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Abstract

Hyper-sensitive to my settler history amidsta material culture that remainscomplicitin the ecological
destructionof Landasa multi-specieseing,FromUnsettlingto UN/makingis aninterdisciplinaryresearch
creationPhDthat worksat the intersectionsof art, ecology ethics,and aestheticsto recognizehow i 2 R & Q&
globalindustrialmodesof production,consumption disseminationand discardare neo-colonialforms of
ecologicalandtherefore cultural genocide Particularlyunsettledby how the visualarts perpetuates
anthropocenigerspectivesand gesturesthis thesisbeginsby investigatinghow pastapproachego unmaking
throughoutart history often alignedwith actsof destrucion or selfdestruction Proposinga new
interdisciplinaryapproachto UN/makingthat alignswith actsof careandrepair, researchandcreativeoutputs
were primarily formulatedthroughthe writing of political theorist, eco-feminist,and vital materialistJane
Bennett aswell asthe writing of UnangzﬁbcholarEveTuck,Natalie LovelessandNatashaMlyersto arriveat an
assemblageactions or processes that help to prevent or redress harm

Initially driventhroughthe deconstructiorandreconfigurationof existingartworks,decolonialtheory,
environmentalresearchand new materialistthinkingled to questioningthe conceptuafoundationsof Land
basedart practicesand Eurocolonialaestheticscarriedforward throughmethods,mediums,modes,and
iconographyof Canadiartraditions of fine art. Outof a desireto understandhow creativesand cultural
institutionsmightwork togetherto bring creativepractice more into relationwith the timelines,livelinessand
needsof more-than-humanontographies my final outcomesare the resultof employingdifferent methods
of dealienation decentring degrowth anddecolonizatiorto arrive at an UN/makingMethodology This
adaptableframeworkfor UN/makingharmis designedo help usherin more eco-ethicalapproachedo creative
productionand buildingcommunityoutsideof acceleratedelitist, racist and sexistcapitalistsystemshat keep
the cultureindustrybeholdento harmfulwaysof thinkingand doing aswell asrefocusattentionto/ I y' I Rl Q&
Truthand ReconciliatiorCallsto Actionasthey pertainto the treatment anduseof Land,education,andthe

production,presentation,anddisseminatiorof art.



Land Acknowledgement

| come to thidand as aiswhite female of German, Scottish, Welsimdunknown descentExtremely
aware of my privilege, despite being a woman and the global dispossesdiandoédnd other rights that still
inform the systematic undermining of female bodies, prospettyd agencyl am etremely grateful to have
been able tacontinue my studies as a graduate studenvatizS Sy Q& ./Cohicio Nifoddiésiand voices
who may consider this thesis one more example of a white settler of European descent benefiting from colonial
KAali2NASE yR LINBaSyidraavya AyGaSNpB2@0Sy Aya2 GKA& yI GA
gueg upon traditional territoriesn which | live, work, play, or travel to, and that fearning occurred atop and
across the ancestral and traditional territories of the Haudenosaunee and the Anishipaapkes whose
practices and spiritualities aeeplytied to Land as a multspecies beingAs a result oAicknowleding histories
LINBRFGAY3 /[ GF NX ljdzh Qa O 2ahdregalirigihai thi2lghd anee flodircsied dsi@iked O 2 dzy
wood plain From Unsettling to UN/makingncourages visual artists to grow relations watd repairthe more-
than-human world Out of respect for the intention dfand acknowledgementsalsoacknowledge tht |
currently live in Barrie, Ontaripin Simcoe County, on thieaditional land of the Anishinaabeg peeplwhich
consists othe Ojibwe, Odawa, and Pottawatomi natior®llectively known as the Three Fires Confedertuy,
local bands of the Beausoleil First Nation, Georgina Island First Nation and Rama First Nation make up the
Chippewa TfCouncilone of the few councils granted reparations for the unjust dispossession of their Land and
displacement of their communities from the Coldwater Narrows reserve. e to the Wendat nation
before the 17 century, SimcoeCounty is one fthe most diverse and vital multispecies bodies in Ontakio
lively assemblage of limestone plains, till plains, sand plains, clay plains, marshes, rivers, lakes, and granite
bodies,the vast regions 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
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Havingcome to understand thategardless of the treaties upon which towns and citiese built, one
cannot assume those treaties were fair, agreed ummarupheld by the multiple levels of governmesiected to
responsibly govern the use and protection of public and pritated, | move forwardn the spirit of respect,
reconciliation and reparations, dedicated too-developing more Landentric approaches to creative practice
andhonouring the enduring presence, wisdom, generqsityd patience of all First Nations, Métis, and Inuit
People who continue to share thdiand despite theongoingviolence carried out against their peoplasd their
living spirits of water, sky,and animals, plantsand other beings and spaces consgtiksacred As such| invite
all settler bodiego each take a moment to personally acknowledge lthed from which youead this thesis

today.
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Glossary

Anthropocene Casuallycoinedin the mid-1960sin Russiand during the miel970sand 1980s most notably by

diatom researcher Eugene F Stoerpremospheric chemist Paul J Crutzepularized the ternwhile at a

conference in Mexico askaeejerk reaction to another scientist still referring to the times as the Holocene.
Coming fronthe Greek termséinthropa@ Y SI YAy 3 KdzYl y I I, thiBuncHiGi&gédiogicaly S y A y
epochdefineshow humans have significantly changed the physical topography and material makeup of the

9F NI KQa&a & dzNJF I GAkadenfaRauk SSBR, 96Befax®/. , 20214 highly contentiasterm in

that it makessweeping reference to humans versus clarifying how a very few countries andbitheiraire-
ownedindustries are primarily responsible for tiseate of the planet today For this thesighe 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, disseminatmal discard

AssemblageOften used within the art world to describe the pulling or pairing together of disparate things or
GSEGa G2 FNNAGS 4 ySé NBIRAy3Ia 2N yIFNNF GABS&as Wl aa
connectivity of the physical and indeciphefalmaterial world In both scearios humans are part of what

informs or isaffectedby an assemblagéBennett J. , 201X Bennett J. , 2010)

Deconstruction AGF 2 NY 2 F LKAt 282 LIKAOFE yR fAGSNINE Fylfeaaia
philosopherJacques Derrida that questions the fundamemtahceptuaR A A G A Yy OG A2y a s 2 NJ & 2 LILJ
in Western philosophyhrough a close examination of the language doglc2 ¥ LKA f 242 LIKA OF £ | y |
(Britannica, T., 2023Iso dentifyingimages and materials as texthis thesisanalyzs artworks through ece

critical, feminist, and decolonidlenses to examine how art upholds anthropocenic perspectives and gestures
towards Land.

Dealienation Karl Marx described alienationks & OKF N} OG0 SNARAGA O TSI ddz2NBE 2F Y2
WO2YY2RAGE FSOUAAKAAYQ 6K24S RSGOrfdzZ A2y 2F (KS Kdzvl
where the mechanization and globalization of labour and economic exchange estranges heingafiom

OKSANI 26y 02RASAZ FNBY (KS yI (dzNI f g(addy,RI1L, b.yY)R FTNRBY
(Marx,1867% 2 A0 KAY GKS FFNBlFa 2F LINPLISNIE g FtASYFGAZ2y
2T LAeOKz2f23ex a4 (0KS Wdzalknateil ddul iOdnscGiolsioritdelf gsa didded Ay 6 K
0SAYy3> 2N R2dzwf SR FYyR O2yiGN} RAOG2NE o0SAYy3T gK2asS
(Macey, 2001, p. 7Within this thesisdealienation is egandedto mean undoing the distance between oneself

andthe sociepolitical or ecological harm being doteK | @S Y2 NB | 3Sy O0e 2 aSwhlasy SQa
familiarizing oneself with positive actions and stories that can offer hope and strategies to enact a more eco
SGKAOFT FLIWNRLFOK (2 2ySQa tAFTSKLINFEA&AO®D

Decentring Initiallydefinedasé | y S E LIS NRA Sy i A Ly (G@NERLIZZYCES/MIG NeRFA We2éy 6 K S NE
GSyO02dzy iSNJ K2¢g y2yKdzYly ljdz f AGAS@DiSkhwwR01Z,pNIBBI, thidg K | LIS
GKSaAra FftAdaya ALK al (dz2Ny (Gasinl 2818, pl3y drder@zhiflQ&iNy T2 NJ
design, create, disseminate, and even UN/make more ethigligenboim, Oogjes, Biggs, & Nam, 2023)

Degrowth: Most simply, degrowth is a theory that brings forward policies and planddscalingsystems of

mass production and consumpti@a develop more sustainable practices when it comes to natural resources as
well asreduceenvironmental damageBeyond this basiconcept, degrowthas outlined by the onlindournal of
Degrowth,encourageshe descalingf individual profits to grow social and ecological weding, decenting
polarizing views to establish robust processes of democratic deaisaiiing that allow for meaningful
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discussions as well as public and political participatiedistributing wealth, decenting & 2 y§iSed Western
LI NI RAIY 2F (Be§ré@hhf n2dlavdSlefidoalize processesm@Sa il 6f AaK a2LISys 02\
f 201t Al SRO&O®RY, B.d)A Sa ¢

Decolonization Most accuratelydecolonizations the act of a governing force removing oneself froooantry

once colonizedo that the nation becomes independeRtNE ¥ (G KSANJ O2f 2y AT SNDa I ga
withdraw and return of land persons reclaim sovereigniynd move towarddocalselfdeterminationbased on

regional cultural histories, beliefand practicesForthis thesis, unsettling becomes the earliest stage of
decolonization, in that itvorks to disrup perspectives and gestures thie¢epindividuals, industries, and

institutions complicit ircolonial industrial capitalist, and patriarchsystems that govern thinking and doing.

EcaoCriticismis any theory committed tdoringing aboubr calling fora change in the way one perceives,
describes or interacts with nature by criticallyadyzing the functioror theme of artistic, social, historical,
ideologicalor theoreticaltexts, whether they be literary or pictorial, in relation to the global environmental crisis
to identify, reflect on,and challengenaterial practiceshat contribute tothe decimation of different human and
more-than-humangeographies and ontographig&ladwin, 2017)

EcofeminismyY/ #y OSAGPSR a4 02GK | (GKS2NEB FyR I Y2@8SYSyi GK!
FSYAYAAY GRSy2dzy0Sa GKS O2YLI NIXoftS RSIAINI RI hamy = & dzo
FYAYLFfasZ FyR 2GKSNIJ YI NHA Y vefsd ditSriRativeéispl@idnk, ddrassiBydxbtbigéndsi 2 &
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 dfuroan aninals and
species(EstévezSaa & LorenzModia, 2019, p. 2)

External colonialismAlso called exogenous or exploitation colonizatierternal colonizatiois 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 tife colonizersow Xn€arked as the first world. This

AyOf dzZRSa wdddP8 WKAAG2NRAOQ SEIF YLX S& adzOK | & 2LAdzyz &
to fuel colonial efforts. This form of colonialism also includes feeding contemporary appetites for dgish,

water, oil, humans turned workers, genetic masdy cadmium, and other essential minerals for kigbh
RSOAOSad wXx8 Ly SEGSNYylLt O2ft2yAlfAaYZbodiéstandEdthfgraa bl
g NE 02RASaZ IyR 9FNIK F2NJ OKF{dGdSté¢ o0¢dz0] 9 21 y3ax H

Inclusive Goodst NERSTFAYSR o6& aAOKIF St .Said FyR 2AttALY 90 /2
masses over a few, in her chapteommodity Enchantment (200Jane Bennett describes an inclusionary good

la a2YSGKAYy3 GKFG O2dzyiSNY Olla GKS LMAGFLHEEAE 2F SEOf
322 R¢ dzLRY | OOdzYdzZtf F GA2yE 00 aGaAYONBI asSa KdondNRA I S
a20A1t O2ada 2F AGAaA dzaS¢é |y R-cdgita costs\bgraeNjpthesstatdin RA NB OG t &
ddz0 AARAT Ay3 Ada dzAS IFyR NBOGAFeAYy3d AGa I ROSaHS STFTFS
health care as examples of inclusionary goods, while private ownership of cars and private medical care are
exclusionary(Bennett J. , 2001, p. 119rtCasa collected objectisks falling into the pitfalls of exclusionary

goods, whereasocial and communitpased art practicesf designed well, aranclusonary.

Internal colonialism:Iin Decolonization is not a MetaphdeEve Tuck and K. Wayne Yang define internal
O2ft2yAlLftAAY A GOGKS 0A2LRft AGA Qdnd,florh, gl fadh&eithiietieA G A OF € Y
WR2YSAGAO0OQ 602NRSNE 2F GKS AYLISNRIFE yI (asghd ghetiod, & Ay £
minoritizing, schooling, policingo ensure the ascendancy of a nation and its white elite. These modes of

control, mprisonment, and involuntary transport of human beings across bordghsttos, their policingtheir
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economic divestiture, and dislocatabilityre at work to authorize the metropole and conscribe her periphery.
Strategies of internal colonialism, such as segregation, divestment, surveillance, and criminalization, are both
&0 NHzOG dzNI £ | ¢Teek & YadgS201215pR 2 y | £ €

Ontography:Inspired by the thinking and writing of physical geographer William Moore Dhigsype of
geographya g & | O2YoAyl GA2y 2F 2NHIYAO YR AYy2NHIYAO LK.
meaningful or causal relations between thkysicaland A @A y 3 (Bdiltingal KL$78, . 448t affected
the nature of beings as well as their relationship to other human andmanan beings or bodies of matter.
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Preface: An Unsettling

Often referred to as a prolific makesyerthe last 25 years have worked voraciously across various
GAradzZ £ FNI LI FGdF2N¥a (2 Ragodoat®y, dand dekigatiaipgfing GafadiSndi a > Wo
landscapeNow beginning to understandow Ihave carried forward anthropmnic perspectives angestures
towards Landusingimages, media, substrates, and systems of presentation and disseminationsee how
many aspects of the global art market demandhitist and writerJames Adamsonfirmshow much of the
Canadian armarketcontinuesto@ £ dzZ§3 SEKAOAGZI YR Ay GdaNYy Ay@gSaid Ay
material processes establishég the early European and mattlominated academies d¢fine art(painting and
sculpture when hepointed to howCanadax y S SR & (i 2Adaink,R04 2ntrinddve 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 Groupesfen(Halperin, 2019)

Beforeawakening to these realitieBnpasto rendering of rural and pastoral vistagplacedearly
FAIAzZNT GA GBS 62N) & SELX 2 NR Yy JodocinveSityh® éolouis2 @, ledfergsiid@ f Sa | v R
texturesof environments encountered and imaginddot yetaware orable to detect thestrata ofcultural
constructsof different environmentsit wasa trip to Francehat awakened me tthow geographies are
politically, socially, economically, and ecologically linl&&tl.not recognizinghe material commonalities
between Europe and British Columitiieat arosedue tothe aggressiveolonization and settlemertrojects
carried out by the French, Dutcaind British in Canada, paintings evolved from painterijm&teriallynarrating
how Landscapesre physicallyand psychicalljayered and in many cases in need of mending.

Eventuallyrecognizing hownixed mediawo-dimensional work halittle efficacyin repairingecological
concernsin 2015 lentered the interdisciplinary MFA program at OCAD University under the working thesis

title Land as Archive examine how Land is a surface and receptacle $bates as secordof human activity

"An Associate Professor of UBC amember of the Opaskwayak Cree Natiomhis bookElements of Indigenous Style: A
Guide for Writing by and About Indigenous Pegmebolar Gregory Yourdgg (L961¢ 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 | would look at the avgrid,

and myselfPreliminary Materials for a Theory of the Youaigl (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 Tigqun, this small but poignasitapbookd K2 6 SR K2¢ L> fA1S Ylyez Y | «a&
O 2 y a dzY S N{TiggRnO20R {ipe 16 beit humorous with each page turned | becaniecreasinglyaware of

K2g 0dz2Ay3 Lzt AOa I NBE dzy RSNJ G4 KS alQS fihywRasphedoihénora LIS O
has waged such a total war on the human body and psyche that it often remains invisible wittewets shiny

systems of brandingnd marketing Whimsically outlining how the phenomen2 ¥ (i K S3 AUNf2Qizyral a Y 2
gender and resides in all of us, Tigqun goes cexfdainhow capitalism depends on human naivete, gullibility,
phobias, anxieties, depression, and neurqses only to suriwe, but thrive. (Tiqqun, 2012, p. 11)

The second philosophical minefield that caught my attention raésedby the ecofeminist, political
scientistJlane BennettWithin the new materialist chapters dier bookVibrant Matter(2010), Benndtcarefully
draws from the extensive history object-oriented ontology to acknowledgbow non-human objects, whether
they be power lines, littefilled alleyways, metals, food, plants, animals, water, or rocks are actants that when
near other objects, withessed, or even left alone to-O&grade in landfills, have the power ¢ffect, be
affected andgenerateaffectwithin sharedenvironmens. (Bennett J. 2010)

Determined to become more awasnd responsibl@as a consumer, research led to becoming overly
GAYUAYFOS 6AGK gKIFIG Aa y20 KILLRE 6! KYSRNDtinenested> LID
AYy 26yAy3S YySOSNI YAYR ¢S NAAhRricangdhistipesiistiandphkicisE Q L LIS
KarenBara A 3K NXB FSNJ G 20by saifting 16 se¢dndiasdyskhoppindo diStatzéemyself from the

ecologicaldestructionandhuman suffering stitched intthe seans of massproducedgoods

i 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 conections to different types of phenomena and thought. (Barad, 2006)
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Nearing the completion of my ME-A& was darge body of sculpturesndworks on papeinstalled
within my thesisexhibition(SeeFiguresl & 2 that cast a lighobn howmany contemporaryvisual artpractices
depend on the production of textiles and so alstensifies theexploitation and contamination of LanNeeding
to move beyond the dark shadows of my Mi#entionsto continue researching and exposifagt fashion as
woven technologies that colonize and stigmatize boftiesnyt K5 | (i v dzS Sweteéelinhushed S NR A ( &
upon reading an essay hynangatbcholarEve Tuclentitled Suspending Damage: A Letter to Communities
(2009) EncouragngscholarstdD 2 y a8 A RS Nid $INK SA Y 12ly GO S ¢ & NB R (. MEDAVIdh N K
G2LISNI 6Sa oAGK | T 40B)SRR I KSR Wizt 2 Fy KAz BESENBAY F2NOSa
RAYSyaArzyltt y2GA2y 27F LIS2 LIS 40D)athoRdgh kfecBicalfy Adtredsibigkthyse R = |
gK2 OF NNB 2dzi NBaSIkNOK 2y 2N I o62dzi L yiowAhadigieddea O2 YYd
NBEO23IyAT S K2g W20 2S00 a economigsaizFattadhieddliiRandwho ey @obhave { 2 dzi
the luxury to se@r questiontheir participation in chains of glohahass industrial production the same wagn
awakening tchow researching and sharing stories other thag ownmay risk traumatizing the people |
intended to assist.

As a result of thesansettlings, | turned inwards teeflect onhow my own industrious and illustrious
sectorperpetuates harm antlBE O2 Ay AT S K2 g £4 FOttENA-ONSIZ Andn v HFOy RA Y NIK | G A
materials come and to the elemental commons, all matter/s eventually retdow ®nsidering Land as a living
beingthat needs care and repaiFrom Unsettling to UN/makingets out to increase respect for the planet and
acknowledge Earth and its soils, watand air as the final audiencepnsumes, and critic2 ¥  WstNithe Q
beginning of a journey in which | will continue to confront and redress my settler past, this reseaation
project examines howlifferent facets othe visual artsontribute tothe ongoing destruction of the Holocene,
mass reproduiion of the Capitolocene, andnturn,theneoO2 t 2y AT I GA 2y 2F [ YR { KNP d:
approaches to extraction, production, dissemination, and discard. (Braungart & McDonough(l28d8yay D.,

2015)Also an exploration of how one might begindl/makeoneselffrom systems of harm thato-opt artists
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and their#rt(nto unthinking and therefore unethical manifestations of iconography, matguacesses,
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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Figurel: Jill Price: Land as Archive (Installation sh@017, YYZrtist Outlet, Toronto, Ontari§lmages provided by artist)
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Figure2: Jill Price, Land as Archive (Installation Shots), 2017, YYZ Artist Outlet, TOrdgatm (Images provided by artist)
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Introduction: A New MaterialistCall to UN/making

In her textThe Enchantment of Modern L{f2001) Jane Bennett explains the phenonogrof
WO2YY2RAGE FSOUAAKAAYQ YR K2g AdG A& | GeLlsS 2F WLISNL
FYR adzZFFSNAY3I SYOSRRSR Ay GKS O2YY2RA(& 0 &p ARNI dzS 2
thata RSYlF yRa AYONBlIaAy3a tS@Sta 2F O02yadzYLliAz2zy FyR g1l &
SO2f 23X (lii4) Usihgdek ghaperCommodityEnchantment, The Critical Potential of (Commercial Art)
to recall Max Horkheim& @nd Theodor Adorn@ @ssayentitled The Culture Industifl9445¥, Bennettrestates
howKdzYty Tt OdzZ 6ASa aKI @S 68Sy RSI YA YdEeS&tIAp/ 12Bnds 2 NI R
thata G KSNBE A& y2 | SaiKSGAO aLIKSNB A YRENIK WRKBshier, BT, o X 8
p.1)(BennettJ., p. 123f 2 NJ L2 G Sy G Al f &aAidS&a (2 NBaArald 2Z®BenaehdzSt |y

p. 122)

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

commodification Bennettbelieves therear@ f A A KG 2 LISy Ay 3Ia F2N WENIQ G2 ONBI
change or be changeitsglf y R I Ol y2¢6f SR3ISa GKI {0 @l1RAinkhatihdy hildad® 3I2 2 F
GKS K2LIS 0(KIFG WENIQ a6 dtresidiha ihportamc @f Hopé 46 & funBtioning G dza ) dz2
YIGSNALFf SSENDGA DY YBBIBBEKKI & | f2y3 gA0GK O02dz2NI IS FyR
(pp. 136137)is integral fordecenting disenchantment of the modern world and ingpythe enactment of

more ethical thinking and doin@ennet suggests that t&JN/makeharmful ways of perceiving and enactjng

GKdzYlF ya Ydzad NBO12Yy 6A0GK | YdzOK f I NHS Benhdtt 0J2000, p.A 2y 2

112)

salbE 12Nl KSAYSNRE | YR ¢ KEhe Qaus Indiktey Kipsgiciessed hiodhe dultugy G A §
AVRAZAGNE o+ &8 NBELRY&AAOES FT2NQP.ARBYROD dzy & hdrtanto BBt 2 DI &
ALKSNE 2F (g ¢33IBsiLIi A2y ¢



Encouraging readers tacknowledge the animacy of materialstiveir 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 humaas the only agent of change ahdS O f f & *WRS2 R
& FAIANE 2F 9y If AR BOORYFAXRBNI Ro28200 &H by RthatdndeSNA | f &
released into the world, can create harm regardless of human involvement or iBenhett also drives home
non-KdzYly 20602S0G& 2N GKAY 3a inteliectudd hi§ddian fand lpddticd! attividvams K Sy &
Pietz K2 al ARX a! ye& Odz G§dzZNB Ydzad SadlofAaK a2YS LINROSF
the debt created by unintended human deaths whose direct cause is not a morally accountable person but a

nonhuman material objeét(Pietz, 2022, pp. 16667)(Bennett J., 2010, p. 8)

Interestedd 1 2 a4 SS ¢ Ktb dur vitiling,Jbd8 ybdies, our research designs, our consumption
practices, our sympathiesif this Wallfrom things is taken seriousé/(p. 240)Bennettemphasizefiow objects
become part of largematerial entanglementshat can physically and psychically affetiter human, more
than-human, and nofhuman bodies nceplaced out into the worldFor example, whilariting about the 2003
North Americarblackout Bennett descrbeshow norrhuman matter while designed by humandevelogs its
26y WLR 6 SN ByfutikgkINF 8@ 2 A %0 O2YLRaAlGA2ya 2F aSt¥F & ¢
with others¢ (Bennett J., 2005, p. 44%) take ona life of its own and makait difficult to determine where
responsibility, culpability, or accountability fal{Bennett J., 2010, pp. 388) 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 poits out the affect and agency of nehuman actantgo helpidentify under what

circumstances inanimate beings become animate and where there might be opportunitiealienateoneself

4JaneBennettoutlined K2 ¢ dzLJ dzy ( A fa naiiuBan dckaRt wereytarcneté deathhoF injury
AYRSLISYRSYy(O 2F | KdzYty FOG2NE AG g2ddZd R 0S 02y aiRSNEB
A2t R0 G2 O2YLSy 4l (BefnefR BIIOIKSY KIF NY R2yS¢é
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and thendecentreindustrial capitalist nderstandings of productivity, efficacy, growth, power, capital, and
success to become more accountable for bodies notjugt SRrd 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 whadltbodies 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

interestisI22 R F2NJ KdzYl yad® wX8 | @ Aiitérdst ayd mbtatibnifor A &Y R2.
ethical behavior, though it does seek to cultivate a broader definition of self and of in{@&eshett J. ,
2010, p. 13)

Imploring readers to alspay more attention tchow humans are not separate from the environmental

¢
(s}
QX

damage industries are creating,y’ (G KS O2y GSEG 2F WENIG=ZQ .SyySiisQa
not unlikethe momentum and unpredictabilitpf the global art marketas it too isa complexnulti-national
assemblagef biennales, art fairs, travelling exhibits, gallerieappeningssecondary markets, online auctions,
NFTs, and investment storage facilities that has morphed into sometinimgasurableunknowable and

therefore inaccessible and uncontrollable

BennetSELJ | Aya WO2YY2RA (i esstiyBoivdrsioKihedHyafROR2pzhs 808 NJ Ay K S
definesK 2  NRAY 3 a4 | WLIAEBOK2a20AlLft LKSYy2YSy2yQ (KIF G Lz
0 I O1 3 N® 24¢)Rlaiminghoardingli 2 06a YILJie® ¥ 2 F | K& LISNJ Q224@adzy LJG A G S
WY RYySaaQ NBadzZ GAy3 FTNRBY aLXFYyySR 206a2ft Sa0Sy0Sz NBf
mountains of disavowed wasge(p. 248)(Grove J. , 2011, p. 9Bennett clarifieK 2 4 ¢ O2 Y LJdzf a A S K2
mental disorder marked by an obsessive need to acquire and keep things, even if the items are worthless,

KET I NR2dza = (Bendetdd/, 2013/ p. G0dedcknowleding collective hoards such as those

accumulated by large organizatios®ck pilingresources, artifacts, art, weapons, and digital spasayell as

0 KS LI I réving@ soui®d Ibddfill and the Great Pacific Garbage Patch said to be an immense floating
island of plastic debris nélg the size of Texa8ennettnoteshow hoarders often fail to take responsibility for

the hoard that has led to the contamination of their home, illness, and disintegration of relation@Bgmett



J., 2012, pp. 24251) Through these statemenBennett impliegshat W2 6 2 SO0 Y | whd fiysEnQstbe NIi A & {
consumers anaften see the value in the smallest of things or scrappiest of materials,taigkeof hoarding

and causing harm to themselvessmanyartists arealsoproducers2 ¥ WI NIi Q ,BeénnethgighitvaiBoR A (i &
contend thatcertainmodes of production reprodwemarket phenomena that leato more hoarding and in

turn the colonization of interior spaces and exterior places.

Beyonddescribinghow large assemblages of legal actants can qudddgntrenumans 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 bqdieany given timeare intermingling with one
FY20KSNI  FFEOG GKFEG 2y0S F3aFAYy AyaLANBa . SyySaidz o
and pose the question if mordhan-human bodies should be issued righ@®ennett J.2010, p. 111)n putting
forward this idea like others have done in the past and water and Land protectors continue to do today, Bennett
challengsthe power, wealth, and practices of those that disregard how huarahmorethan-humanbodies
are chemical and cultural extensions of #heological meshes in which one collectivahgs. Alsoreferencing
the radical seventeentitentury philosopher Baruch Spinamehighlighthow human bodies do not remain
separate from other bodiesut are porous andontinuallyexploitng2 y'S I y 2 (i K Sth&nrintiogalld®ry A y 3 &
physically imprint on the otheBennettefficientlydecentreshumans from the top of the food chabyy relaying
how food that grows and lives off the Landais agent of change, which upon ingestiaffectsand in turn alters
the human condition(Bennett J., 2012, p. 254)

Although not directly referencing scientific evidence attributechttihe ill effects associated with the
GalO52yFf RATFGA2YS SY@ANRYYSYyGlt dzyadzadlrAylroAtArdes |
YEN] SGAY I | (BdhneRA, 2010\ p. bOYaiiving tyass fats, sugar, sodium, nicotine, preservatives,
plastics, pesticides, genetic modifications, and artificial flavouiimiger essayedible Matter(2007),Bennett
expoundsomow¥ 22 R A& WoNHziS YIFIOGGSND GKI G .gp 23841862848y O0a | YR

NJ A &hk gtadus df the materiality of which we are composeg@ennett J., 2010, p. 1Bennett draws
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attention to theconnection between human bodies and foadd howobjects of today will be Land, and
therefore food of the future a realityconfirmed by the amount of microplastics found in the human
bloodstream and excrement todagCampanale C, 202@henbrought into the context of the visual arts,
Bennetthelpsto shine a light on the abundance@f2 EA O YIF GSNALFt & FyR 61 a&ds
practices and the needo beginresistingmediumsand unjustglobalsociceconomicpatterns of mass
extraction, production, dissemination, and disc#ndt decimatethe elemental commonandkeepconsumers

and creatives complicit in external and interfiaims ofcolonialism

Particularlyinspiredby JaneBennetQ éallfor enchantmentwith all that islively, this inquiry into

UN/making aroseut of sequential selfjuestioning as amake.y O2 YAy 3 ({2 theddés Srindin-

. SYyyS

human vitalityandrespectingR S O2f 2y Al f &aO0OK2f F NAKAL) GKIF G 2dzif AySa Kz

enough,From Unsettling to UN/makinig a researcitreation PhOhat worksat the intersection of artecology,

and ethicgo speak a wordor and enact on behalf afature by asking How can modes of UN/making be used

astechnologies ofesistance to counteract nemlonial and capitalist relationships to Laasl amulti-species

body?

At first working with the wordundoing a switchto the verbunmakewas madeas the wordundo

undoes itself at its very inceptidn that one cannotundowhat has already been done. Also discontent with the

ySaLGAGS O2yy2ildAaz2ya 2F GKS YSIyAy3 2F WwWdyvYl18Qsz

office, destroy, or deprive of essential characteristics so as to change the nafemfam Webster

Dictionary, ndY G(KA& G(KS3A3Q3a RSFAYAGAZ2Y 2F 'bkYF1Ay3 A& |

relation with the word harm so that to UN/make may be redefined as an actiGeries of processdbat 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 hamireadysomewhataddressedutsideof the W F Kk WNB texds

suchasUnmaking Waste in Production and Consumption: Towards the Circular Bo@racker, 2018)and

The Upcycle: Beyond Sustainabiltgsigning for Abundand8raungart & Mcdonough, 2013YN/Y | 1 Aag 3 Q

5



written here, with a slash between itapitalizedorefix and its rootcapitalizedJ andN to emphasize the
importance ofdeconstructing and reconfiguring something that already exesteelp prevent, delay, stop, or
repair harm as a result of makingith the backslash acknowleolgy how through UN/making, one is always

creating something else.

Initially interestedin how UN/makingmight be alignedwith manyof the valuesoutlinedin the United
b I G A1 FuStdinabldevelopmenGoals(UNSDG)n order for the word to becomealignedwith concepts,
gesturesandhappeningsaffiliated with care,repair, restoration,resistancerefraining,refusal,relinquishing,
andreimaginingan ethosor culture of UN/makingalsorequiresmakersfroducerswhetherindividualor
corporate,to acknowledgéhow evenworld organizationgestablishedo improvethe safetyandwell-beingof
humanitymay needreconfiguration asphrases suchas\WitainableR S @ S t 2 aMnimediaielyflawedin
that they fail to respecthow manyof the 9 | NJdi€sé&f natural materialsare finite. Additionally,asthe
UNSD@oalsaroseout of the three-yearBrundtlandCommissiorg, alsoknownasthe World Commissioron
Environmentand Developmen{WCEDY, the productionof the BrundtlandReport(1987) despitepreviously
beingknownasOur CommorFutureand outlining how developmentneedsto meetthe demandsof the present
without jeopardizinghe needsof future generationsprovidedeconomicindicatorsandtargetsthat directly
tied the environmentto capitalistagendasBydoingso,the commissionijts report, andthe United Nationshave
usedscientificenvironmentalprojectionsand ecologicatlevastationto producenew WA Y LIS Q& - 2tEhi S a Q
perpetuateindustrialcapitalismandin turn colonialmeasuresf extractionandexploitation.(Sullivan2010,pp.
112-113)Theserealitiesare exacerbatedy the fact that the United Nationsis aninternationalorganization
beholdento the veto power of the United Statesof Americathe United Kingdom France China,andthe

Russiartederation all of which promote globalsystemsof economicdevelopmentandindustrialcapitalismthat

5 [1] Imperial ecologies are environments or more widely natiag#ndasor identities that havéoeen formedfrom

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 bémlperial Ecologie€nvironmental 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 Ng&idaar, 2001)

6



often failsto acknowledgeor redressthe inequitableor unjustfoundationsuponwhichnewWA RS G A 2 y I f

i NI y & F 2 dbiateridl/finfocdnmoditiesoccur.

Ultimatelyinvestigatinghow to beginUN/makingmyselffrom systemsof harm affiliated with the visual
arts sothat the Anthropocenei & glfréferredto asthe Artocene this proposalfor a culture of UN/making
althoughacknowledginghe benefit of environmentalgoalsand understandinchow non-humannature benefits
the livesof humans cautionsassessingature in terms of its ecosystemnservices and containedcapital This
fiscalguantificationof other living bodiesrisksthe increasedseparationof ecologyand culture or humanand
more-than-humanworldsandresultsin the distanttrading off life for livesand new globalmarketphenomena
that dependon andsoencouragescologicadestruction sothat the well-beingof Earthis no longermeasured
by its livingwaters,soil,and air, but rather by its productionand absorptionof carbon (Sullivan2010,pp. 114
115)In essencean ethos or culturef UN/makingencouragesreativesto identify the incalculable value in

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

lf&a2 SYLKI&AT AyYy3 Wl Nebned as ardaptiysdddySneratie methad that] A y 3 7
uptakesslow, gentle, collaborative and timely ac$ of deconstruction, dismantlingand/or reconfiguration to
create, repair, or restore somethirgse of value or useAn ethos or culture of UN/making becomes more clear
dzLJ2 Yy NB I RA y 3 Sesgefding Dathdge @008hSeconization is not a Metaphor (201®Rjth
the first text calling upon academics to refrain from carrying forward histories/ahdNNJ G A @S&a 2 F K| NJ
own (Tuck E., 2009and the second text outlining hogkecolonization must move beyond the theory to fulfill its

true destiny; that being the return of Lanffuck & Yang, 2012)

In response t@anarticle entitledScholarship as Engagemdg016 by theeco-activist and Professor of
Law DrRichard Falk Yy R WI Yy \WtexBA2t Rrid ksyEdupatiad & the Anthropocene: The Need for an
AvantGarde Without Authority2013),my research and creative production were streamline@ RS @St 2 LI &

knowledge and wisdom tdeal with the problems of the age(Falk, 2016, p. 109)o do so| needed tomove



beyond classroom$, SOG dzZNB Kl f f X FyR NB&aSFNOK flFoa G2 a¥FdzZ FAE
non-violently inopposition to the statend its lawonthed & A & 2 F i K(Bak, D16 p.VIGHOR Sy OS ¢
reclami KS 02YY2ya o0& KI NY S adagogdznskii BB, pa3BJlichUNMEKSs thigA G A & Y ¢
G062 NRSNAE 0 SivatSspate andthorhaOman and norlK dzY''y a@YoA2aAa wXe8 az
WRAAI LILIST NBE®RI & Z12 RS @$ \iii dzNB (Jhgadzihski, Q@LY, . Witk dodLand @ NI &
personallyreturn and keeping in mind that UN/making can ever only be partial or temp@s¢archoutcomes

were conceptualizedo arrive at an adaptabland plantabldJN/making Methodologyhat employs

deconstructionand thepragmatictheoriegmethods of de-alienation decentring anddegrowthto outline how

theseprocesses are integral falecolonizing imaginaries amd-desigring more equitable and livable worlds.

To answer the secondary research questioWhere does one find examples of visual art practices
upholding colonial, capitalist, patriarchal, and petrol perspectives and practices towardsq.@hdpter 1: Art
as the Anthropocentakes upthe definition of the Anthropocendrom the feminist artist, theorist, curator, and
Professor of Contemporary Art & Theddy. Natalie Loveledsa | aO2f 2y Al £ X AYRdzA G NR I §
LISG NP LIKLSWIesy 16 \2018) reveal howseeminghSy OK I yi Ay 3 WI22REAQ | NBE 21
of disenchanting materialities that require human attentiérovidingscientificand economic dat#o relayhow
the global art market perpetuateanthropocenicvaluesand practices through its systemsprbduction,
presentation, and exchangeriting alsodeconstructpastmoments of iconoclasm, art activism, and artworks
involving tearing, unravelling, shredding, melting, dissolving, burning, smashing, obliterating, and exploding
through ecofeminist and decolonidkensesto identify where visual art hafsiledto escapedestructive and
metaphorical narrativesand so upholds systemsof harmthat deny the seriousness and severity of secio

political and ecological issues affecting human and ntba@-human bodies each day.

Designed to arrive at a methodologidedmeworkthat promptspublic and private art sectors to shift to

reflect and deliver programminipat helps to LIN2 A RS WOt AYI S | OldA2yQ yR Sya
[FYRZIQ WEAFS 06St2¢ ¢l GSNEQ W3I22R KSIfOGK FyR gStfoSA
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gender, race, and clagdN General Assembly, 201%)hapter 2A Methodology and Method®r UN/making
Anthropocenic Perspectives and Approaches to laamkis to answer the secondary questionslow does vital
materialism and Decolonial Theory expanduaerstanding of UN/making for creatives?andt 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 methodaoioggsearch
creation, the chaptecontinues by outlining howleconstructions a key method for detecting anthropocenic
LISNRLISOGAGSE yR 3ISaldNBa 6AGKAY GKS YFGSNALFEasz YSi
OK I LJG S NI adealiedmitian Sotiing Koy critical theory, case studies, fieldwork, scientific resganct
studio experimentgSee Figs.-8) deconstructing, reconfiguring, or reassembling personal archive of artistic
productionand readymadeswere integral foffamiliarizingmyselfwith the many ecological and sogmlitical
issues carried forward by selecting to use certain materials, methods, imagery and technasgiedl as
dealienating myself from the harm thaersistsin existing systems of extraction, productjatissemination, and
discard andhow one is always of risk of creating more hafmmne is unaware of cignores thepowerful

processes of commodification within material culture that abmthwart its escape or challenge 24/7.

More positively, the subchaptddealienation: Key to UN/making Distance from the Anthropocene and
the Chthuluceneutlines how fieldwork, scientific research, and material experimentations were important for
reducing the distance, or as Jane Bennett ascribes, demystifying the livelinesstaiman and morahan-
human bodies so as to arrive at a state of enchantment wheeeis inspired to develop the necessary
knowledge and skills to enact moeeo-feminist and decolonial thinking whiteansitioningtowardsthe co

RS @St 2 LIV S ydasah Focial gr Samenunity practice

Tosharehow this academic journegnd the development of the UN/making Methodologgs one of

human and mordhan-humancollaboration, sukchapter2.3, Decentring: Key to UN/makimgnthropocenic



Perspectivegelayshow research and speculation were integral for considering dikigrg and noHdiving

bodieswhen conceptualizing, designing, aRlS A @S NA y 3 2 y Safdihovi@Nirkg érid @ofdudtingl O G A (

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

While bringing reattention to the Land as a vital living body in need of caeetion2.4, Degrowth: Key
to UN/making Anthropocenic Gestureslayshow 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 Landw@agltaspeciediving body and not participating imeo-

Ozt 2yAlf aeaidsSvya 27F 3t 20t SO2y 2 YA Ogicdl Ndstir@ion ihét ledids LINE

to cultural genocide both at home and abro&ib-chapter2.5 Decolonization: Key to UN/making Harm
attempts to respectfully cite important Indigenous scholarsliscuss the immense shifts in thinking and doing,
and in turn sacrifices required to arrive at Indigenized/etical/relational aestheticsAs such, each section of
Chapter Twarovidesself-reflective writingto offer insight into how decolonial theory and new materialist
thought were informing or curbing processef 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 playsicabnceptual acts (See
Figuresr4, 7678, 80, 83 that eventually led to the UN/making of a sterile and litter filled institutional garden on
vdzSSy Qa | yA @S NEunsétt fardBY LOdgah yiE2 | R/RE WIAYAGAARay20A2Y &

commodfied object for accumulation and relentless reproduction

Qonsidering sharingr redistributionas atenet of UN/making Chapter3: Outcomes of UN/making
introduces the UN/making Methodology (See FigBire88) to offer other creatives prompts for developing a
more eceethical and Landentric praxis as well asitlines how thedevelopment of an UN/making Network
(See Figur@6) was establishedcross avide variety ofonline platformsto promote positive actions of
ecologicakare and repaias a way o€ounteracingthe onslaught of? 6 | R  eyic®unteel online or on air

each dayAlso presenting a succession plan for the visual(@te Figur89), the UN/making Network
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infographicA Succession Plan famd Eceethical Visual Art Sectaignsdifferent facetsof I y I Rl Q& Odzt  d:
systems of granting, exhibiting, and social engagemétit the seven layers of the forest to explain how

integrating anUN/making Methodologwat fundamental stages of learning andmstitutional mandates for

sponsorship, funding, anclirating could generate more informed and ethical approaches to consiyming

making and presenting

To consolidatehat whichhas been garnered from this interdisciplinary body of resedttiapters:
UN/making: Positives, Problep@sd Proposals for the Futubeginsby reviewing the rationaleand theoretical
outcomes of the research tdarify how deconstructiondealienation decentring degrowth anddecolonization
are keymethodsfor moving towards a culture of UN/makinglso simmarizing how a theory and practice of
UN/making poses many problems for visual artists wanting to transition away from commercial, commodity
driven, objectbased enterpriseChapter 02 Yy i Ay dzS&a G2 | yagSNI GKAar WHatSa A a Qa
else needs UN/making for artists and their networks to embrace, embody, and employ ecologically ethical
approaches to creation, presentation, dissemination, consumption, and discandf®le 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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Figure3: 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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Figure4: Top: Jill Price, Unleashed, 2021 (Video Still) Bottom: Jill Price, Unfurled: Unmaking thefhmchavi®lore-than-human
Perspective (installation shot), Orillia Art and Historical Museum (Photos provided by artist)
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Figureb: Jill PriceTorn: UN/making the Worn (Video Still), 2022,
Bottom: Jill PricelJN/making the Frame (Installation shot), 2022, Campus Gallery, Georgian College, Barrie, Ontario
(Images provided by artist)
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Figure6: Top: Jill Price, UN/making Waste: Shredding for Soil (video still), 2021
Bottom: Jill Price, UN/making Concre@omposting for the Commoifgideo still), 2021 (Imagprovided by artist)
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Chapter 1:Art as theAnthropocene

In the winter of 2019 attended anccarefully listened to a visiting artist talk by Dr. Natalie Loveless in
whichthe scholaprofoundlydestNA 6 SR G KS W! yiGKNRLR2 OSYSQ +a | -02ft2yAl
driven phenomenorof various other phenomengLoveless N., 2019) highly contentious term in that it fails
to discern how some parts of the world inform thityperobjed¢®@more so than otherandlinguistically
denies thematerialities and systems or network§non-human beingsn the formation of the planet as we
know it today thishighly humarcentric and Eurocentric discouroften only attributed to increased
L2 Lddzt F GA2ya YR AYRdAzZAGNAIf Ay y 208kl 2024)0étis/ otigdmisiv & LIdzZNINE |
scholar Zoe Toddndtheir academiacollaboratorHeather Daviinsist discoursaround the Anthropocene
should recognize howcocidecan be tracedackto the birth of colonizationprojectsthat ledto the

systematic genocidef! YSNA OF Qa LYy RA ISy 2 dziDavidRZodt, 76868 S NI & | &

Additionally describethy the American art critic and author Jonathon Crasy W KARYLESH® (0 NR | £ ¢
that requires theddissolution of the relations to the eard{Crary, 2014, p. 63nd relinquishing knowledge,
skill, expressions of care, and moments of relief to the physical and conceptual machines of caipitiaitsm

book24/7: Late Capitalism and the Ends of Sifd.3) some suggest that the geological era would be more

5 Hyperobject is a term made popular by Timothy Morton within his bbbk Ecological Thought, a hyjadiject efers to things
massively distributed in time and space relative to humans, such as colonialism, capitalism, a black hole, or any othengheno
that we can not wholly deconstruct or explain angyorton, 2014)
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I OO0dzNI G St & RSAONAOGSR | a "Wyl LIA & SWoedNPABE REFRNBI KBy IVt @ | &

Wt I ydl d% 3R2@SEHKY20SySoQ

Specifically concernedith the tradition of landscape paintingoted in prejudiced recording and reporting
2 Tnewdy discovered Langs(Gagnon, 2015ndS Y GANR Y YSy i £ WI NI Q (nfodesiof 02 y (i NI
production andmaterial aestheticslf oneconsidesA RS &  Zbgok 24/R20ONBIrx@njunctionwith
12 @St @bndid@A T GKS W! yIKNRLI2OSYSZIQ Al YIe 06S alaaR GKIF G

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

” Considered to be one of tHeiggestchallenges today due to the overwhelming amounts of microplastics existing in bodies

of water and the human body itselieffrey Harte believes this geological era should be referred to as the Plasticene in that
-t F@8SN) 2F WL I adA3It2YSNIGSQ YAIKGEG 3IS2t23A0Ftte RStEAYySIG
radionuclides since the invention of plastiwill provide a material markén the B NJXi K Q &(Haité, RO18) | ®

8 Anenvironmental historian, historical geographer, and professor of Sociolatasgn W. Moore proposed the idea that
the Anthropocened K2 dzf R 6S GKS W/ LA G2t 20SySU Ay GKIFG GKS NxasS Ay
to nature.(Parenti & Moore, 2016)

9 Coined by political scientist Jairus Gravashis bookSavage Ecology: War and Geopolitics at the End of the Wireld
RANBOG2NI 2F GKS 11 6FAQA wSaSkNOK /SyGdSNJ F2NJ CdzlidzZNBa { GdzR
clarifieshow 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 fivehundred years oEuropearcolonial campaigns of capitalist extraction and geopolitical intervention that is replicated

through global industrialism and economics which continue to decimate geographies all around thé®@rorid.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 R02q) y 2 6 f SR3ISa G KI G aOF LIAGI f
SElAy@ameE KE G aR2S& y20 2dzi {p. NB6Odzii KSy SEME (i A TyRp. BIBINY STWEEA NS
I OOdzydzf F GA2Y A& (2180 &y t @ dzy N2 REDY . ABH K Aig P FSt SyiGS L2y (KS
R2AYy3 &2 RAE@B)dzNA Fff fAFSeE

L 2AySR Ay | O2y@SNEIGA2Y 0S06SSy |y {(Mad® IbdfdzMatna&iAghtnicy, R S O
2023F G KS GSNY tftlydlGA2y20SyS I NRP&S 2dzi 2F dzy RSNREGEF Yy RAYy 3
a20A1t |y & LI (Kidam, hafiéz Ndsidiny SSA8MNMElY, B0 BAcKittrick, 2011})hat result in enclosures and

SEGNY OGiAzy GKIG tSIFR&a (2 aRSOLHadGlIdAy3a (BYFETARNISHRZ2 XY
LINERAzOGA2Yy X odzii Fa | LISNARAAGAY3I FT2N¥Y 2F (ORanVaRei Nagin, & OK
Achtnich, 2023}Wolford, 2021)

S
R
28
N

N

2t SNKIF LA GKS LISNFSOG SEGSyarzy 2F 52yyl THeNdchhdcén@d NBTSNB
Reflections on Bodies, Minds and Markeie distinguished Portuguese sociology professamtfdio 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 #hevbazie

humans can extract, produce, live, procreate, communicate, consume,(Rgjan & Crawford, 2018)
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agreement or forceb) an endless resource ready for mining, enclosing, exploiting, farming, extracting, selling,

redeveloping, and reselling twenfgur hours a dayg) an unintelligent body of material to be managed and

adzNIBSATEt SR SOSNE YAydziS 27F S @S Nmgldkat alziNdofiedviit § KS 06 S0 G S
compartmentalized storage container to be drained and polluted 365 days a year for the desires, comfort, and

efficiency of human interaction.

Climate change
Genetic

Biosphere integrity diversiy . /

/ Novel entities
Functional
diversity,

Land-system
change

Stratospheric ozone depletion

?
Atmospheric aerosol loading
Freshwater use
Phosphorus
Nitrogen Ocean acidification
Biochemical flows
B Beyond zone of uncertainty (high risk) B Below boundary (safe)
In zone of uncertainty (increasing risk) Boundary not yet quantified

Figure7: 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 imperialisimany scientists clairthe planethas now reached a state in which it has
surpassed the point it can effectively addréiss 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, 2019y aking heed that some demographics have informed

GKS adlFdsS 2F GKS LXIFyShG Y2NB (KIFIy 20KSNARIZI gAGK W2(K
by waste, poverty, homelessness, food shortages, and other issues brought on by environmenataé ey

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 specificallyridg the last ten years the Anthropocene has become a rich
subject for discussion and representation in public and corporate art mai®pexifically taking issue with how
visual artproduced around the subject matter materially upholds tlwdonial, industrial capitalistalues and
aestheticsof the Anthropocene, or more specifically the Euroceasmuch of contemporar@’ ¥ A YiSNothNI Q
Americahas evolved out ofarlyEuropean traditiongn textiles, painting, sculpture, and architecturgpm
Unsettling to UN/makingirges creatives to pay attention to how the glolbdémand for ecological resources
I YR & S(Sbal Bddtprint Network, 20263r exceeds what Earth can naturally regenerate in a.ye@r
example,y HAamMmd 9 NI K QEODYE SiNIENK2D, Zndaniigihak for five entire months the world
wasusing resourcethe Earthdid not have an opportunity to replenisiiGlobal Footprint Network, 201%alling
on August 2, 2023,supporting datarevealed thatf the rest of the world lived like Canada, the EOD would have
been calculated as early as March"12023 shockingnformationthat cements the need foa culture of
UN/makingtdegrowth across all spheres of human existeimcRorth Americaand how demographics with the
highest carbon footprints must do more to ensure more humane and sustainable living conditions worldwide.

(National Footprint & Biocapacity Accounts, 2022)

B9} NIKQa h@SNBK223G 51&xX Aa GKS RF& Ay GKS OFf SyRIFENI &Sk N
number of resources thaarth can naturally regenerate within a year. It is important to remember that some countries

AYLI OG0 GKS RIFEGS 2F 9 NIKQa h@SNEK22(0 5F& Y2NB GKIFy 20idKSN.
change.
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Country Overshoot Days 2023
When would Earth Overshoot Day land if the world’s population lived like...
Dec 20 | Jomci:o.
Dec 6 | Ecuador \‘
Dec 3 | Indonesia \
\ ‘\‘ Feb 10 | Qotor
Nor2s Lf:"?"‘\\\\, \\ /feb 14 | Luxembourg
g , ?Tcg;;‘;b:f == \\ \\ \ pEC Jan 7 //
ov 8 | Colombia »—
Nov 8 | Colombio \ & »
N

Mar 13 | Canedo, United Arab Emirates

United States of America
./

- Mar 23 | Australia
= Mar 26 | Belgium

S

Oc¢y

% Mor 28 | Denmork
Oct 12 | El Salvador :/ B B WEER]
Oct 11 Uzbekistan - April 2 | Republic of Koreo
E - Apr 3 | Sweden
= Apr 6 | Austrio
= Apr 12 | Czech Republic, Netherlands, Norway
~ _» April 18 | Slovenio
/- April 19 | New Zeolond, Russia
~_—= April 21 | Irelond
_ April 27 | Saudi Arabio
o= May 4 | Germany, Israel
~_+ Moy 5 | France®

= * May 6 | Jopon
* Moy 7 | Portugal
———— Moy 12 | Spain
\"'" Moy 13 | Switzerlond
Moy 15 | Bohamos, Chile, Itoly
Moy 17 | Montenegro
May 19 | United Kingdom
I\ May 21 | Greece

1\ \ \ May 29 | Croctia
J ) \ % Moy 30 | Hungory

Jul17 | Panomo *— E ,/ "' ( \ ¢+ June 1 [ South Africo
Jul 8 | Poraguay /| ¢ June 2 | Chino

X . June 11 | Romanio

SEP

Sep 12 | VietNom =~

Sep 4 | Algeria * // 9,
Sep 3 | Pery, Thailand *— Qb
Aug 31 | Mexico *~
Aug 30 | Venezuelo * /

\

Avg 27 | Ukroine
Aug 25 | Costa Rica *
Aug 19 | Nomibia

7

Aug 12 | Brozil

AU 3 Boito Jun 27 | llon' ‘," Jun 22 | Turkey
Jun 24 | Argentina
For a full list of ies, visit hootday.org/country h ys. Pl
EARTH *French Overshoot Doy bosed on d doto. See hootday.org/france. 2
é% OVERSHOOT Source: National Footprint and Biocapacity Accounts, 2022 Edition Clobal Footprint Network
DAY data.footprintnetwork.org &; i saeaccinlaasans

Figure8: 2023 Country Overshoot Days (Source: Overshootday.org)

Reported byArt Marketto have increase@,700% in volume over the last 21 years and 1#id#ng
2020 mainly due to NFTs coming onto the scéba Notizia, 2021}he global art marketregardless of the
majority ofprofessional artists struggling to live above the poverty (@anadian Press, 2028)as one of the
few markets to emerge unwoundedkespitethe significant health issues and economic disruptions brought on
by the Covid19 pandemic. Perhaps more alarmindp@svthe global wall art markes projected to grow from
$48.50 billionin 2021 to $72.61 billion by 2028stronomical growthhat doesnot account for the wide range

of original and masproduced threedimensional objects filling out thidértCand designmarkets each day

(Fortune Businedisisights, 2023)
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While Canada is one of mamgher umamedcountries constituing only eight percent of the
international art industry, this does not meainat i K S NB A & yhid dourliid Yis ctiltaralproducer®
do better, if taking into consideration how little of the market the nation occupies in relation to how this country
and its industries arexcessivelgxtracting consumingexporting,and discardinghe natural commons

compared to othemnations

2021 Global Art Market

B Other ®Germany ® France UK ®mUSA = China

Figure9: The Global Art Market in 2021 (Source: ArtPrice.com)
[ 221 Ay 3 0Seé 2 ypilitical boyriddrRiés ri201B B \Basported thatthere isa major
international art fairhappeningsomewnhere in the world eachddy Y R @ 3INIO& Sy y | £ Sa 2 LISNI |
(Cranfield, 2018, p. 41JhisneverendingLINE RdzOG A 2y | Yy R LINB a Swadyldenlers tg cla® W[ |

z

GKIFG GKS& ' NB dzyl ot Sovérgatudaties add watartudgatelide maskodher aofplrate NI &
monopolies, the global art market, despite its exponential growth, sy RAy 3 AG& g+ & daAyl2 ¥
percent of$67.4 billion in saleaccounted to only five dealefsy’ H(Freesnan N. , 2018Jhis fact

discouragingly suggestisat despitethe global art markebeingLJdza K SR a2 A G & £(Bdrd, SE (i NE

2015, p. 2¥he number of collectors and artists benefiting from thisrgeoningeconomy is also dwindling.

21



Outside of the deceivinfiscal promiseand fantastical optics of larggcale annual cultural eventsig
city art fairs, biennales, or creative sojourimo remote natural spaces such Barning Man* createsocio
economic and environmental stress on human and ritbea-human geographies. For example, tenice
Biennaleknown to host up to 184 nations in addition to inviting many independent artists to instaljséeific
projects in and around their rising channels of water, drawsdreds of thousands a@burists. (La Biennale Di
Venezia, 201 7ylost recently increasing their tourist tax during the high seasomelpl RRNE &da G KS OA G
insufficient infrastructureéo accommodate the increased influx of passersby, these notewaitualspectacles
alsolead to unmanageable amounts of singise refuse, the flooding of historic squares, backedsewers,
polluted waters, poorer air quality, rent increases, and inflated costs of other staples that often displace long

time residents, workers, and business ¥ SNE T NR Y ({iVinSia, ZDA7)Hughés, 2028)NE ©

In addition toecologicallyaccommodating transient visitors that inundate the city each spring through
fall, anexcessive amount of materimneeded to construct, showcase, and ship monumental art installabgns
exhibitingcountriesand their represented artist§. G dzy y SR (2 € SI Ny GKFI G GKS NI y:
only represents 10% of their overall impgdiAudoin & Osset, 202@ne can only begin to estimate the carbon
footprint generated by these massive art extravaganzas vwarenknows that the Venice Biennale received over
800,000 visitors in 2022nd that one 13,000 km human flight generates the sam®untof emissions as a

person driving a car for an entire yeéAudoin & Osset, 2020)

Internationalart fairs and biennalealso stimulatean exorbitant number o® 02 t € | (0 SN f S @Sy i
institutions, dealers, and artistsan attemptto fiscallybenefit from the increased foot traffi§La Biennale Di

Venezia, 2017As an example collateral event reported 2 WR ¢VeNide QiendahgS a 5 YASY | A NA

4Burning Man is mannual nineday eventinwhichJS2 LJf S FNBY | NBdzyR GKS 3t 20S (NI 0S¢t
adzZFFAOASY G Q O2YYdzyAaidie G2 OStSoNIGS INIA&AGAO SELINBaaiAzy i
that originally began as a summer solstice bonfire. Now a more cedtawnd capitalist event in which you must apply to

attend, and some tickets sell for $1200; the 70,4@9son event has been reported as creating and leaving behind an
abundance of waste despite one of its primary rules is to leave no trace b&hinguiano, 2022)
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2017two-site installation entitledTreasures from the Wreck of the UnbelievaffRusseth, 201M)eemed both a
WAKALWNBO1IQ YR |y dzyoStéxMogana201%) xNeih@iadRoedsculgt@ad) 2 € A I |
YIRS 2F 432t RXI &AE(MSJAR 20a7HE yide@aderitlyytdok up 54NBOts@are feet

across two ltalian palaces owned K S | pNuaté éolie€ai Francois PinauliMorgan, 2017Also pivately

funded by the French billionaire, each wamiiced between 500,000 to 5,000,000 million dollazameA y° & | Yy
edition of three with two artist proofg (Morgan, 2017)esulting in theoutput of 950 works for this onenulti-

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

selected to show athe national pavilions.

T

FigurelO: Damien Hirstbemon with Bow(detail), 2017 Painted Resirl.8.22 x 7.39 x 11.44 (fhoto by author)

The inaccessibility and capitalist agenda of the global art market is furthered by collectors secretly and
az2YSOAYSa AffS3FEfe adiupmionsfhindredSof RiEe siofage umte dkaktpa 0Sa
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 y@nauld, 2021 Qr, if these works arg@ublicly

23



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
wondersWI & 2y CI NJ 3WhpMuseumsire theNdivEhOreh8$2015)providesinsight intohow art

institutionsaround the world arelzy RSNEH2 Ay 3 || Y2y dzXSydlf Wodzhift RAYy3 o622

wSLR2 NI Ay 3 2y Wkithey MbsBuin, MegoNdlitahdVluseum, Museum of Modern Art,
AmericanMuseum of Natural Histoty YR | I NI SYQ&a { GdzRA2 adzaSdzy 6SNB | ff
expand or build anewo keep and draw new audienceSarago dditionally relayd 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
AY LINBLI NYGA2Yy G2 &aASNIBS I qFaragh, 2@ Smprovided cledr piGuiie ohdw (G KS D
art galleries continue to expand their physical and therefore carbon footprint despiténigasajor exhibitions
critiquing or drawing attention tandudrial destructionand climate changeOften thinking we are doing better
as a country to addresnvironmental anagociopolitical issues, eveh I Y I R Q& Odzf (G dzN> £ Ay adi.
signs of reconfiguring how they do busingadth the Ottawa Art Gallery, Beaverbrook Gallery (Fredericton, New
Brunswick), and Vancouver Art Gallery hadlgecentlygone, undergoing, or preparing for major expansions,
and the Art Gallery of Ontario (Toronto) receiving a $35 million donation Bami Reisshe Chairman and CEO
of Canada GooséA Y ONB I aAy 3 wX6 aLl OS (AGOD, 202Fadadn&tioninpich Warraritst | & |

the question¢ Who are these billionairethat can invest in anBenefitfrom suchmonumental undertaking®

/| dzNR 2 dza | 0 2dzi ¢ K| (sopeacki8 ehtelprisis thés8 ifdizdu@ls & dblpgfatidns
invest inthe article Arts Sponsorship: The Slippery Issue of Btkibsisiness scholgphilanthropist, and past
performing artistMichelle Wrightlays outhow it is a welknown and longime fact thatart 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 illicitontroversialpractices might fund variousrms of

unlawful behaviour, unethical investments, or illegal contrabarmlind the world(Wright, 2014)0ften
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referred to as art washirt§ such craftiness by these players creates an abundance of ethical and fiscal

dilemmas for galleries, museums, academies, and artists to nawgdfeafforded, UN/make themselves from.

Interdisciplinary artist and educattvaura Napier expands drmow the contemporary art world is a
volatile and uninhabitable space for artists in her esBag Contemporary Dematerialization of £2015)by
clarifying how the expansive network of premium, secondary, and tertiary art scth@dlfeed intocommercial
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.
NapieralsoA y aA dda GKIFGYZYSGlyRE OGREIYARYIV2IKSNR | OGA DA GA
GKS YIFNJ SO f(Napiér\NeD16Hritists sktfhy @wdectnologies of privilege to assist with acts of

care and repair.

Saying on thetopic 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 theniningof EarthQ @lements.In their articleWhat are the main environmental
impacts of a contemporary work of arf2020) curator and art activishlice Audouirandmechanical engineer
Philippe Ossetvork together toencouragegproducers and users to become more informed abitgt impact of
mining as well athe number of raregarth metals andamount ofenergy required to make, mint, store,
reformat, and showcase such art fornfdudoin & Osset, 20200 hissmall handbook entitled he Anthrobscene

(2015),Professor of Aesthetics and published autfiossi Parikkalsocalls on ceativesto 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
onbehalfofacol@i A2y ® ' fa2 FfAIYSR gAGK GKS ISYGNATAOFIGAZ2Y 27F dz
antkASY GNRFAOFGAZ2Y LINRPGSada X6 A (Daléyk2d18in 2086iwlen th&adrea Kejan toR A & G NS
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 shartrgative workin physical spaces @cross a wide range of online

platforms

t SNKFLA F oFR SEFYLES 2F WINILZQ o6dzi F 3I22R SEI YL
NFTs, was when ighael Joseph Winkelmann, AKA Beeptetneredg A 1 K / KNRA A G A®Qa | dzOiG A 2
unprecedently sell his NFElveryday: The First 5000 dafgs, sixty-nine million dollars(Chakra, 2021)
Immediatelyquestionablen that the work was collectivelpurchasedhrough a form of digital currencgn
equallycontentioustransformationof 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 eris&d®v73 Kwh;
the same amount of energy used by the average European overrforgyyears and generating the same
numberofaNSSy K2dzaS 3AF & SYAaairzya I a dauwmPhrdheinNg, 2% | | o

(Lemercier, 2021(Pratt, 2023)

Beyond elite artistsollaborating with their wealthy patrons and gallery representatiocreate energy
suckingNFTs, just a few minutes on social media also provides a pee#ikat the number of selfirected,
amateur artists flooding the art market, who due to technological advances, can digitally repitheircart
work on anything from a ceramic coffee mug to a polyester curtaiphenomenahat Cultural Geographer
5 AR al Gf Saa YAIKG RSAONROGS | &4 WatkBsQR0l8¥mdie O2 y (G NA 6 d
familiarly aesthetic and ecological devastatibdothing newt in his 1935 essaljheWork of Art in the Ageof
MechanicalReproductionthe German literary criti&®Valter Benjaminwhile calling onartists and the working
classto rise upagainst political agendad the Nazregime predictedhow hobbyistsandart starsalikewould

be ableto record,present, and reproduce at an accelerated réBenjamin,2008)
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Outside of such digital and mechanical technologieen artists still working witlinalogueprocesses
mustconsider the oubf-sight materialities of? ¥ Art{I®arded, stored, and used in past wosds itdoes not
take long to recognizbow mediums, tools, substrates, framing, packaging, and marketing materials greatly
depend on the felling of forests and contamination of watsjustd I ¥ S ¢ Y Akdxi€ sutBthidces &an 2 F
pollute tens of thousands of litres of watéAudoin & Osset, 202@hibiting and carcinogenic realities that
often go undetected or unexperienced by regions of the world that have the advantage of existing separate

from or treatingthe waste they producgGalgani, 2021()Campanale C, 2020)

It is alsamportant for creatives as consumers to takelaserlook at the conditions under which art
materials are manufacturetb refrain fromfundinginequitable and therefore unethical economic systems of
extraction, production, exchange, and discafdr exampleynderstandinghat the production of a single white
t-shirt often depends on the planting of genetically modified se&jg0 litres of water, 250 grams of
pesticides, bleach, underpaid female textile workers, abusive male managers, unsafe working conditions, and at
least sixteen fuetlependent machines prior to the product visiting five different locations around the world
before being sold, foretedlsome of the bleak parameters under which many other massluced¥ (i K,®sycH a
asartist canvasesre manufactured(Cotton@ Journey n.d Art historian and theorisMonica Wagneclarifies
K2¢g (GKS LINRPOS&aa 2F NIz a ¢Sttt la Iy 2062S500Qa O2ya
AYF2NNIFGAZ2Y Fo2dzi GKS F2NOSa 27F LINE RdJ{aghe?, g015, il 275 KS
a statement that confirrmhow 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 exdh@ne
material realities of paper and wood products utilized in the drafting, planning, supporting, displaying,
constructngz I Y R & KA LILJAilygdin idsight iktdhdwiGuxrént appyoSches to forestry are not
sustainable for future generatioremd how the clearutting 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.-22) (Wohlleben, 2016/Additionally, if artists take new
materialist thought serious|yone mustalsorecognize how imagery is a material text that has affactality
that requires creativeso comprehend howaesthetic choices or the use absence of iconographysks carrying

forward anthropocenic perspectives arapproaches to Land.

)

| d’ %

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

More specifically, a culture of UN/makiagknowledges hownternational, tavelling, multimedia
aK2g6a 27T al@asam A, A fpatGingdaigeseale photography, video, and augmented reality
installations such as the cproduced, blockbuster exhibithe Anthropocenby Edward Burtynskyennifer
Baichwal, and Nicholas de Penc@ntributes to the Anthropocene or Technocethge to theW Y I i S N& | £

A O S o'&haEeémain hidden behind, below, and beyond each image or objetbieise monumental art

18 |n their book Cradle to Cradle, Michael Braungart and William McDonough outline how what we hold, see, or experience R
ask YI ydzFl OGdzZNBR LINBRdzOG 2yteée LIKeaAaAOlOrtte O2ydlAya | LILINREA
YFE1AYy3 | yR (Bréuhda®&SNERofcEIghA 200D £p. 28)
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exhibits Reviewed as reflecting treco-suicidal driveof the erall K G NX1j dzZA NBR I OSNI | Ay
2PSNI 221 K2 g(WNdeOX18Bag GsBidHrdtie production and presentation of the terrifying and

yet aestheticized documentaphotographsthose who panned the exhibitionoted how the Womber
attentionQequired for the issues at hand devolved into a sublime spectacle of attraction and distraction due to

the exhibi@fetishization andy 2 @S NNB t A I y O $wilgoy, 2008 (Otesfharh, 2@ Although

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

artists traveling across six contineni$ 2 3 S yfvl Niinuit&heods and overlapping exhibitions Xt8o

catalogues, a feature length film, blogs, lectur@sg& G2 GNHz & ! bk Yl 1S KIFENY 2yS )
themselves from theinethical practices, inefficacy, or fallacy of carbon offseis other carbon credit

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

Professor of English and aesthetic theo8#tven Shaviroonfirms that exhibitions of this scale and
media have no efficacy in inspiring or enacting more-eitical behaviour from visitors as theirl S&a § KSG A O &
not violate the laws of political and physical economy, but oddly subsist alongside these economies and apart
FTNRY (pROY éffer onlyGescapism and not escape fromthatK A OK ¢S RNI @.26) GG Sy A2y
Through these words, Shaviro professes liigital mediaand their technologiesarry forward accelerated
aesthetics and therefore have no efficacy in dismantling-ogonial and nediberal, capitalist systems that
perpetuate environmental devastation and the cultural trauma that often goetocumented (p. 2)Jane
Bennett corroborates the idea that machines and the speed at which they extract, sort, shape, and ship alienate
humansfrom the natural timelines of Earth and environmental systems of rejuvenation when she outlines that
& OGAGLIEAGE AYUNARYyaAO (G2 YFGGSNI AGaStFT 0S02YSa Y2NB
rather than biographical tinié (Bennett J., 2010, pp. 1112) a statement that impliea need for the ontological
decentring of machinic definitions of productivi§ennet also expresses@2 y O S Ny -SIEKLINIS &0E3AS2EyF )

now fullyini KS aSNWAOS 27T §BernettS. Y2001, PIARBIYAR AW NITA2G sRdzS G2 A
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KFa 0S02YS YSNBfe WSYyiliSNIFIAYYSYyizZQ 6KAOK RAGSNI & 2d
materially perpetuatesor isattempting to UN/make or disrup{Bennett J., 2001, pp. 121123)
Lee Mackinnopa senior lecturein photography andesearcher in fields of comparative media
studies, feminismand postdigital visual culturealso encourages the cultural sectordonsiderand critique
how thevisualarts, particularly the mediums of photography, video, or other new media devices of recording,
producemanyethical conundrums. Working fromraew materialist perspective, Mackinnon, in their essay
Toward a Materialist Photography: The Body of W@MKL7),provides a snapshot dfow the ownership of
photography becomes extremely contentious if it works to capture cultures, environpemisexperiences not
one's own. Specifically talking to the work of Giles Duley, wkghéitionLegacy of Wadocumentd the long
term impact of conflictandwa® NBE I 1§ SR adzy RSNJ G4 KS | dzi L BaMagkinnoh WK dzY |
argues how such photographs were just as much created by those and that which were photogespivet as
by the mechanics of the camera itstlfencouragecreativesto ponder if photebased work should be partially
attributed to Yhe power relationSandYhvisible worker€li K G 2 G KSNBA &S KSf LJ (2 0dzAf |

AVGSNI OGAaz2ya GKFG YI1S {@KISO)LIK2(G23INI LIKAO SOSyid LI2aaa

These argumentthen 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 ftdfiom another angleshouldhuman subjectin such photographs
be given several opportunities to refuse their ongoing capture, victimization, exploitation, decontextualization,
romanticization, normalizatiorand beautification for the prestige and profit ofh@rs? Mackinnon even points
and shoots her critique at gallerists, curators, directargl other cultural institutions who make it possible for
GASGAY3I YR 0d@AYy3 G20KSNA AdZFFSNAY3I & GK2dz3K Ad o

the ache of our complicity as consumgrfp. 153)a statement whicheads to wonderingf and when thematic
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art exhibitions exploring socipolitical or ecological trauma become a form of dark toufisis 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 the French philosopheof politics and aesthetickdacques Rancierehen he

calls upon artists to free their audiences from the mere act of looking in his Ho®Emancipated
Spectato(2009) a notion that pleasfor the introduction of relational aesthetics ameladsoneto wonderif

those whoare only documenting or mimickingpat whichalready existsif they too are simply a spectator

documentinga miniscule fraction athe interacting forces in front of thenfRanciere, 2009)

More stronglyan ethos of culture of UN/making investigatethibsewho do not set down cameras or
other recording devicesf privilege to assigithersin needmightbe considered complicit or contributing to the
situations or conditions they amgitnessingand recording@; a question | predicauthor andtheorist of media,
visual art, and literatur&Villiam John Thomas Mitchellould replyyes ashisarticle Showing Seeing: A Critique
of Visual Culturé2002) exposeK 2 ¢ G U KS @GAradz-f 2NJ LIAOG2NAIE (dzNYy Aa |
political panic onto images and-salled visual media(p. 170)6 KA OKB & 02 y @Sy A $py/Livo)tdadO I LIS 3 2

serve to disembody that and those which are pictorialized

Employingdeconstructiorthrough aneco-critical and feminist lenghe next section o€hapter will
look to art history to identify where methods and modes of unmaking have created or carried forwarcghdrm
begirsto provideinsight intowhat needs to be UN/mad® encourageand make room fothe co-design and

co-delivery of postcolonial futurities.

YCoined in 1966 by Scottish professors at the University of Glasgow inMag@ImFoley& J. JohrLennon, dark tourism,
alsoreferred to aghanatourism,wreckage tourism, black tourisrmorbid tourism, orgrief tourism, involves travelling to

certain cites or events that are associated with trautnagedy,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 @iopsi 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 Unmakingas Destruction and Harm

ltiswelll Y26y GKIF{G WdneWinghodl FQ (i1KS yWhddedsed ofisaNting and
destroying have been rich areas of reaction and exploratioedoturies, whether out of necessity, curiousity
or controversyRecorded as beingpnceptually established in the early® Qvéhen artists fed up with the
powers that be, set out to meet the ridiculous politics and programs of war with nihilistiean®rny & A G NI QP v
through performance, assemblagey R O2f f  3SY WRIRIFIA&AaYQ 61 a 2yS 2F (K.
GaKAFTGSR GKS ARSEF 2F NI a I &St SO0 A 2(Kely21998,lpii G NI O A
487) As a result o#Vorld War |the Holocaust, the bombing of Japan, the Vietham War, the Korean War, the
Cold Warandother religious socialand racial conflicts thataveinfiltrated manycorners of the globe since,

ripping, burning, tearing, cutting, puncturingnd 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
G2 OdzZ GdIN&EQ WHzIKI WARFAGNI OGA2yQ NBaAadGAy3a GKS GeNryy
AYE3AS Y I KYBINBaAYH dzA 8 KA YT MBAiNSEAShEID drofpertizs/in réagtionSd LI 2 N
what they saw as ruthless development and industrialisation in Jagaate Modern, 2023W YA YA Y| f Aa Y Q
offering an escape from the prevalence of didactic, persavadocioLJ2 £ A G A OF £  yFI2 NINIQG » BB & >
NEB 2 S thé fixgd3andustrial shapes and sleek formsmihimalistd O dzf L{UatzNBdern, 20230 the
United States,W! NI S LJ2 @S NI Q dziimatedals,meftiddsaizgsSemlafnb @veryday objects
tohelpUN/NYIF 1S GGKS NBAGNI Ayda 27 ((Tate Radéri, 2023infrespoigé td G A OS a
LiFteaQa 8§02y2YA0 Ayaidl oif UNn@ake thenysétvesitor tNirkditionAlli Q@ Sy I 6 f

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

In his seminal essdyeath of theAuthor (1968) Frenchessayist and cultural critiRoland Barthealso

adza33asSada GKId WENIIZIQ 6KSUEKxBeNandeX U0 aNXMAy ¥y 3XyHERE ¥X 0 KK St

32



2 fGSN) . Sy2l YAY H OTHe&nmakidd ef Art (2054Dempddszes3hys indtidh toySpRofessing

K2¢g WFENIQ A& O2yaidlydfte o60SAy3a dzy YIRS RSLISYRAYy3d 2y ¢
and for whom it was create@®pecifically arguintipat HrtCloses its aura and effect when takent of the spaces

for whichit wascreated or whenjuxtapos\ y 3 agalintditH@r works from different places and tinveishin

galleries omuseumsthe anonymous performance artist outlinés2 ¢ Wl NI Q 3ISia dzy YIRS 6K
between sacred and secular spaces as it takes on a different meaning and possibly loses its intended function.

(Anonymous, 2014)

Figurel2: (Left)Robert Rauschenberg, Erased de Kooning Drawing, 1953, (Source: https://www.bbc.com/news/entertainsent
45818204) (Right) Gustave Metzglmonstrating autedestructive art by painting with hydrochloric acid and creating a view from the
South Bank of London, 1963durce: https://www.jewthink.org/2021/05/18/theauto-destructivecreativeworld-of-gustavmetzger/)

{FTOoAYS YA (INIaAORRY Aa 02 / NBI (pdvides exatplds biEdwii S A &
Wdzy VI {Ay3Q KFa 2FGSy Ayog2f{ oSSR | O0Ga 27 RAwWiNIOGA2Y ©
YR RSaA3IYSNEB ¢K2 da2shihe adighl ontdayhivilloyids vird Actids] lead
innovation and enlightenment out of chance occurrences, Kost primarily brings forward works by male artists

working across genres of decollage, collage, abstraction, serialism, surrealismpradely, and more
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O2y OSLJidzr £ | NIig2N)] & adzaseddeXoomrd) ®r&vMNAR53yin wrickhtkeSagisi S NH Q &
acquired permission from one of his personal iddfilem De Kooning 2dis@over whether an artwork could be
produced entirely through erasurean act focused on the removal of marks rather than their accumulétion
(SFMoma, 2023)

Another conceptual artist referenced whéwoking at the art history o dzy” Y I 1 theysad@athkraf
auto-destructive art® GustaveMetzger,who worked at the intersections of art and activism primarily in protest
of nuclear warfare(Tessler, 2021loted for abandonindgfine artmaterials and paint to use everyday objects
such as cardboarahewspapers, and fabric scraprieved from factoriedo critique éthe wastage of
consumerisng (Jones, n.d.Metzger used found and collected substrates in conjunction with otteec
substancesnd unconventional art tools to explore the destructive force or agency of materiale
experimentngwith shape, spaceand compositiorduringprocesses of degradation and decompoaosition.

Undoing Ar(2017)0 @ al NB 'yy /I g4 YR aAOKStf 5SSt @AttS I f2
variety of artists and other literary scholars who have taken up acts of not doing, disownings, refusals,
obliterations, erasures, cancelling, slashing, burning, cutting#lidgs, and other more performativeethods
LYGSNBaliSR Ay K2¢g GKAA (KSaraQa RSTAYAGAZ2Y ©@He ! bk Y

y3a WryS . SyySiadua 62NRAX G¢KS LJzNB LIR2gSNI 2F |

@A 2t $BE&ED £ 2010, p. SH)e following sectionsof Chapterl work throughJane. Sy Y SnititigQri

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 Woddte Modern, 2021)

9 |ntroduced in 2004 in an article by Andrew Boyd and Stephen Duncome in which they think aboughsvegmbols,

myths, and fantasies can be used to stiift political culture toward more progressive values, an ethical spectacle should

strive to be: aParticipatory seeking to empower participants and spectators alike, with organizers acting as facilitators. b)
Opet NBaLRyarAodS yR | RIFILIGAGS (2 &dadspaiedt ghgagitdzhg im&gihdtian of y R LJF N
spectators without seeking to trick or deceive .RBalistic using fantasy to illuminate and dramatize rearld power

dynamics and social relations that otherwise tend to remain hidden in plain sigtopjan celebrating the impossible

and therefore helping to make the impossible possible.
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TheDangerf Aestheticizatior(2001Y° to provide a selection of case studigsconstructedhrough ece

feminist, new materialist, decolonial, and aftolence lenses tanswer- Where do we see examples of visual

art practices upholding colonial, capitalist, patriarchal and petrol perspectives and pradtieati/iinghow

YIEye LI aid FLLNRIFOKSa G2 WdzyYl | A yylicaRiBcoysdnd LI 4a GKS
environmental critique case analysislsobegins to provide a glimpse into whatculture or methodology of
UN/making might need to look, sound, smell, taste, &l likeif artists are to embody and enact ethics of care

and repairthat acknowledge human and metean-human bodies outside their purview

1.21 Readymades, RottingandNot Doing

To begin differentiatinghe ethics and aesthetics&dzy Y| { Ay 3aQ GKFI G 2y S YAIKI{
harmful from a future of UN/makinthat embodies ethicsand therefore aesthetics and gestures of care and
repairi KNR dzaK +y FGGSydAz2y ,pre2esdesind modBsiPpiededatiotYNI GCBINR | o YAAUYAC
iconic workMyBed (1998 Y ¢ KA OK GKS FNIAadG AyadlffSR KSNIJ adl AyS
with used condoms, cigarette butts, and empty vodka botl¢&min, 20172 T F SN& | LISNF SOG SEI
R2 A.yParkaps acreativeand sBIlS Tt SO A PSS 3ISalddzaNBE G2 airayraFe (GKS | NI
FFGSNI I RAF T A Oakfufthercai@iltdddhelmpodtanide yidha readg RS | YR WIKS $§0

art history by gaining notoriety and selling at Christie's in 2014 for $2.5 m{jitlisPetersen, 2014)Vith no

0Ly WHyS S v ¥righindtrieat ofdvdde LifRJODH, she begins by drawing from Néantians and neo

al NEA&GAE (2 RA&Odzaa GKS O2yOSNYy GKFEG ad2 ft26 I®AGKSGAOD
148)F yR NRala G(GKS FSAGKSGAOATIGARZ2Y 2F (GKIG 6KAOK A& dAaAte |
O2dzyGa A& RNI Yl G§AO HFIBDBENnE, liké thé 18Seénkiry Gdrnian ghibosophsryFiiedrieh Schiller,
SELINB&aasSa I ¢g2NNE (KIFd aGKS | SEHKSKESOOACy&BAF d2 B RRY K& (O &
A2t Syid FyR GKS &l @r3SeT AlG @It 2 NR I Brins, dafimgRdntBast [gakish lights, I LIS & =
YR a2y 3 ¥ @&hiler, 2997, 7 @)t A KHES Of F NAFeAy3dI (KIFIG GKSNB A& y2 ¢
RA&ALIRAAGAZ2Y 6Aff LINRPRAzOS 2NJ S@Sy Ay QBehnétsl., A0R15p. NiBhedfave Ry S & &
2y CNBYOK LIKAf 23a2LIKSNI ai O-R@rian peadtide® of datface @at caft onPractitdmeis to 2y D NB
GSy3alFr3sS RYaOKSE BPEFySOSaalrNE (G2 |aasSyoft . 1994 Qditicdi FFSOG A A
a0OASyiGArald DS2NBHS YIFI(iSo (2 ada3asSad GKIG aAG Aa faz2 Ll2aaai
O22LISNI GS 6AGK Y2NIFf A (Kateb22006,Y.[183)Bénbett 3.,(P@1, B.AOR TFTNRASY RéE

35



evidence that the work was intended to reflect the aatt sentiment of needadaisni*, Emin attributeghe

success ofly Bed (1998R dzS (12 G KS UINPraRladiA (SAOENERKISH Kb & 0SSy GKSN
(Emin, 2017)Visually teetering betweesad,disgustingandhumorous 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 questiomsAre galleries and private collectors, not unlike those who profit from

FRRAOGAZY OSydNBas YSRAOAYSS 2NJ GKS 6F NI YEOKAYSS Ay

Figurel3: Tracey Emin, My Bed, 1998, (Source: https://luciawardblog.wordpress.com/2017/04/2thyacey-emin/)

AmotherSEI YLX S 2F Wy 2 (i -niades welaicemgaimbiikine, Hut tNeSriakng of
WENGQ g1 a NBt AY I umppankdSikl9 4 @StudidkMdnalinddRple§ PlatiSg 72 objects on a table

including scissors, a knife, a loaded gun, a whipsa,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, ndadaism, at times broadly referred to as junk art, was an-artmovement

based on the tenetsf Dadaism that often led to collaboration, performance, assemblage and collage to arrive at the

I 6 adINRE Kl GAy3I Y2NB AYyGiSNBad Ay (MekidnWebseSrad) GKIFy 5F RE Of |7
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gallerygoers could use to give pleasure or inflict paipounga  NA Y | 6NI Y2@A0 ailiz22R Y2

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

hTGSy aLR|1Sy G2 Ay NSthehowenaadnflueree oftBeccrondi®etianmkinal G & 2 1
2018)this thesis proposing eulture and methodology for UN/making cannot help muestion how women
artists conducting experiments that further rithe subjugation oharm of their bodiesis helping to UN/make

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

Figurel&a I NA Yyl ! 6Nl Y2QPA 02X wWKEGKY hX mptrnI {ddzRAZ2 a2y
(Sourcehttps://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 thamvite gestures of care or giving pleasure? Does giving pleasure
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require more intimacy or risk something more taboo? If nothing else, beddbgthm Q1974)illustrated how
humans under certain circumstances would very publicly choose harm over care towards another thenan
performance, albeit om smaller scalgrovides insight into why some humans and their industries or
institutions persist in the decimation of human and méhan-human geographies for personal gratification and

profit.

Figurel5, Jane Sterbak, Vanitas: Flesh Dress for an Albino Anorectic, 1987
(Source: https://150ans1500euvres.uqam.ca/en/artwork/19&¥itasflesh-dressfor-an-albino-anorexieby-janasterbak/#description)

WEYS {GSNDI] Q& \aBtash ResmDrasSioihn Abigobredid (87additionaly

2¢Ait SR G2 NBFSNBYOS | (&L 2F 5(Briabfica, 80ihtt tAFS LI AydAy3
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provides aninterestingcasestudg ¥ K2 ¢ | SaiGKSGAO0a Ol y 0Si NI gExttenfelyl NI A &
controversial at the time and purchased in 1996 for the Centre Pompidou collection in Paris despite its gradual
RSGSNAZ2NI GA2yE {GSNDI 12 6KAES SELX 2NAYy3a K2g Of 2GKAY
¢handsewn dress made fromtwenty KNS ({Af 2a 2F @dalels RO9YNotdghetfpical y{ &G ST |
dzy RSNAE G YRAY 3 2 Fin theiMeréh 1992 idsiief é8tforiit Nancik SiiBcioEh& ABsociate

Curator at the Guggenheim Museum wratgsiig the dress as a metaphor for thdturally inscribed body, the
FNIA&AG KIFIa ONBIFIGSR Fy SSNRAS FlakKAaAz2y aK2gsx wX6é RSaal
(Spector, 1992) f &2 SIYAKIBEA TS GKS 02y G NI ald o Rowle§, 3991pa0 y A G & |
RSEADBSNI aF ONRGAOIE O2YYSyll&Déry, 2021)hrdagh Setedidiriistldndy 2 y & |
an ethos or culturef UN/making ask- How does a woman wrapping themselves in beef escape the spectacle

2F FlLaKA2Y S RA&ANHzZIN K2¢ 62YSy |NB adzwadaAl 4§SR FyR GN
the power relations in the art world@r, if artists and their institutions are to become as seoiditically and
environmentally accountable as demandeibther spheresof society- How does this artwork take heed of

FYAYFE NAIKGaE NBRNBaa (GKS YSEG 2N Tl alelpdyepak §6d1dza G NR

inequities?

1.11 Explosions and Eradication

LYALIANBR 068 aiKS GA2ftSy0S 2F GKS O02YAO adNALE o
A3 Ly 33 -éngling refioxsBof waS(TagNeD22) 2 N St A ICold Darkidatte IO )is a
haunting piece of art that used methods of exploding and subsequently burning, malicdgrasure to make
WO2yySOiArAz2ya 0SGeSSy GKS g2 NI WRubBafd, 28R S DSal ARI 08 6§
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¢stidgbbard, 2022)
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https://www.artforum.com/contributor/nancy-spector

the piece was created by working with the British Army and plastic explosives to blow up an old garden shed
O2y Gl AyAy3a I ¢gARS NIry3S 2F O02ttSOGSR KdzYty o0Sft2y3aiy
a1FdS wX8 KI AND NHzA K NXADaEE 808400Egudbly mimicRifgithe Bestructiveness and

disturbing amount of detritus brought on by war, one can see how artists are always at risk of carrying forward
ideas, imagesand acts of violence; an argument confirmed by Sumantro Ghose in their &ticlen Away

6KSY (GKS&@ ARSYGAFASR tFNJSNIFa LI NG 2F G¢GBosedSy SN i

2004)p K2 KI R al NBfdzOGl yOS (2 f 2 AGhosE, 2008 NR odzi Ffaz |-

FigureleY / 2Ny St Al t I NJ SNR& wmddm / 2fR 5FN] alGdSNY 'y 9EL]
(Sourcehttps://commons.wikimedia.org/wiki/File:Cold_Dark_Matter_.jJpg

7

Ly FGOGSYLWAYy3 (2 aKATG LISNOSLIIA2ya 2F WdmlMiepA y 3¢  FN

ethos of UN/making asks artists and audiences to l@ols &€ 2 y R (i K RN} YIFIGAO @Aadz £ A

ColdDarkMatter to speculate about its effect on differet OS G a 2 F 2 §h8 Quastiodther Y dzy A (i &
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militaristic method in which the shed and its contents came to be charred and unmade from use. In no way
ONARY3IAY 3 | 0o dathistonfidéfBed Syycpitaisth and industrialism, where issues such as

Ot 2yAlLftAaYyz 3It20Ft ¢ NMAugHErd, 2028ersisiiheRifstighestign tiat @@8sS y R S NJ
is¢ 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 experim@rate, 2022)

is it also important foartists 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

device®

oA o AL A

{AGGAY 3 t2y3ISNI g A (GoldparMattetlzgy & KRNE ANBEBS5EBYH T aal ]
like throwing a pebble into a still pond. The artist may not be able to predict where the ripples wil lead
(Hubbard, 2022) also began to think on how tteund d explosions have the potential to trigger trauma and
disorient human and morghan-human ontographieqKatz, 2019Pue to seHcritiguing mypersonaluse of
readymades, | 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 tlgentrification of sallyann and thrift shops and heightened by noting the
innumerable amount of tent cities that have taken form around the world dudaéogrowing number of
displaced refugees and homeless needingraléves 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 theunstmuseum Wolfsburg because of complaints by the animal rights group

PETA®, Damien Hirst, supposedhprrified and saddened by zoos and wiagtto draw attention to how human

Z2PETA 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 millionsezftures each yeamnstalled A
Hundred Years (1990n exhibition featuring a variety of dead animals slowly degrading within tanks of

formaldehyde (Copleston, 2022)

Figurel7: (Left)Damien Hirst, Mother and Child Divided, 1995, cows, wood, glass & formaldehyde
(Source: https://parkstone.international/2019/06/12/shelleysandalof-the-month-spotlighton-damienhirst/)
(Right) Marco Evaristti, Helena & El Pescador, 200Qyimrlinexblenders, goldfish, and electricitinfage credit: Marco Evaristti)

Reported by Artnet in 2017 to have worked with 913,450 dead creatures, some of which Hirst
ALISOATAOIEE & {Aff SR T20Coldskin @ d2DIRh Seatli tlIDf SKANKS fisk, sovy, 2 T K
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 tanksoafc formaldehyde(BallantyneWay, 2017)
offering a perfect example of blatant visual and material hypo@aigyhow creatives often become feffenders
when creating socigolitical narratives or attentiorseeking work(Westall, 2022)

Also leading to the eradication of fish in an exhibition was the notorious installation by Ghdean
Danish artist Marco Evaristti who placed téoulinexblenders filled with live goldfish on display in the Trapholt
Museum in Denmark as part of an exhibition entitlege Go BlaclAccompanied by instructionitransform the

L

content into fish soug (Boogaerdt, n.d® @+ NA &G iA SELX FAYSR (GKFG GKS 62N
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RS a i NHzO i A @\8ebien BER)USo/ Grgnduseum visitochoosing to push buttons on the blenders
entitled Helena & BPescador (2000}he installation was unplugged and chargesre laid againsEvaristtiand

the gallery director Peter Meyer for animal cruelBpund innocent due to testimongutlining how the fish

would not have felt anything due to the speed and force of the blendétdnaking also encourages the cultural
sector to query why the woman who pushed the blender button was not chameahy cruelty to humans was
not exdored, in those othersn attendance including children, may have been caused to worry or even witness
the fish beingpulverized.

9 g NR & i G AFo@ivetMie HeleN2OLIE SO F 6 KA OK (i KddcernatzBORUC theil (i | NIi A
GSNNAOGES KFONBR FyR (KS f I @Rvarigtf 20tizplde&i ik Bibleydrgahd 0 Sl ¢ S
Torah inthe bottomof afisk A f £ SR | ljdz- NAdzY gAGK &akFyR FyR LIXIlyida &z
G2 GKS 3INBI {(Evasst 2@ 1)Howevdr, lwithozhl&ikure dIN/makingit is important tonote
how Evaristtistill failed to consider the welbbeing 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, Carvingand Coverings
F'Y20KSNIJ Wdzy Y 1TAY3IQ GKIFEG Ay @A G $Rinteradié g@yfodrBnc&ud Y 6 S NE
Piece (1964by Yoko OndDressed 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 waddgnize thatvhat they were doing
0KSe 6SNB R2Ay3a (G2 I g2YlLys NBO2ftSOGA2ya NBGSIHE SR

square of fabric from her sleeve or the hem of her ski®no, 2017p KAt S a2 0 KSNBE OF YS 02f F

iKS FNRY(Gd 2F KSNJ 0f 2@26,201ANI §KS adNF LA 2F KSNI oNT ¢
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Initially intended as a happening that would helpdematerializethe distance or hierarchal dynansic
between the artistand the viewerYoko sharedd 2 KSy LCutPRcEG KS3ISG Ayid2 | GNI yOS
FNAIKGSYSR® 2S dzadzr fte 3IAGS az2YSGKAYy3I 4 A ((®no,2010)dzNILI2 &
(La Force, Lescaze, Hass, & Miller, 282@mes &ft clutching scraps of their suit to cover their breagisit
Piece(1965)LINE A RSa ONBIF A JSa ¢AdK Icanbaguiskiylugdane dlen o2 ¢ | NI A 3
carefully considexd ina project's design diully understanding the anomalies of humbahaviour when staging

an interaction or happening.

Figurel8: Left. Yoko Ono, Cut Piece, 1965, Carnegie Hall, New York
(Source: https://www.thelonelypalette.com/episodes/2018/3/29/episo@8-yoko-onoscut-piece 1964)

Circlingaroundto Landbased art practiceoutside of more ephemeral art practices such asdhee

seemingly harmleseaf arrangingand rock piling' of Andy Goldsworthyw 2 6 S NIi  { Spikalieitya(29y0 &

24Whether informed by art of the past or the inappropriate appropriation of Inuk shucks into pop culture, rock piting as
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 natiRecha, 2020)
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andGlue Pouf1970)F NB (i g2 W dztdriyhdrmyed @ddethanflimian ecosystems. Createldring

the same yearfor SpiralJetty(1970)Smithson calledn a crew operating dump trucks, a tractor, and a front
loadertocarveA yii2 GKS fFyRaOlILIS | YR RAAaLX | OYDiaAtFoundation] 2 y &
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 1I5F 2 24 ¢6ARS ALIANIf GKIG gAyRa Ayid2 GKS g (SN

Figurel9 Robert Smithson, Spiral Jetty under construction, Rozel Point, Great Salt Lake, 1970by@3iatdranco Gorgoni, Source
https://grupaok.tumblr.com/post/655613686828908544/robesmithsonspiraljetty-under-constructior)

{FAR G2 KIS 0SSy ONBIFGSR RdzS (2 {YAlKaAz2yQa FlI ac
(Smithson, 1996) YR a0 KS I NI A adQa LINB 2 OO0 diBbdizkes A, 2@10, p.RR)si KS O2 )
evident that the artist, although O 1 y 2 4 t tBeRo3shoftfi site that results from the process of
representation¢ (Boetzkes A., 2010, p. 2@ not stop to rethink or resist contributing to the decay of the

shoreline.As a resultlike much of the Land art and public art that continues to take shape tcjayal Jetty

45



osignals the artist's withdrawal from the attempt to construct a totalizing perspective of thg feetzkes A.,
2006, p. 3)n which the morethan-human or original Indigenous stewards of the Land would be consulted prior

to or when engaging with placesunique geographyecology and presettler histories

Figure20: Robert Smithson, Glue Pour, 1970, From left, R. Smithson, D. L&ndérippard (Photo by Christos Dikeakos)

{ YA KGue Pa@@E970)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 clagankcloseto the Universityof BritishColumbiaasa | & G dzZR& Ay S NP 3
I Sa i KédRNIage | ( ( Bng dsa @ofesdviosetiolence like Humpty5 dzY LJfia, €adneverbe
undoneg (Lauder2015)a chemicalcrimethat would more than likely draw additionalcriticismtoday asthe
Canadiarpublichasbecomemore awareof the dangersof industrialspillsand how muchof BritishColumbiais

uncededterritory.
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Even the rigorously researched, skifided,slow,and collaborative works involving community by

Sa WwS|

X«

Jeanne Claude and Christo cannoebamineds A (i K2 dzi O2y i NP GSNER & d . Saai
consistently beingovel K R2 4 SR 2NJ adzoadzYSR dzy RSNJ / KNR&aidi2Qa ylYS
collaboratorsthrough an ececritical lens, the conception and execution of these monumental endeavours

posed many environmental concerrior examplebeyond the excessiquantityof synthetic textiles required

for manyinstallatiors, many wildlife experts wouldonsider works lik&Vrapped Coast (196&8ndWrapped

Trees (1994998)as negligent in acknowledging mettean-human ontographieslo be specifiadhe one-and-a-

half-mile installation ofWrapped Coasf1968)would havepreventd coastal birds and other seaside creatures

from safely leaving or accessing nests and feeding groiamds/o months,with otherreports outlining howthe

[etN

wrappingofl dzZA G NJ f Al Qa [AGGES .1 & O2FaldtAyS Ay {@&@RySe Ay(

assisting with the instal(Blake, 2020XWhite, 2020)

Figure21: Wrapped Trees, 19998 (Photo by Karel Julian Coourcehttps://creativecommons.org/licenses/bgc-nd/2.0/)
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On a similar note, after 36 years apbposing multiple iterations for different locationdganne Claude
and Christo finally realized/rapped Tree§l998 at the Fondation Beyeler in Switzerland. Once again using an
abundance of synthetic fabric, the couple covel&® treeswith 55,000 square meters of polyestand23 km
of rope(Christo & Claude, 20L,% covering that despite only being up for three weelm)ce agairrestricted or

denied the coming and going of local wildlife in needhefr nests, shelter, or storehouses of faod

1.13 Melting and Mutilation

[221Ay3 G2 WI NEithclimdelcliangR OMBr liagsén offeSdrekis supplant natural
elements into urban environments so those living in the city can witness and become more attuned to the
realities of global warmingh G dzt G SR Ay FTNRYy(d 2F [2YR2y Qa lcdinSdea 2 RS N.
with the meeting of world leaders at theOP24 climate change conference in Katowice, PplegiVatch
(2018)was atemporal and immersive installation of melting iamse out of V@ NJ A Y Feolbdisivikik &
Rosingo trangport over 100 tonnes of frefloating, glacial icdrom the waters of the Nuup Kangerlua fjord in
D NEB Sy (valghkaga, 2018R1zLJLJ2 8 SRt & @& & S LI NI @Snelting b e dcepg a KSSda |
(Yalcinkaya, 201®ne only needso read a little bit about the impact of air travel, the effect of doomsday
climate change science on publi€sind the importance of leaving icebergs in the water to maintain lower

temperatures it is cleathow Eliasson is contributing to climate charagemuch as he is commenting on it.

25 Based on a 2022 report on the affects of climate chafiye, David Suzuki Foundationtlineshow both the direct and

indirect experiencing of climate chang&nifested 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,

KdzZNNR OF ySaxO02y (i NRAodzi Sa 20 IsttsS garixigty) dEBresdidh, pasyumatiK trésd didorder, | Y R Y
ddzA OARS>Y &l RySadaaz SO02t23A0Ft AINARSTI ddzoadl(@uki& 6dzaST RAY
Hannington, 2022)IPCC, 202Also clarifying how different populations are disproportionately affected, the article

clarifesKk 2 ¢ G KS aOASYGAFTFAO NBIFIftAGASE 2F OftAYFGS OKIy3aS KIF @S a
A0ASyGAaGasz ¢ (Shziks&Eanningfor, 2028is Aheslsadidsattiststo the listto requestcreatives shift

their research and creative outputs to counteract the negativity and hopelessness that hinders action.
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Figure22: Olafur Eliasson, Ice Watch, 2018, 30 blocks of ice, London, England
(Source: https://lwww.dezeen.com/2018/12/12/ieeatch-olafur-eliassonrinstallation/#)

Moving beyond the removal of ice to the removal and reconfiguration of flemch feminist,
performance artiSORLAN uses her body as the substrate for invasive mutilation proc€sessing 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 pnodigalares
02 WRAANHzZII Q LISNOSLIiA2ya 2F WARSIEt 0-Skrificé @ thé@dnarmeofi K 2 dz3
KSNJ WFENIAAGAOQ LINF OGAOSE YR LISNKLIFLA 2yortedtidy f SOSt
need to goto get attention in a malelominated industry ORLAN contradicts the claim that she is challenging
traditional notions of beauty in that she chosedmaw from past beauty icors dzO KLednardo da
+ A Y dondLIsa1503)andC NF Yy e2 A &4 . 2dzOKSNIRA RS LORAAN 89 agjilsthérKkS I 2R
appearanceaather than embraimng her own appearance or appropriatgthe lips, cheeks, and chinf icons
noted as homely or odd in appearan@editionally, by &king up the same methods used for cosmetic

enhancement or reversing the gravity of tin@RLAN alsfails to disrupt a capitalist system that creates the
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desire for artificial augmentation and correction involving dangerous and expensive procegtbielsin many
cases are irreversible amdinlead tolife-threateningcomplicationsNearlyverging on narcissisrthe artist

provided audiences witlan example of a selfie cultungrior to cellphoneghat directs all attention to oneself

and keeps one from looking and caring for the world around us

Figure23: ORLAN before, during and after procedures.
(Sourcehttps://medium.com/@gsealexander/orlabefore-transhumanisri4e214b4386c¢)

1.14 Shreddings and Smashings

hdzi aARS 27 . I y| aGrwith aZBKIbGERE)SHat highlidhed oW ven anti
O2yadzYSNRA &G WINIQ A a(EdwardsNBR2R A @R B (SBkdfkDODRWHILaR A T A SR
AYLRNIFYG LISNF2NYIFGADBS FNIs2N)] GKIG LRAyGa G2 K2g S
Wdzy YIF YV N @®mP3I 2dzi 2F [lYyReéQa ySg asSyasS 27FScaeap 2 NI |y
Serviceg1995) to the Tate ModerrLandyin wanting to shine a light on the material excess of the Western
world, gathered up and catalogued all his belongings and pastarit before working on an assembly line with
a staff of ten to smash and shred over 7,227 objdotduding art by other artists, prior to sending everything to
landfill. Somewhat impressive in that the artist temporarily UN/made his attachment to material objects
NE3IFNRfSaa 2F KAaia ySSRa 2N Iy 2 owiGridnal@yalsaudnadedneSy G | f
narrative or validity of the worlas the destruction versus the sharing or giving away of everything he had,
contributed to the arrival 06.75 tonnes to what the artistS ¥ S NNS R (i 2(fastei thaw fhé ayaraget A  f
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lifespan of a decorative or functional objeabnicallyrequiring the artistto accumulate more things and a

significant amount of debt upon the completion of the wofuck, 2021)the EYE, 2008)

Figure24: Michael Landy, Break Down, 20@h Artangel commissiofffhoto credit: Michael Landy/Parisa Taghizadeh)
(Sourcehttps://www.bbc.com/culture/article/201607 13michaetlandy-the-manwho-destroyedall-his-belongings)

Dropping a Han Dynasty U¢h995)by Ai Weivei provides aother example ofwhat some might
considerthoughtless destructiorDocumented through three photographs in which the artist teeters between
being acreativeandavandal, Ai Wevei dropped a 200§earold ceremonial Han Dynasty Urn as part of his
ongoing exploration of transformation and destructjghemes that allow him to comment on past and current
regimes in China performativelfrgued that the act and documentation of destroying the artifact worked
better than preserving the vase to increase its importance and yéheecontroversy lies in the fact that like
Michael Landy, Ai Weiei 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
Floridaartist Maximo Caminerto look atAi WeiveiQ & LJK 2 (i 2 @iNdtatidK & aldo dlestraySaid 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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2,000yearold Han Dynasty uritbatad ! A KF R RALIISR Ay ONRIKG AYyRdza G NR I €
authenticity and the value and meaning of original artwb(KMadigan, 2014and dropped it to the grountb
mimic the exact action of Ai Weei in his photographs; a perfect example of how violence, destruction, and in

this case iconoclasmmayinspire or embolden similar destructive actior(®ublic Delivery, n.d.)

Figure25: (Left) Ai Weiweg Dropping a Han Dynasty Urn, 1995, third panel of the triptych, (Solitpes://publicdelivery.org/aiweiwer
droppinga-han-dynastyurn/) (Right) Maximo CaminemDropping a 200§ ear Hans Dynasty urn of Ai \Wei at the Perez Art Museum
in Miami. (Source: https://news.sky.com/story/artistnashesl m-ai-weiweivasein-protest-10416970)

1.15 Burialsand Burnings

P'Y203KSNJ F NI AadG as swhimfed fodrawdateyition td soofdli@icalinfusSideddas
73-yearold Australian artisMike Parr. Somehow getting approval for a costly, monumental, and disruptive
artwork meant to serveas a metaphor for all of the histories that have been buried or coverdulyups nation,
Underneaththe Bitumen(2018)involved Parr entombing himself in a 25 square foot storage container,
Gdzy RSNy SIFGK al Oljdzr NAS {SINKE & 2 §SehagMVbrielid@e/ 2018JoF sevierityBvo O2 f 2 v
hours. Stating the work was creatéal point to how the nation covered up the brutal and unjust
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excommunicabn of prisoners, the transportation of enslaved people, dhd genocide ofndigenous
communities in Tasmantaecause ofhe Black War with the British, during the performarRarwatched and

read about the world from below while cars and trucks unknowingly drove overhead unaware of his existence

(SebagMontefiore, 2018)

]
—
Al
I

Figure26: Mike Parr burying himself under a road in Hobart, Australia, as part of the 2018 Dark Mofo winter.festival
(Sourcehttps://lwww.cnn.com/style/article/australiamike-parr-road-intl/index.html)

Commissioned byhe Museum of Old and New Art to draw attention to Indigenous histories that have
been buried for 200 year#he performance was et 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 pdshds a result,

what started as good intentionsesulted 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,

GSttAy3a GK bS¢é ,2N)] ¢AYS&X aLiQa ¢6KSy LIS2LX S FSSft

Iy y 2 & 8Bndan N., 2018)

Figure27: John Baldessari, Corpwsfers and process photographs from The Cremation Project, 1970
(Sourceshttps://www.wikiart.org/en/john-baldessari/thecremationproject-1970, https://www.linkedin.com/pulse/bursbaby
alexandregama/)

Disregarding the recent TikTok gimmick of Martin Mobarak supposedly burning a small drawing by Frida
YIFEKE2 (2 OmnBfundife takensi(NFTEX 6 AY 2NRSNJ 2 aSyR wazysSQ 27
Gdzy T2 NIlidzy §S OKAf RNBySaal &&8XBA | a8 Y(Befiary2fRRiBsi&nd RINI F
Hirst burning nearly five thousand of his dotted paintings as pahnisgfroject The Currency (2022h which the
artist offered collectors a chance to buy the original work or an ensugking NFT of the original, upon which
the other would be destroyedPolan & Holland, 2022he most notable burning in art history may be John
. I £ RS &ranmatiah Prdject (1970%aid to be drawing a connection betwette human life cycle and the

practice of#rtQthe conceptual work, most often shared asiagularimage of a jar filled with black cookies,
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wasin facta much more complex project in which the artist destroyed more than 100 paintiadgcking,

slashing, and tearingrior to dragging the wrecked images down to a local crematorium where hetlihared

them and placed the ashes in a series of boxes with epitaph like plagues. Often oversimplified and therefore
seemingly innocent and playful within more current retellings, this work, despite crematoriums probably being
the safest way to burn matter, stilhises environmental and social conceassremation depends on the

burning of fossil fuels and produces an enormous number of emisdion$o what is burned inside the
chambersAs everthe cremation of a human bgdeleases carcinogens into the air due to the combustioh
gasses, particle matter, fine dust, organic pollutants, and heavy neial$ohuman bodiesnow more than
ever,contain foreign materials such as metal rods, plastic implants, and radioactive matamnaisan only

imagine what toxinsvere released into the air upon Balskari burning years of paintingsreatedon

commercial billboards and canvd®'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 cremdteeir loved ones? ort Should 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
cleansingand ametaphor for the lifecycle of human life, find their way iratn exhibition entitledSoftware:
Information Technology: Its New Meaning fat in amuseum that honouws Jewish lives lodb ethnic cleansing
because of Nazi occupatiof?dzd 3584 (i SR A GKAY (KS SEKAOAGA2bA®RE OF (I f
FNIg2N]la 6SNBE AyOf dzZRSR a2 dzy RSNXYAYS y2NXIf LISNDSLI
exhibitiong (Burnham, 1970, p. 1®)as the work selected because it demonstrated how human bodies are
hardwired to destroyor like technology, art has the benefit of distancing artists and audiences from the harsher
NEFfAGASE (2 GKAOK (GKS& INBE O2yySOGSRK 9AUGKSNI gt &z
for downsizing to a smaller stud{eier, 2020) could be considered a reckless act that failed to consider how

the burningor its presentation negates the suffering of human and rbv@-human lives(Meier, 2020)
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Anal KSNJ Wdzy YI 1 A Yy 3 RiartrBuknyh@l968)deNafres [Dckwdodi Inspired by conceptual
sound artists such as John CAgeckwood, as part of héfransplantatiors S NA S & = o-NBIBISRNI 0 WFFQ y
piano to the ground to generate a series of recordings that could be considered music or noise depending on the
listenerr ReSy I OG SR YR FRIFLIWSR YdzZ GALX S GAYSAE aayoOp Ada A

crafted, ivory, and varnished wood instrument becaeaveloped in flames, the player and onlookers breathe

in harmful particlesrbm the smoke.

Figure28: Annea Lockwood, Piano Burning, 1968 & instructional score.
(Photo by Geoff Adam$§ourcehttps://www.annealockwood.com/compositions/piantsansplants/)

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 prannethos or
culture of UN/making pposes that artists do not necessarily need to dispose of methods of destruction, but in
the spirit of CharlesBukowskj dburn and destroy ordinary concepis Xt® substitute them with new truths that

NHdzy R2gy FNRY (KS (2L 2 ¥BukowsRi20RBtb dontemylikeif W dzB B RREKS K S
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works that utilize shock tactics to garner fame and fortimapire paradigm shifts in seeing and doorg
encourage otheatrtists 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
Yy202NASGe 6KSYy Ylye K2 A0S FYyR ONBIGKS WIENIQ FNHd
been inculcated or hypnotized by cultural phenomeéhnat dullsour senses? Or, has muchtbé modern,

industrial worldreached a state where gestures of care and repairgdaitkaudiences out of patterns of apathy

1+

and violence that infiltrate our day to day lives? DIK NR & G A Yy I/ K| dzowelKsgrigBhodAf, ! . / A

argues thatghock arfls at risk of closing minds thatit does not bring people alorglowly or gentlyto inform

them aboutimportant and often hidden socipolitical issuessuggesingthat when artists go out of their way to

use disturbing imagerylisgusting materials, taboo methods, obscene sounds, or repugnant dmstlsthe

publicout of their comfort zones or challenge undastings oW NIIZQ (G KSé& Yl & 0SS ONXBI {7

disdain for thedtrtQworld as it is not whathe majority of peoplevant or needf NB Y (Mirauddj 2007)
Outliningmanyother examplesof Wdzy” Y | {n&ryhstargin which processestext, andor images

generateda senseof despair fear, anger,or hopelessnesa its publicsor traumatizedmore-than-human

ontographiesthis thesisproposesthat FedericoC S £ fquoig, Kltiszbetter to destroy than to create when you

are not creatingthos& S¢ (G KAy 3a ¢ KA OR®miayNiBagaodstiating pojhtSad Bhatsa heM® > &

definition and thereforeculture of UN/makingneeds to beFar fromcondoning destroying something simply

2dzi 2F KI@Ay3 y2 WI22ROVRARGT V22NERINKAYAKISH aSKE82RE?

Wy S O Sisaddroll@&n@tic as defimgW I Ndcansructin Y SQ& | NI LINJ-féninist@&olani& NP dz3 K

new materialist, and antviolence lensedo replacedestructivemethodswith actionsof care and repairpffers

creativesan ethical playgroundh whichto reconfigurethinking and doingEquallyessential to hold on to while

movingfrom Chapter Ito Chapter2 is howWilliam John Thomas Mitchelirongly believes thatt @A & dz £ Odzt i

26 Federico Fellini was an influentiglian 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.
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https://www.theguardian.com/artanddesign/art

the visual construction of the social, not just the social construction of vésibhitchell W. J., 2002, p. 170)
implyingthat images, objects, and actions have the power to readjust the way we see, think, and interact with
the world around us. With this argumentinind, Chapter2: A Methodology and Methods for UN/making
Anthropocenic Perspectives and Approaches to batltheshow anUN/makingMethodologyaligns with a
researchcreation methodology in that like its methods ggeculation, enabling limitations, problematization,
adaptation, reflection, reconfiguration, and enactmeitK A & (i K S & df de€bastructBridé&atieRation
decentring degrowth anddecolonizatiorusher in more ecethical approaches to creative practice that
prioritizes environmentalaestheticd” and shifts¥ | #in @n individualistic mode of production and

~ =

commodification of an exclusive prodyo the co-creaion ofinclusive goods Y R WI NJI.Q | & a SNIA O

Offering aseries of case studies thatncourage more intelligent and sustainable engagements with

vibrant matter and lively thingé (Bennett J., 2010, p. vidndconcrete examples afhereW | ibeliofes

AYUSNRAAOALE Ayl NBE &0OK2ft | NE(RakL2016hapterisetd subtdillushidiemdnl | & S

deconstruction, dealienation, decentring, degrowth, and decolonial discourse asisteiingbS & 2 y R FW&IONJi

WENIG AYZQ FyR Wi NF ZFNRNRDALGGKKESNIG v/ ENERLIZ2ASYSmeEan 2 T (K

27 Environmental aesthetics imarea of philosophical aesthetics that evolved from a preoccupation withraithe

neglect ofaestheticsfound within more natural settingsiSince its early stages, the scope of environmental aesthetics has
broadened to include not simply natural environments but also human and hdmgri £ dzS y @Carfson2202%)3 = ¢
reality that demands one clearly identifies what type of environmental aesthetic they are referencing or imagining.

28 OQver the last 15 years, multiple books, articles, and exhibitions have been pulthstiddve 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 Planthroposattnes 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 Hardwamgwaysuggests that there is a need to
collectively move toward an era in which society embraces existence through practices of storying and becoming that
acknowledge how humans are just oneaultispecies species amidst other mesgpecies species and how the biotic and
FoA20A0 0SAy3aa 2F GKA&A 91 NIK KIFI@S (H&a&vayDe 2035)) 2 KSf LI NByS

58



answerthe research question Where can we find examples of visual art praxis disrupting or partially

UN/making anthropocenic perspectives, aesthetics, and approaches t8 Land

59



Chapter2: A Methodology andVethods for UN/making Anthropocenic Perspectives and Gestures

(Un)fortunately, what follows unravels as much as it (re)kn@sapman, 2020, p. xv)

t SNKI LJA 06Sad adzYYSR dzLJ Ay GKS T2 NEwwngsandXhatsb | G I £ 2
when Owen Chapman pmptively apologizes for not being able to neatly tie together the multiple
understandings of researd NS I G A2y 2dzif Ay SR Ay thiskHesisprapasistlai T2 f 2 6 A
researchcreation is a methodology of UN/making that happens as a result of speculation, enabling limitations,
problematization, adaptation, reflection, reconfiguration, and enactmé8pringgay & Truman, 201Bjoviding
creative scholars with aextremely operended methodology that demandmelook outside traditional modes
of research and creation to help bridge, communicated enact across different disciplind®r. Natalie Loveless
stipulatesthat researchfONB I GA 2y A& | d3IS23INILIKAOIffte ALISOATAO GS
(Loveless N., 2019, p.<9)ch as practickased, practicded, researckbased and artistic researchAlsodefined
by the Social Sciences and Humanities Research €oungi{ { | w/ 0 & &l y F LILINRIF OK G2
creative and academic research practices, and supports the development of knowledge and innovation through
artistic expression, scholarly investigation, and experimenta{@overnment of Canada, 20li2pecomes
clearhowds t KS ONBFGA2Yy LINPOS&a Aa aAriddz 6SR gAGKAY GKS NEF

¢ 2 N&a&ernment of Canada, 2012)

When considering the characteristics of the researdation methodology designed laytist and
curator Stephanie Springgandfeminist, literary scholarSarah E. Trumathis thesis argues thaksearch
creation also presents its users with a methodology of UN/making inShehggay and Truman describe
researchcreation as an experimental and trafsA & OA LX Ay F NB &4 O2YLX SE Ay iSNBSON.
O2yOSLIias YR NBaSINDOK oX8 G(KI G ©(Spfipggad & ordna,2OBRA O S R
parameterthat requires creative scholars to UN/make themselves from the idea that they already know how

their research will proceed or what it will NJ g odu@e] Also suggesting that reseasuriation is for those
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GK2 adzLJi 1S | K& o NXKSpAnggey® Tauman ) 20U ndethdd@ogy debtidsiektiDes
scholargo UN/make themselves from their silo$ studyand spheres of knowledge and praxis to interact with

and evolve fronthe comprehension of new subjects and skills.

blFdlFfAS [ 20 $8reafioh inahdestiNSBrae®aNetniained in the bdekw to Make Art at the
End of the Worl@2019)alsocomroboratesmy reading of researebreation as a methodology of UN/making
gKSy akKS LINRPFSaasSa Ad Fa I aadN)riGdS3e 2F NBaraalyoOoSé
insertion of voices and practice into academic and everyday work to trouble lchaciprelays of
1y 26t SR3 Hk3IdbwelSsNiiso outlines the importance of teaching researehtion as it helps to
Y2908 FTNRY |y dzyRSNEGIYRAY3 2F NI +Fa SIasSt LIAYyGAY
practices such as new genre public art, relational aesthetitsssocialLINI O (pA2Jarki Eréate in a
WLI2 f @ RA a4 OA Li¥oreotér, Yo uNiEkeDané Behreémboldening her reader® demystify and find
enchantment in the everyday, Loveless describes reseangdtion as having a deep affection (love) for a variety
of disciplines to arrive @ more ethicald NB 6 dza i, (lLINE)aridi§tregSehow researckcreationrequires
onetoaskk a1 246 YAIKG GKS 42 NI Ré(p 5H)agubkHohtlakehcdRagaRaltiirdl SNB y (G f @

producers to UN/make themselvé®m the waysin whichthey have speculated and created in the past so their

WENGQ 0SOBUEXKSHaRBEte YR YI (8 NMhabK @&y Iay (& 22706.186) (i @ dzX @

Additionally professing that researddNB I G A2y A& F2N) 4K2aS Y2UA@1 G6SR
pedagogy grounded in cultural productig(Springgay & Truman, 2018pringgay and Truman hint at how
practitioners embracing a researcheation methodology may also be interested in or called upon to carefully
help UN/make where, how, why, wheand from whom knowledge is created, communicated, and taught.
[ 20StSaa 02y OdzaNA g KONBBEKLE2RSOE T NP aA ¥ ABEBdeSEMIRT, f NBY
p.16Yp ! f a2 2dzif AYSR a +y FLLNRIFOK (G2 NBaSHNODK GKIFG 7

communication of outputs or products(Springgay & Truman, 201@searchcreation perfectly aligns with a
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YSiK2R2ft 238 2F !'bkYlI1Ay3 & Al LRAyGa (261 NR | LN} E
speculations, ideations, manifestatiqrand conclusions are constantly being UN/made within the stages and
outcomes of rigorous creative praxigat requires enactment and seléflexivity. Stated differently, researeh
ONBIFIiA2y>s tA1S GKAA (GKSaraQa ! bkYlF(1Ay3a aStkK2R2f238:z
to engage with and embody different methods of physical or concepteednstructio, JNA 2 NJ 2 WNEBI Ol

reconfiguration.

Tobreak dowrthe characteristics of a researdneation methodology, Springgay and Truman first
propose that researclereation is sspeculativey S i K2 R2 { 2 fltére evei2 NABSF GERE | YR G Ay«
0 SOKY A lj dzS A(SpairggaN&Trumani 2D 6)ave decoded this to suggest that reseacobation
requires imagination and idealism as a way forward before settling on patnsestioning research, and
creatiity® ! f 423 Ay dSINI UWUNZmakng M&hodlbdyGhabten? xplains idwdha A & Q a
pragmatic theory/method oflecentringensures a transdisciplinary approach to reseavdhichlike speculation

guaranteesnultiple unsettlings and the need for UN/makingeselfas part otthe researchcreationjourney.

Springgay and Trumaaisoemphasize how aresearddNB | G A2y YS(iK2R2f 238 Ydzad
that problematizé NJ ( KSS8B I Kig RSAONAKO6SI SE léchusebihe probldnms thdt 3S  LIN
FNRASS GaoNRARYy3IaA H2WNISRRONgAE. TYuBan, 201 uvelessieKpSnds on this idea when
AKS adl dSa -GnNgEs (OANSSYESS FINIDKA Ga 60Sads= OF y A YroltbydiferidgdzNI & 2
Y2NB T OGAZ o0dzi 06& FTAYRAY3I gl &a oXbveie N.LISIFHAO7TRS dza
Therefore, like a researetreation methodologyan UN/making Methodology not onlgroblematizeghe
multiple sociepolitical, economic, and environmental issues enmeshed within the global, contemporary art
market, but alsoproblematize its own methods and modes of communication whid#empting topersuaa

othersto helpco-designandt ANR2 6 Y2 NB {Myedd DI85 62 NI R& ¢

62



To expand on the notion of problems as opportunities, Springgayl rumanoutline that research
creation must proposeéenabling constraintso X 8 atke KxXpansive and suggesti&éSpringgay & Truman,
2016)F YR al t gl &@a AyOfdzRS Y2NB L2 & &Sprindudy & driingas, 2006y | y &
Keeping in mind that UN/makingcany t @ S@SNJ 6 S LI NI AL S¥Ilod kYA &2 F asiaNd L
SAGKSNI Waz2YSGKAY3 ySSRa (G2 06S 'bkYFIRS 0ST¥2NB5 ONBIFGA
to reduce, slow, prevent, or repair harm where both the human and natbae-human are considered his
criterion implies that one must be ready to accept that their research will possibly meet its UN/making with
every new encountera reality that isnevitably unsettling for angrtist who has dedicated years to developing

concepts and a creative voicgimilarly a culture or methodology dffN/makingconsiders problems to be

Wnabling constraint@hat can guide an artist or project forwardr call for reconfiguration or abandonment.

The fourth element outlined withif LINA y 33+ & | y R -creldtiimyYmetficdaloghdStiEeS I N K
requirement that researchers or creative scholdhink-in-movementC8i A LJdzt | (i He yid of iekelaréh &
creation is not to reflect on something that has paséé®pringgay & Truman, 2018)dzi NJ G KSNJ G2 a3
the acté(Springgay & Truman, 201 methodology outlines how there must be time and sparadjust
2ySQa GKAY{1AYy3 2NJ R2AYy3I Ay (GKS | Ol 2 Fs (Sphkygay& y3 2 F R
Truman, 2016)This stipulation of researetreation ultimately calls on its users to embrace moments of
unsettling while immersed in the processes of researching and creatiddl/make themselves from unfruitful,
unsatisfactory, or in this case, harmful lines of inquiry or producflanclarify a researckcreation andor
UN/making Methodology requisgpractitioners to rethink what they are perceiving, conceiving, learning, and
doing within the timelines of their research to revise or relinquish that which doesaterially,aesthetically
and therefore ethicallyeflect the intent or goals of their thesis. To do so means creative scholars are being
asked to\Hote emergence® y Rewdrko X 8  Spalifical EbAcerns that emerg&Springgay & Truman, 2016)

to see what can still be done within thenabling constrain® ¥ 2y SQa LINRP2S OO0 @
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The last parameter brought forward by Springgay and Truman as part of their reseaation
methodology is that its outcomes, regardless of their subject matterlia, or deliverymust émore-than-
represento XoBreportonresearcfONB F A2y aé (2 G LINR LISt T dzNI &SpNdgdgaK 2 dz3 K
& Truman, 2016)Again presenting us with a broad and almost vague stipulation for researchers to UN/make
GKSYaSt @gSa FTNRBY aAYLX & yIFINNIGAYy3I GSNHEdAza Sycte@ionh y 3 § K
methodology,an UN/makingmethodology calls on visual artists and their affiliationslézonstructhat which
has already caused harmor has the potential to perpetuate harno dealienatethemselves from the ecological
and sociepolitical realities of global economic chains of productidecentrecolonial,industrialcapitalistic
perspectives andesthetics of harm, take umaterialprocesseand performativitythat reflectsa culture of
degrowth anddecolonize y S Q& $f&dnsughikién production presentation dissemination, and discayd

which thismulti-specieglanet so desperately needs.

To further outline how researebreation is a methodology of UN/making that challenges creative
GO0K2ft I NR (G2 d2NASYy( 2 dzNESEIGSN, 2012 p. AR asearchmBthiodst SNBy (i S
sections of this thesis offer insight intmw the complex processes deconstructionde-alienation, decentring,
degrowth,anddecolonizatiorassisted irdeveloping a highly discursive atrdnsdisciplinary ecethical,
creative praxigo arriveat a series of studio experimentations, art installations, text based art, public
performancesa wildflower gardenandan UN/making Methodologyhat considers Land as its final audience

andcritic of this researckcreation PhD.
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2.1 DeconstructionKey to ldentifying Anthropocenic Aesthetics and Actions

Philosophically established during the 1970s by Algdfiamch philosopher Jacques Derrida,
deconstructioris a style of criticism or analysis that illustrates how there are neanglicting and contradictory
meanings to be found in a text, whether it be a word, literatuigject,or image which prevents meaning from
becoming closed. Also described age@onstructive approachtart ONR G A OA &Y GKI G & Ay @2t
recognizingand understanding the underlying and unspoken and implicit assumptideas, and
frameworks of cultural forms such as works of,&fate Modern, 2021fpr the purpose of embodying and
enacting a culture of UN/makingeconstructioralsobecomes an important process to analyze &xraction,
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 socipolitical harm.

9YSNHAY3A FTNRY G(KS LRaArAGA2Yy (KI G Hyed@tendatks the2 Rl & Q&
visual or material rigour to educate or inspire ethical act@eulture ofUN/making argues that all materials,
objects, and images are texts, and tlgconstructioror analysighrough an ecefeminist critical lens and self
reflexivityisintegralfor arresting harm in and outside the visual arts sects well ashe first step towards
dealienatingoneself from the materiaknowledge, skills, labouand thesocial and ecological impacts or
AYSTFSOGAGSyYySaa 2ffompaSBivefrinesiPNBetheti)2 2057 NdS11§f)achiéiBatGarthe,

1990, p. 220Yo drive home how essential it is tieconstructextsto dealienateoneself from different

perspectivedo livemoreeceS G KA OF f f A@Sa a ¢St 3lodtho8e2whd\db dohhave WR 2 =

30 passive mimesis is a phrase coined by French philosopher Phitippae[ | 0 I NadiwhiShQhie authoinvestigates

different writings on mimesis through PlatDjderot, Georg Wilhelm Friedrich Heg&lartin Heideggeand others to

2dzit AyS (GKS RAFTFONBYOSA 08065 Gsyhodels rsiNE tioead tilmesis in Which éha A & Q  {
& dzo Y A thé@modelbfzhe 2 (i K (Badduelabarthe, 1990, p. 220)

311n their coedited book,The Politics of Moralizindane Bennett, and Michael J. Shapiro offer a series of essays that
outline the risks oépeaking, writing, professing, and doing in such aasdfired 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-ttagay livesJane Bennett draws on the
work of German philosopheEdmundHusser(18531938)to convey how therare 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 discardifRgr examplegften usedas a metaphor for that which one

cannot see, touch, hear, feel, and in turn does not knitve word or depiction of a horizéhoffers a perfect
opportunity to illustrate how one can uskeconstructioras an ececritical tool todealienateoneself from the
layers of human and nehuman material that constitute any given environment, or note Hawmans always

look for new horizons to colonizén their bookCradle to Cradle: Remaking the Way We Make Things (2009)
William McDonough and Michael Braungprovide an example of holwumans continue to colonizes spaces

and places not their own whemey 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, pulleltkat of the moon itself. But the idea also provides

NI GA2Y I EATFGAZ2Y F2N RS&AGNHZOGA2Y S |y SELINBaarzy :
trash our planet. To this speculation, we would respond: If you want the Mars experience, lgiteto C

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 O(Paid6)

Within this one paragraptBraungart and McDonough ask humans to drop their gaze and witness what

is not on the horizon but all around Uk understandthat the wordWK 2 NA T 2y 2 Q 2NJ S@Sy GKS

N

I @GAraildl o0SG6SSy G¢2 LIS2LXS 02dxZ R LINBaSyld RAFFSNBYI
Iy 2 (i KS NEe#s orfé BpYfd processesadconstructiorandde-alienation3 (Levine, 2014)
RTKS 62 NR WHenatNG\fioBaytSNR Y2 [ F GAY K2NAT 2y GSY ohozofA y I GA GBS K2NRT

(kyklos),"bounding (circle)," fronhorizein"bound, limit, divide, separate," and frotroros"boundary, landmark, marking
stones,"(Harper D. , n.diy most generally understood ag The line at which the Earth's surface and the sky appear to

meet,i)¢ KS fAYAG 2F | LISNB2Yy QA& | ViipAsinh GRH8 BokizorS $omiShing riing roE 2 NJ A y (
that we can reach for athat awaits us(Merriam Webster, n.d.)

33 peter Levine, théssociate Dean for Research and the Lincoln Filene Professor of Citizenship and Public Affairs at Tufts
University's Tisch College of Civic Life, outlinebisBlog for Civic RenewalK I i (1 KS K2 NX T 0Dyzf Kidis zwy $
is constantlyunmade due to the rotation of the Earth, changing of the atmosphere, and from who and when it is being
GASESR® IS IF2Sa 2y (2 LRAYyG 2dzi GKIFIG 6S KIFE@S aGKS OF LI OA
i 2\e@iii2014)
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Figure29: The Gleaners (1857). Oil on canvas, 32.8 x 43.3 in., Musée d'Orsay, Paris
(Sourcenttps://commons.wikimedia.org/wiki/File:JeaRran%C3%A7ois_Millet Gleaners-_Google_Art_Project_2.jpg

To illustrate by deconstructingpictorializedelements in the twedimensional picture plane dfean
Francois Mille® @he Gleaners (185%pm solely ahuman perspectivethe compositionpresentsat least five
different horizons Most immediately, it appears as if the audiencsifing at the edge of the fieldndsharing
in the privileged gaz of the artist. In the foreground, the viewerimmediatelyconfronted with three hunched
over women referredto a3t S| y S NA Edo nat litehkafi®m tAd sbildeneath their feet as they
painstakinglysweep the area for leftovegrainsor stalks of wheat misseduringinitial stages oharvesting
Upon looking to the middle groundne can see &arge group of women harvestecsllectivelyworkingon a

series of tasks that allow them to regularly break their gaze from the ground to witness their surroundings of
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treesandsky,convalesce witlto-workers,or catcha glimpse of theimale supervisositting atop a horse

nearbyfrom the corner of their eyesThis juxtaposition draws attention the perspective and power of the
supervisorandd G Reioteness of the landlord clag{Encyclopedia of Art Education, n.darifying how there

are at leasfive different groups of humasW 3t S| y Ay 3Q R A Tadd$hemfgfeiholdirdg Lag/iNg Sy OS &
perspectivesd\ Yy  a hdinting deSpitesharing the same physical geograpliypnedeconstructsThe Gleaners
(1857)further, historical researchwill revealhow painting rural labourers and peasants was unacceptable during

the 19" century, as it carried political overtures in support of the socialist movenaanitelevated labourers to

positions ofvenerationtypicallyreserved for royalty, religious figures, and gods. Thusldapnstructinga work

2 T Wd dNf@redt analytical and research methods, viewesaedealienaethemselvesF N2 Y (G KS 62 NJ Qa

context andin turn speculate on bw the painting vasreceived bydifferent facets of societyt the time.

Although this image may be socially critiqued for different reasons tatiEggnstructiorassists in
helping onedealienatethemselves from the means, modes, and materialities under which something is created,
and in turnoffers opportunities to disruptilecelerate or dematerializeaspects of thevisual artghat reify
colonial, industrial capitalisgr patriarchal perspectives and aesthetibst led to projectsof denigration
accumulation, assimilation, and displacement in the Amersasarly as the 1400%his expanded way of
analyzing odeconstructingan imageor an objectas a texialsoencourages creativet® considera) the contexts
of those who were involved in the making of the oil paint, canvas, stretcher, solvents, and ftamést
geographieswere alteredas a resulbf methods of extraction, productiompresentation,and disseminatiorf
saidworks of art, ¢) how waste impacts the horizdperspective/experiencef other human and mor¢han-
human beingsd) what one issupporingwhenone consumes, mimics, shows, sels, and collect works of art
that carry forward Euracolonial, industrial, patriarchal, and capitalist aesthetarsd e)thosehuman andnore-

than-human beingwisibly absenthat exist on, above, and below the sdépicted inthe picture plane
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Figure30: Thomas Davie North View of Fort Frederick Built by Order of the Honourable Colonel Rdbeckton, 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 ecologiedgconstructioror the iconographic approaéhworks toreveal howthe landscape
tradiiony Ay (GKS ¢2NRa&a ArfperilbaNdscape(ID@K S & f Da a8l &F & Odzf | NJ KA
Faa20AFGSR gA 0K QdaNmiliddd lohgetd VIS MK IST A &Y 4 Y2 RYp. )il | NI A 2

that earlyBritisharmy officers such as artist and naturali§homas Davies (173I812)created watercolour

34The iconographic approach is emterdisciplinary 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-basedand
Earth-art, and environmental art projects are extensions of the landscape tradition expanded intedhmemsional space,
and in turn risk mimicking colonial settlement and industrial development projects by continuing to pop up, without
consultation or ageement, on unceded and sacred territories that hold embodied knowledge for Indigenous communities
and morethan-human others.
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sketches to survey and divide up landwasdl asromanticizeand promotethe richnessand limitlessness of

territories and resources upon Lands not their ov@ften turned into etchings and reproduced@®spaganda

to encourageemigrationand settlement abroadearly explorers, entrepreneurs, clergy, and miltiare
regularlypromised property, power, and prestige upon the successful colonizatiatistént places and their
Indigenouspeoples KA &G2NAOFt FFO0da G(GKIFIG KStLI SELXIAY K246 Wi

and their geographiesver time.(Gagnon, 2015)

Gontemporary decolonial scholaesopoint out how early cartographe@ndlandscape 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 Beageilagan his bookWays of
Seeing1973) 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 longakensense in modern term@erger, 1973, p. 11)

More recently, geography scholar and visual attstiren Judgaisedher article¢ KS DNR dzLJ 2 F { S
True North: Strong and Free, or Visual Colonizatton2vealhow in 1913 the National Gallery of Canada
0SO0FYS + aSOUGA2y 2F (GKS FSRSNIf 3I20SNYYSyYyd GlFaiSR ¢
public interest in the fine art§(Judge, 2020)pon which they primarily used white, mdendscape paintets
suchasthe Groupof Sevanz G ad2f ARAFE | yIF GA2Yy | A& G-ceyftinh\chldnizakiad S ¢ X ¢
and the appropriation of supposedly empty landsca@ext® shape what is now popularunderstanding of the
b 2 N@udge, 2020)Canadian Parliament, 1913his concern is echoed Baire Elizabeth Campbailher
book Shaped by the West Wind: Nature and History in GeorgiariZB@p)when shearticulatesk 2 8 & I cA & (1 2 NE
Fa 02y @SeéSR X & affecis hdw bllazé is iNagiOatrandl HtoMBPeople imagine their relationship
to it,é(p. 96)and in turn points to how art has affected argdn turn accountable for how we understand and

engage in the world around us
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X6 St YSEg o{ (s Yt Il k{1 ¢ ki Broféssbfiok MudiylandRdtiboalso Mdiressddh ( S NJ
these notionsn his essayublic Writing, Sovereigre&ding: Indigenous Language Art in Public Sp&£¥ 7),
when hespeakdo the importance ofaesthetics tadisrupt colonial understandings of performativity and place
P.87)6 1 NYyAy3a GKIFG LYRAISY2dza LINI E Aeipredsedagaim throtdiNtBeyogiS NS R
of settler colonial forms of writing, languagey R O 2 (p®86) Hiviig personally experienced and
witnessed how historical symbad&ross different culturesra rarely taught or challenged within primary,
secondary, or possecondary institutions of education in Canada, tluenber of contemporary painters
mimicking art traditions thateproduce the myth of terra nulliu¥, and therefore utilimgd 02t 2y Al f Y S{ K
to silencelndigenous identity (Judge, 2020}k not only rampant, buexponentially increaselly the number of
independent art schools, leagues, and clubs rireptemands forcontinuing educatiorand leisure activities
each year.

Moreover, beyondandscape paintingr photographyperpetuating colonial values, aesthetics, and
agendas, twadimensional renderings of vistasaterially and formallyail to mimic thebeauty, power,or
destruction2 ¥ y I 1 dzZNB RdzS (2 GKS NB Jiaf dndsepR&d thrdtiumangved T Wy I
more problematicis how contemporary landscape paintings of pastoral settings perpetuate the myth that there
NBYFAya dzyi2dzOKSR yR SyRfS&daa ¢6Af RSNYySaaT YAaNBLINBa
untrue as different communities withess or experience daily catastrophes brought imaltstrialextraction

anddevelopment climate changediseaseandextinction of species

LG NI A Y 3 Ahe Dockirge ofDiscover§ha a European principle used by colonizers to begin staking claim of

Land outside of the European continent. If Christians had not yet occupied Land, Latedrevasillius(vacant Land) and

O02d2 R 0SS RSTAYSR Fa RAAO2QUSNBR:E tSIRAYy3I (2 az20SNBmIyGes
doing so, theDoctrine of Discovelnvalidated the sovereignty of Indigenous nations and gave Christians the right to
ddzo2dzAF 4GS yR O2y FA&O0L (S InlakdSoufced speRified.2 F LY RA ISy 2dza t S2L) Sa
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Figure31: Left: Jill Price, Earth Shadow preparations assisted by Fiona Legg(i#)8King, 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 reseatcteation methodologydeconstructioris alscan
important method for examining and experiencing the value and potentiadaierials contained within existing
objects.Not unlike the verlexperimentationwhichA & G KS Ol 2F O2y RdzOGAof3 | ye&
understandingdismantling and reconfiguringxisting art worksed to discoveing thingsabout material
phenomenaand cultural theorieget unknown The deconstructiofeco-criticalanalysisof an MFA work entitled
Earth Shadow #02&017)helpedto determinehow the papersculpture which had beertreated from casting a
long fissure spotted on the side of the road durgmnmutesup and down the 400 Hwy to night classds
OCAD Uniwsity, requiredworking on and off for two months cutting, treating, and beating 15 Ibsotton and
linen table cloths, three freezers to preserve the ppior to casting the fissurer50 litres of wateduring the
desizing and beating of pulP90 hours of electricity, five tanks of gas, eight rolls of plaster of Paris, and sixteen

days of labourbroad calculationshat demonstrated how recycling processes, if gone unchecked, require more
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energy, chemical interferencand extraction from the elemental commotigan making something new.
(Braungart & McDonough, 2009, pp.-58)

Alsoinspired by women artists such as Adrienne Sloane and Sonia Clark who have used different
processes taleconstructextiles to draw attention to things that neddN/making my first performancé\n
Undoing (2018)conceptualizedo narratethe need to undo the colonizing force of material culturesolved
sittingin solitude for over three hours unravelliagvool and acrylic poncho that had become stained and
shrunken over timeSerendipitouslydrawingattention to labour and how material has memohystory, and
value outside of its manufactured forrthe videorecording of tke performancealsoled to some listeners
experiencingAutonomous Sensory Meridian ResponaS&MR)aWf A Bl RS SdzZLIK2NA I 2 Q OKI N
combination of positive feelings and a distinct stdifie tingling sensation on the ski(Barratt & & Davis,
2015) Thrilled thatunravellingproved generativeysing the same yarhextended the project inta second
performance entitledAn Untwisting #1in whichmultiple collaborative and independersittingswere required

to separat the strandsof the two-toned yarn.

Figure32: Jill Price, Abintwisting #2, Art and Media Lab, Isabel Bader Performing Art Centre, Kingston, Ont. (Photo by Elvira Hufschmid)
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While reflecting ontieseexperiencesl could see howhendonewith others the process provided
opportunities to discusthe goals and benefits of UN/makiras well aproducedother discussions aboutcts
of care or repairWhendonealone in the gallery, theolitude provided physical space and time to observe how
this action althoughstill only symbolic could teach me somethingg { G Af f GKAY {1 Ay 3 I 6 2 dzi
materials, specifically waste, colonizes human and rtiba&-human geograples, witheach additional
untwistingof the cutyarn | read parallels between the outcomes of my varied gestures and the long journey of
decolonizationIf done slowly and calmly, the process would go nsomeothly, done alone or unilaterally, too
slow. If donecollaborativelyand with consensus, more enjoyable and succesefut done by force and quickly,
friction and breakag&vere foreseeableAs one might suspedhese arly performances oleconstructing
textilesprofessed as a metaphor for globatonomic decolonizatiowere quickly revealed asxperimentsof
failure by9 @S ¢ dzODedddoniZativ/is rot Metaphor, an academic jab thatpurredme to slowly
UN/make myself from studio experiments that fell short of making work for the Landransitionfrom

narrative to reparative work

The first step in shifting my focus to examine how | might be able to make reparations to the Land
happened as a result opstting anabundance obandonedknitted garmentsduring and after the winter thaw
in Kingston, OntarioThinking | wadeingof service | carefully collectefbrgotten or lostitemsfrom more
natural settinggo find new value in their material bodigbrough acts of mendingjeconstructingand
donating EntitledGroundlingsa wordplay on foundling$ the more | pickd up and card for misplaced
mittens, strewn scarves, and forgotten hats, the more their vibrant materialities brought forward narratives
aboutglobal, ecological entanglements between human, animal, machine, and plarbegad to experience
whatJaneBennety S| ya ¢KSy &KS adliSaz a2 o06S3aray G2 SELSNRS

materialities more horizontally is to take a step towards a more ecolo@iéaly” & O A ABeangtSI4 20£0, p.

36 Foundlings is an old English word thefers to babies who are abandoned and then taken in by others to be cared for.
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10). Upon closer ecaritical analysisdeconstructionl was able to see how each item was an index of the human
form, and in turn began t@omprehend how the soft assemblages of material were also emblematic of how
manyhuman bodiesre left out in the cold and uncared foAlthough still working metaphorically, this
consciousness stirred me tiealienatemyself fromlocal ecologies of homelessness amgngsoften deemed as
excess by netiberal capitalist powersRerhapsreferredtoasdt §t SY L2 NI f | YR Yé(loeNgs!| f

N., p. 107) began toproblematizeprioritizing the @re for material objects over being of service to human and

more-than-human beings.

FEEARNET B AT
£ o\ - \ X3 Lad

=l } R0

Figure33: Jill Price, Groundlings, 204fistagram Photo Series (Images provided by artist)

Still unsure of how to go about UN/making in a more l-eadtric way unmendable knitted and crochet
items gathered during th&roundling (2019)project weredeconstructedrior to reconfiguring them inta
body of mixedmedia sculptures that materially and visually spoke to human entanglements withunoian
thingsandgeographiegrom which their materialendlabourcame.Pairedin anexhibition entitledThe
Reconfiguration of Similar Elements to a Different Effé219 with photographicwall collagedy Tonia DiRisio
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