀƭ ƛƴ ǘǿŜƴǘƛŜǘƘ-century colonization 

and the appropriation of supposedly empty landscapes ώΧϐ to shape what is now a popular understanding of the 

bƻǊǘƘέ(Judge, 2020) (Canadian Parliament, 1913). This concern is echoed by Claire Elizabeth Campbell in her 

book Shaped by the West Wind: Nature and History in Georgian Bay (2005) when she articulates Ƙƻǿ άIƛǎǘƻǊȅ ς 

ŀǎ ŎƻƴǾŜȅŜŘ ώΧϐ ƛƴ ǇƻǇǳƭŀǊ ŎǳƭǘǳǊŜ ς affects how a place is imagined and how people imagine their relationship 

to it,έ(p. 96) and in turn points to how art has affected and is in turn accountable for how we understand and 

engage in the world around us.  
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XǿŞƭƳŜȄǿ ό{ǘƽΥƭǁκ{ƪǿŀƘύ ŀǊǘƛǎǘΣ ŎǳǊŀǘƻǊΣ ǿǊƛǘŜǊ and Professor of Music Dylan Robinson also addresses 

these notions in his essay Public Writing, Sovereign Reading: Indigenous Language Art in Public Space (2017), 

when he speaks to the importance of aesthetics to disrupt colonial understandings of performativity and place 

(p. 87), ǿŀǊƴƛƴƎ ǘƘŀǘ LƴŘƛƎŜƴƻǳǎ ǇǊŀȄƛǎ Ƴŀȅ ōŜ ΨǊŜƴŘŜǊŜŘ ƛƴŜǊǘΩ ƛŦ ƛǘ ƛǎ άƳŜǊŜƭȅ expressed again through the logic 

of settler colonial forms of writing, language, ŀƴŘ ŎƻƴŎŜǇǘǎέ (p. 96). Having personally experienced and 

witnessed how historical symbols across different cultures are rarely taught or challenged within primary, 

secondary, or post-secondary institutions of education in Canada, the number of contemporary painters 

mimicking art traditions that reproduce the myth of terra nullius35, and therefore utilizing άŎƻƭƻƴƛŀƭ ƳŜǘƘƻŘǎ ώΧϐ 

to silence Indigenous identity,έ (Judge, 2020) is not only rampant, but exponentially increased by the number of 

independent art schools, leagues, and clubs meeting demands for continuing education and leisure activities 

each year.  

Moreover, beyond landscape painting or photography perpetuating colonial values, aesthetics, and 

agendas, two-dimensional renderings of vistas materially and formally fail to mimic the beauty, power, or 

destruction ƻŦ ƴŀǘǳǊŜ ŘǳŜ ǘƻ ǘƘŜ ǊŜƎǳƭŀǊ ŘŜǇƛŎǘƛƻƴ ƻŦ ΨƴŀǘǳǊŜΩ ŀǎ ǎǘŀǘƛŎ, flat, and separate from humans. Even 

more problematic is how contemporary landscape paintings of pastoral settings perpetuate the myth that there 

ǊŜƳŀƛƴǎ ǳƴǘƻǳŎƘŜŘ ŀƴŘ ŜƴŘƭŜǎǎ ǿƛƭŘŜǊƴŜǎǎΤ ƳƛǎǊŜǇǊŜǎŜƴǘŀǘƛƻƴǎ ƻŦ ΨƴŀǘǳǊŜΩ ǘƘŀǘ ŀǊŜ ōŜŎƻƳƛƴƎ ƛƴŎǊŜŀǎƛƴƎƭȅ 

untrue as different communities witness or experience daily catastrophes brought on by industrial extraction 

and development, climate change, disease, and extinction of species. 

 
35 {ǘŀǊǘƛƴƎ ƛƴ ǘƘŜ мпллΩǎ, The Doctrine of Discovery was a European principle used by colonizers to begin staking claim of 
Land outside of the European continent. If Christians had not yet occupied Land, Land was terra nullius (vacant Land) and 
ŎƻǳƭŘ ōŜ ŘŜŦƛƴŜŘ ŀǎ ŘƛǎŎƻǾŜǊŜŘΣ ƭŜŀŘƛƴƎ ǘƻ ǎƻǾŜǊŜƛƎƴǘȅΣ ǘƛǘƭŜΣ ŀƴŘ ƧǳǊƛǎŘƛŎǘƛƻƴ ƻǾŜǊ ǘƘŜǎŜ ƎŜƻƎǊŀǇƘƛŜǎ ōȅ Řƛǎǘŀƴǘ ƴŀǘƛƻƴǎΦ άLn 
doing so, the Doctrine of Discovery invalidated the sovereignty of Indigenous nations and gave Christians the right to 
ǎǳōƧǳƎŀǘŜ ŀƴŘ ŎƻƴŦƛǎŎŀǘŜ ǘƘŜ [ŀƴŘǎ ƻŦ LƴŘƛƎŜƴƻǳǎ tŜƻǇƭŜǎΦέInvalid source specified. 
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Figure 31: Left: Jill Price, Earth Shadow preparations assisted by Fiona Legg (1968-2018), King, Ontario, 2017 (Photo by Liz Menard) 
 Right: Earth Shadow #025 installation at the YYZ Artist Outlet, Toronto, 2017 (Photo provided by artist) 

 

Within the context of visual art and a research-creation methodology, deconstruction is also an 

important method for examining and experiencing the value and potential of materials contained within existing 

objects. Not unlike the verb experimentation, which ƛǎ ǘƘŜ ŀŎǘ ƻŦ ŎƻƴŘǳŎǘƛƴƎ ŀƴȅ ŀŎǘƛƻƴ ǘƻ ΨŀǎŎŜǊǘŀƛƴΩ ŦŀŎǘǎ or 

understanding, dismantling, and reconfiguring existing art works led to discovering things about material 

phenomena and cultural theories yet unknown. The deconstruction/eco-critical analysis of an MFA work entitled 

Earth Shadow #025 (2017) helped to determine how the paper sculpture, which had been created from casting a 

long fissure spotted on the side of the road during commutes up and down the 400 Hwy to night classes at 

OCAD University, required working on and off for two months cutting, treating, and beating 15 lbs of cotton and 

linen table cloths, three freezers to preserve the pulp prior to casting the fissure, 750 litres of water during the 

desizing and beating of pulp, 990 hours of electricity, five tanks of gas, eight rolls of plaster of Paris, and sixteen 

days of labour; broad calculations that demonstrated how recycling processes, if gone unchecked, require more 
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energy, chemical interference, and extraction from the elemental commons than making something new. 

(Braungart & McDonough, 2009, pp. 56-59)  

Also inspired by women artists such as Adrienne Sloane and Sonia Clark who have used different 

processes to deconstruct textiles to draw attention to things that need UN/making, my first performance An 

Undoing (2018), conceptualized to narrate the need to undo the colonizing force of material culture, involved 

sitting in solitude for over three hours unravelling a wool and acrylic poncho that had become stained and 

shrunken over time. Serendipitously drawing attention to labour and how material has memory, history, and 

value outside of its manufactured form, the video recording of the performance also led to some listeners 

experiencing Autonomous Sensory Meridian Response (ASMR); a Ψƭƻǿ-ƎǊŀŘŜ ŜǳǇƘƻǊƛŀΣΩ ŎƘŀǊŀŎǘŜǊƛȊŜŘ ōȅ Ϧŀ 

combination of positive feelings and a distinct static-like tingling sensation on the skin" (Barratt & & Davis, 

2015). Thrilled that unravelling proved generative, using the same yarn I extended the project into a second 

performance entitled An Untwisting #1, in which multiple collaborative and independent sittings were required 

to separate the strands of the two-toned yarn.  

 

Figure 32: Jill Price, An Untwisting #2, Art and Media Lab, Isabel Bader Performing Art Centre, Kingston, Ont. (Photo by Elvira Hufschmid) 
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While reflecting on these experiences, I could see how when done with others the process provided 

opportunities to discuss the goals and benefits of UN/making, as well as produced other discussions about acts 

of care or repair. When done alone in the gallery, the solitude provided physical space and time to observe how 

this action, although still only symbolic, could teach me somethingΦ {ǘƛƭƭ ǘƘƛƴƪƛƴƎ ŀōƻǳǘ .ŜƴƴŜǘǘΩǎ ǿǊƛǘƛƴƎ ƻƴ Ƙƻǿ 

materials, specifically waste, colonizes human and more-than-human geographies, with each additional 

untwisting of the cut yarn I read parallels between the outcomes of my varied gestures and the long journey of 

decolonization. If done slowly and calmly, the process would go more smoothly; done alone or unilaterally, too 

slow. If done collaboratively and with consensus, more enjoyable and successful, or if done by force and quickly, 

friction and breakage were foreseeable. As one might suspect, these early performances of deconstructing 

textiles professed as a metaphor for global, economic decolonization were quickly revealed as experiments of 

failure by 9ǾŜ ¢ǳŎƪΩǎ Ŝǎǎŀȅ Decolonization is not a Metaphor; an academic jab that spurred me to slowly 

UN/make myself from studio experiments that fell short of making work for the Land and transition from 

narrative to reparative work.  

The first step in shifting my focus to examine how I might be able to make reparations to the Land 

happened as a result of spotting an abundance of abandoned knitted garments during and after the winter thaw 

in Kingston, Ontario. Thinking I was being of service, I carefully collected forgotten or lost items from more 

natural settings to find new value in their material bodies through acts of mending, deconstructing, and 

donating. Entitled Groundlings, a wordplay on foundlings36, the more I picked up and cared for misplaced 

mittens, strewn scarves, and forgotten hats, the more their vibrant materialities brought forward narratives 

about global, ecological entanglements between human, animal, machine, and plant, and began to experience 

what Jane Bennett ƳŜŀƴǎ ǿƘŜƴ ǎƘŜ ǎǘŀǘŜǎΣ άǘƻ ōŜƎƛƴ ǘƻ ŜȄǇŜǊƛŜƴŎŜ ǘƘŜ ǊŜƭŀǘƛƻƴǎƘƛǇ ōŜǘǿŜŜƴ ǇŜǊǎƻƴǎ ŀƴŘ ƻǘƘŜǊ 

materialities more horizontally is to take a step towards a more ecological ŎƻƴǎŎƛƻǳǎƴŜǎǎέ (Bennett J., 2010, p. 

 
36 Foundlings is an old English word that refers to babies who are abandoned and then taken in by others to be cared for. 
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10). Upon closer eco-critical analysis/deconstruction, I was able to see how each item was an index of the human 

form, and in turn began to comprehend how the soft assemblages of material were also emblematic of how 

many human bodies are left out in the cold and uncared for. Although still working metaphorically, this 

consciousness stirred me to dealienate myself from local ecologies of homelessness and beings often deemed as 

excess by neo-liberal capitalist powers. Perhaps referred to as άǘŜƳǇƻǊŀƭ ŀƴŘ ƳŀǘŜǊƛŀƭ ŀǘǘǳƴŜƳŜƴǘ,έ (Loveless 

N., p. 107) I began to problematize prioritizing the care for material objects over being of service to human and 

more-than-human beings. 

 
 

Figure 33: Jill Price, Groundlings, 2019 -Instagram Photo Series (Images provided by artist) 

 

Still unsure of how to go about UN/making in a more Land-centric way, unmendable knitted and crochet 

items gathered during the Groundlings (2019) project were deconstructed prior to reconfiguring them into a 

body of mixed-media sculptures that materially and visually spoke to human entanglements with non-human 

things and geographies from which their materials and labour came. Paired in an exhibition entitled The 

Reconfiguration of Similar Elements to a Different Effect (2019) with photographic wall collages by Tonia DiRisio 






































































































































































































































































































































































