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UNMADE: A Curatorial Essay by Jill Price 
 
As a white, female settler of Welsh, Scottish and Dutch-German descent, I would like to begin 
by acknowledging how grateful I am to live, work and play on the traditional territory of the 
Wendat, the Anishinaabeg, Haudenosaunee, Métis and Mississaugas of the New Credit First 
Nation. In confronting my settler past, present and future, and recognizing how public and 
private institutions continue to expropriate and extract from lands that our not ours, I have come 
to see waste and global trade as a contemporary iteration of colonization. As part of this self-
reflexive journey that considers what it means to consume, make and curate in a moment of 
deep ecological crisis, I conceptualized UNMADE as an exhibition that ‘hails’ artists to move 
outside of colonial, capitalist systems that encourage the mass production of goods and 
therefore the mass destruction of the environments that sustain us. 
 
Drawing inspiration from past art movements such as Dadaism, Fluxus, Relational Aesthetics 
and Craftivism in order to arrive at sustainable modes of making and presentation, one goal of 
UNMADE was to arrive at qualitative data that can tell us what needs undoing and how we 
might begin to unmake physical, political, economic, cultural, social and psychological 
entanglements that contribute to the global ecological messiness of our realities today.  Inviting 
artists to examine “unmaking as a creative act” and deliberate on how all art and design, by 
virtue of their material base and processes, is Earth Art or Land Art as it is from the environment 
we encouraged to mine that which already exists and push past nostalgia in order to “unmake 
the old into something new.”  
 
Hoping to arrive at a RE-Craftivism Manifesto as well as establish a network of environmental 
creatives, UNMADE also encouraged artists to think about materiality in a deep ecological way 
where land becomes objects, objects become land, land becomes human and all that we do 
and create has affect.  This mandate works to push the idea that “ecology is predicated on the 
principle that every creature is connected to every element that composes the environment so 
that all living things depend on the balance of a complex system of growth and decay.”  
 
Selecting artists who embraced the ready-made or used deconstructive methods in their 
process, chosen works, unstretched and unframed, help to make room for new understandings 
of creativity by undoing perceptions on what it means to paint, print, weave, draw, write and 
sculpt.  Each work also assists in redefining the values by which we might determine an  



Selecting artists who embraced the ready-made or used deconstructive methods in their 
process, chosen works, unstretched and unframed, help to make room for new understandings 
of creativity by undoing perceptions on what it means to paint, print, weave, draw, write and 
sculpt.  Each work also assists in redefining the values by which we might determine an 
artwork’s worth.  Did they use existing materials? Will their skill and cleverness delay the item’s 
trip to the landfill? Can their work pack into a suitcase upon moving or exhibiting abroad? Can 
the elements be recycled or absorbed into our day to day life to be used for other things? Does 
their work draw attention to the value of material and immaterial things beyond the work itself? 
Striving to answer yes to all of these questions, I began to review the works collectively in order 
to identify named and unnamed themes that run throughout the work.  
 
To begin, the “unmaking of boundaries” clearly occurs in the contributions by Amy Bagshaw, 
Kadi Badiou, Sam Jones and Sarah Moreau.  Using mapping as a method, Bagshaw’s 
Within/Without Perimeters laboriously unmakes burlap, a textile often used in the packaging 
and shipping of goods, to arrive at an onsite installation that draws attention to how interior and 
exterior landscapes or domestic and global ecologies are inherently linked.  Badiou’s Building 
with Bulging Blocks physically demonstrates how the manufacturing of “things” results in 
uncontainable materials moving into undesignated territory. Visualizing how there are no 
physical boundaries between the human body and our highly interconnected and contaminated 
landscapes is Jones’s weird and wonderful sculpture entitled Life Forms (Belly) No. 3.  By 
providing us a grotesque arrangement of the elemental, synthetic and edible, the artist’s 
material narrative regurgitates the saying “we are what we eat”.  Beyond material 
interconnections and interdependencies, Sarah Moreau’s video recording of her performative 
piece entitled Extricate, animates how one might unmake physical or mental constraints to 
ensure self-sustenance or healing.  
 
Drawing attention to the longevity of stuff while simultaneously unmaking the importance 
allotted to permanence and motioning towards more ephemeral art practices are works by 
Christopher Bradd, Michael Becker-Segal, Anita Cazzola, Craig Mainprize, Joseph Muscat, 
Gunnel Hag, Marcel O’Gorman, Frances Patella and Sarah Moreau.  Bradd’s photograph 
Untitled (Hole), although small, records a much bigger story about resource extraction and how 
the holes we dig and mine can never be replenished. Becker-Segal’s concrete Coca-Cola also 
speaks to the permanence of material transformation in addition to symbolizing the material 
strength and permanence of large corporations and their industrial affiliations. From concrete to  
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asphalt Cazzola’s Constant State of Becoming: Between Surface & Form offers an interesting 
assemblage of different materials to unmake assumptions that light and thin objects might be 
more ephemeral than thicker and heavier industrial artifacts.  
 
Gorman’s Treachery video of a burning video game presented inside a newly re-constructed 
wood housing playfully screens how “stuff” is iterative and yet his burning of the video game on 
land located at the edge of suburban sprawl, serves as a caution to the ongoing unmaking of 
agricultural spaces for residential ones.  Patella’s archival work Grounded also foreshadows or 
speculates about a future where we will only be able to access nature through photography.  
Almost true to scale and amalgamated atop a polished concrete floor, with each step the viewer 
is forced to recognize that this is already a reality within the space they stand. Allowing visitors 
to add to the installation by unmaking another stack of photos, the interactive aspect of the work 
allows audiences to help unmake the concrete or the excess of images she has accumulated 
over time. 
  
Eloquently narrating how we often do not know where “things” end up or how they are behaving 
once out of sight / site is the photo story by Muscat. Stemming from an earlier work entitled Fil 
d’Ariane, the viewer is presented with documentation that shows the gradual disappearance of a 
large textile installation, first through the acts of nature and then mysteriously at the hands of 
humans. Hag’s Leslie Spit Revisited rust painting similarly brings to the surface how materials 
continue to be “lively actants” constantly changing and informing the space in which they reside 
long after we thought they were gone.  
 
To address the longevity of immaterial things, Boothia Uplift by Craig Mainprize, seen traversing 
the centre wall of the gallery, architecturally reconfigures his personal library to point to how 
language and texts can become physical and psychological institutions within our day to day 
lives.  Three other works that offer us examples of how text/s have lasting impact on space and 
bodies and how we might begin to “unmake the harm and distance” they have caused are the 
works of Emma Chorostecki, Janice Turner and Denise Holland.  Turner’s piled paper stones, 
created from Christian bible pages, visualize how even if torn, burned or defaced, the contained 
ideas and beliefs continue to have weight within individual and collective lives.  94 Calls, a large 
paper work in which Holland wrote the Truth and Reconciliation Commission’s (TRC) Calls to 
Action backwards with her non-dominant hand, offered the artist a way to acknowledge her 
position as a settler and unmake or unlearn the limited perspectives of a Colonial history.  Also a  
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way of expressing her venerability within this place and time, I read this gesture as a sign of 
hope that settlers and Indigenous communities will begin to work together to undo the distance 
strategically placed between them through political agendas and racist conservative media 
sources.  
 
Pulling from a similar perspective, Chorostecki’s The Peacemaker uses form, function and 
method to craft a firm critique of the creative storytelling firmly seated within Canada’s Colonial 
past and present that often covers up the many ugly truths about our nation’s true identity.  
Although only symbolic and not nearly representative of the trauma and destruction manifested 
by colonial, settler mentalities, in some way Chorostecki’s small gesture of unmaking her 
carefully crafted replica of a colonial chair acknowledges we all have a role to play in redressing 
and reconciling Turtle Island’s past.  
 
Accentuating how things can’t be thrown away and unmaking our notions about what should be 
discarded salvagers Kim Wilke, Laurie Skantzos, Theresa Passarello, Sarah Carlson, Andres 
Vosu, Justin Cosman, Ben Benedict, Doris Purchase, Paul Cade, Caroline Popiel and Dori 
Vanderheyden all use detritus as their muse. 
 
Mining her studio excess, Wilkie’s Paint Rug, entitled as “in progress”, immediately unmakes the 
notion that what we encounter is fixed and finished.  Formulated from dried out sludge she finds 
at the bottom of her water buckets or on her studio floor, the artist’s twisting and stitching of 
waste into what might seem like an early colonial, settler, braided rug, reignites interest in the 
knowledge, skill, labour and resourcefulness often required in early, traditional craft. Within 
Chrysalis I, Carlson uses hand weaving and knotting techniques to cleverly transform reclaimed, 
retired, rock climbing rope into large pod like entanglements that reference human, plant and 
animal forms all at once.   
 
Skantzos’s layered and intimate work Pink Stitching delightfully demonstrates how to reconsider 
the promise that lies within the partial and undo the mentality “it's all or nothing”. This is also true 
of Passarello’s Ivory Tower in which the artist extracted piano keys from an unmovable, 
unstorable and unsaleable piano to unmake unpleasant sounds and arrive at a striking vertical 
construction that serendipitously, through its materiality, also comments on the social hierarchies 
that predetermine access to and sustainability of material wealth.  Caroline Popiel’s whimsical 
Couch Creature Cuddles also show us how we unmake the whole to arrive at new forms of 
support and comfort. 
 
 



Another container, this time seemingly unmaking itself, is found within the work When a 
Basket Lets its Hair Down.  Simply reclaimed and turned on its head, Vosu shows us how in 
simply letting something come undone we can arrive at something we could never have 
arrived at through imagination or rationale. By flipping the arrangement of things, Purchase’s 
Piece Unmade re-centres what we might consider the subject or surface while subversively 
unmaking hierarchies that remain in the world of fine art.   
 
Forcing us to look to the inside of things is Cade’s Unmade Bed. His pulling back the covers 
and encasing reveals how taking the time and energy to deconstruct things might lead to a 
new aesthetic or an excess of raw material. Cosman’s and Benedict’s harder edged 
assemblages of found architectural elements, beyond putting us all at risk of turning into 
hoarders, point to the potential of that which is considered broken or not worth saving.  I 
Ruined the House for You and Prairie Construction also nudge us to unmake or redefine what 
might be considered beautiful.   
 
Unmaking the accelerated nature of our hyper-connected existence are works by 
Jacques Descoteaux, Jessica Slip and Claire Bartleman.  I Read the News by Descoteaux 
uses collage as a method to extract headlines that need more attention than given to them by 
the fast paced and capitalist driven media sources. Slipp’s Becoming Rock video reminds us 
that as land of the future, we are part of a much longer ecological era, emphasizing that what 
we do on earth has a lasting impact beyond our own existence.  Bartleman’s Did Grandma 
Make This?, created through the slow removal of threads from a found painting, offers 
physical evidence of how we can unmake the increased rate at which we create.   
 
william boyd fraser, Megan Green, Pamela Nelson, Brian Groberman, Steph Cloutier and 
Dagmar Kovar unmake the idea that we can speak on behalf of, repair or represent the 
complexity, force and beauty of nature.  Both looking at fire as a medium and burning as a 
method, Green and boyd fraser allow the affected materials to communicate their truth. 
Untitled Spirit 1 &amp; 2 poetically draws attention to the preexisting form and life of the trees 
cut down. Green’s preciously presented melted plastic, salvaged from the 2016 Fort 
McMurray wildfires, dismantles any preconception that we might be able to control or prevent 
the wrath of the elemental. 



On the other side of this narrative, Cloutier’s video I Try and Try dramatizes the 
anthropocentric mindset that persists even while trying to save the planet / nature.  
Repetitiously and unsuccessfully trying to cover up the roots of Cottonwood trees with soil on 
Toronto Island, the futile gesture highlights nature’s resistance to human intervention whether 
during destruction or repair. Capturing a past performance, Nelson’s large Untitled floor work 
of strangled clay and twisted rope simultaneously reminds us of the agency of natural 
materials within a non-human landscape as well as their fragility and disappearance at the 
hands of humankind.   
 
Offering hope of how the elements and processes of nature, if given the time, can undo the 
industrialization and over population of an environment is Groberman’s haunting photo 
Immanent Danger II. This message is also delivered through Kovar’s Unexpected Poems, in 
which carefully presents bound stones unmake our limited understanding of language and 
communication, encouraging us to pay attention to that which cannot be put into words.  
 
In coming to a temporal close, I am once again extremely grateful for the opportunity provided 
to me by the Propeller Art Gallery and membership whose volunteerism and administrative 
support has ensured UNMADE’s success as a generative research-creation project that 
demonstrates how different methods of unmaking help to undo our attachments to familiar 
ways of consuming, making and seeing.  Although only partially addressed, I am also 
extremely thankful to all the artists who chose to participate in the curatorial call and exhibition 
so that we could work together in illustrating how acts of unmaking help to arrive at the 
unknown, new resources, innovative ideas as well as the unmaking and remaking of 
ourselves.   
Please be sure to follow UNMADE’s artists through their online platforms and take the time to 
read more about each artist’s work as presented through their artist statements on the wall 
and in the online catalogue.  
 
Jill Price 
 
i  Althusser, Louis, 1994, Mapping Ideology: Ideology and Ideological Apparatuses, 100-140, Verso 
ii  Boetzkes, Amanda. 2010 The Ethics of Earth Art. NED - New edition ed., University of Minnesota Press, 2010.  
iii  Bennett, Jane. 2010, Vibrant Matter: A Political Ecology of Things. Durham: Duke University Press 
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Kadi Badiou 
Building with Bulging Blocks, 2019 
Wire fencing, Plaster of Paris 
 
My artwork takes a critical yet playful view of social and environmental issues. Building with 
Bulging Blocks focuses on unsustainability. Precariously stacked, the blocks expand beyond 
their intended framework to reference expansion occurring on the earth such as population, 
water, and waste levels. Breaking points, the moments of the greatest strain, are also explored 
through these blocks as it is after the breaking point and the ‘burst’ that everything is unmade, 
deconstructed and then, hopefully in a more sustainable way, rebuilt.  
 
Kadi Badiou is an emerging multidisciplinary artist living in Winnipeg, Manitoba on Treaty One 
Territory, who received her B.F.A. Honours in 2017 from the University of Manitoba and 
currently works as an art educator.  Working in sculpture, painting and printmaking, Badiou’s 
work has been exhibited in various galleries in Winnipeg.  
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Amy Bagshaw 
Within/Without Perimeters, 2019 
Burlap and finishing nails 
 
Considering the relationships between boundaries and line, Within/Without Perimeters reflects on 
how we connect with and divide land and space. First “unmaking” the burlap sheets and returning 
them to their original and singular thread state, I highlight the line as a way of unmaking 
boundaries between drawing and 3D space and form. Through the wrapping of objects and 
rooms I draw attention to space as if the rooms were underlined. 
 
n a more personal level, this work offers a way for me to connect or unmake the distance between 
the landscapes of my past and present: those being the lower Montaigne forests of the Rocky 
Mountains and the thick woods of Northern Ontario. Dense and overlapping, the woods, much 
like our memories, provide spaces of isolation and protection while simultaneously reminding me 
of being home and being lost.  Desiring an interconnected rather than imperialistic relationship 
with the land, I approach representation through abstraction so that the work suggests landscape 
by way of tactile experience and personal memory. 
 
Amy Bagshaw earned her BFA from Queen’s University and an MFA from Stony Brook University, 
New York, with a focus on fibre installation and intermedia.  Now a full-time Professor and 
Program Coordinator in the Department of Interior Design at Yorkville University, Bagshaw is a 
Graduate Women’s Studies Scholar whose practice extends to Gender Studies and Art Theory.  
Her 2019 solo exhibit at the Campus Gallery in Barrie, Ontario, included an installation on line 
and time whereat she juxtaposed thousands of multi-decade collected lists against abstract 
landscape drawings.   
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Claire Bartleman 
Did Grandma make this? 
Ball of Painting, 2015 
Pulled apart found painting and cotton thread 
 
Exploring the belief that one has to, literally or figuratively, tear things apart in order to truly 
understand them, I tore apart, thread-by-thread, an abandoned painting and transformed it.  By 
weaving, winding, stretching, and spinning, the discarded painting I had found on the side of the 
street turned into several new pieces, giving it new life as a textile-based artwork. 
 
This series began as an exploration of my intense desire to be a “painter” and yet a constant 
return to textiles in my practice. As a result, I literally “unmade” the painting in order to negotiate 
this constructed divide between the knitting needle and the paintbrush, between paint and fabric 
and ultimately between art and craft. Moving beyond this dichotomy, the project subsequently 
explores craft labour, the history of the grid in modern art and the historical notion of femmage. 
 
Claire Bartleman is a Toronto based artist and educator. Her practice focuses on sentimentality 
and the personal objects we keep regardless of their utility. Bartleman has worked with unfinished 
craft projects and is currently creating soft sculptures from worn wedding dresses. Claire is also 
notorious for running Lilliput Gallery, an exhibition space in an Anne of Green Gables replica 
dollhouse. 
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Michael Becker-Segal  
Untitled, 2018 
Concrete 
 
In my Toronto-based practice I examine where the past, present, and future collide while 
investigating our complex relationship with the environment. Untethered from traditional artist 
materials, I challenge viewers to think beyond simply an object or the subject. My recent 
sculpture reconstructs everyday objects of consumer culture using concrete — an ecological 
material that has been manipulated by man to become the foundation of the modern world. 
These seemingly playful works quickly become uneasy as they unpack the extent and 
permanence of our actions in relation to the environment. Viewers are pushed to think about 
the lives these objects live after they have been used and “thrown” away. 
 
Michael Becker-Segal is a Canadian conceptual artist and recent graduate from Western 
University’s BFA program. Becker-Segal has exhibited paintings and installations across 
Canada, showing works at Forest City Gallery in London, Ontario, the Canadian Sculpture 
Centre in Toronto and at the Federation Gallery in Vancouver. 
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Ben Benedict 
Prairie Construction, 2011 
Acrylic on assembled found boards 
 
Drawing from memory and influenced by Object Relations Theories as well as Structural 
Linguistics, my ‘objects’ are “unmade” or deconstructed and then critically reconstructed. Highly 
influenced by London, Ontario’s Regionalism, Constructivism also plays a large part in my 
technical practice.  Found materials are deconstructed and then re-assembled to form either the 
base upon which to paint or the actual final artwork, as is the case of Prairie Construction, 2011.  
 
Created with found boards from a bookshelf, house trim and fencing, we can see idealized 
notions of the Colonial West embodied within the materials and form. The strong vertical and 
horizontal lines of the assemblage represent humankind’s marking of the landscape and signifies 
how histories and memories have been constructed over time. Through their reconfiguration I 
aim to challenge how we construct and idealize the Canadian landscape in our minds. 
 
Ben Benedict graduated with his BFA from Western University and recently achieved his Masters 
of Communications. Benedict has exhibited widely across Ontario and balances his practice by 
organizing and curating community and public art projects. As a curator and co-founder of the 
London Pride Festival, he developed the annual art exhibit into a provincially recognized juried 
exhibition with international content.  
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Christopher Bradd 
Untitled (Hole IV), 2019 
Pigment print on archival paper  
 
I use different materials to create three-dimensional works, frequently mediating them through 
two-dimensional reproduction. Concerned with making and undoing, my practices aims to 
develop a regressive and material engagement with the surrounding environment. Through the 
interplay of sculpture and photography I am questioning the organization of the spatial and 
temporal properties of the image. What happens to the relationship between a sculptural object 
and its environment when it undergoes the compression of a lens? By introducing a dimension 
of uncertainty into the internal organization of the image I try to present works in the process of 
disintegration to investigate if the contradiction between the three-dimensional, environmental 
space of traditional sculpture and the two-dimensionality of pictorial space, in which the depth of 
the object is suspended, accelerate the disintegration of the image? By pursuing the 
intensification of this contradiction my work tries to collapse images in upon themselves such 
that they remain open. 
 
Christopher Bradd is a sculptor, writer and process-based artist who has been shown in 
Canada, France and the United States. He has completed graduate studies at Western and 
York University. His doctoral work focused on problems of contemporaneity and anachronism in 
the construction of historical images of time.  
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Paul Cade 
Bed Unmade, 2019 
Reclaimed metal grid and felt panel on wood 
 
My approach to making art is simple, I do what excites me. Having a passion for discarded and 
found objects, I love playing with humble materials and get great satisfaction from each object’s 
innate imperfections and unique character.  Able to see beauty everywhere, I look at the world’s 
clutter as my art supply store. 
 
Bed Unmade was a box spring on its way to the dump before an act of deconstruction revealed 
this beautifully textured panel of felt and an equally wonderful, wonky, wire grid. This piece is not 
about abstraction or representation, it is about discovering and celebrating the beauty and 
richness of form, texture and materials found within the discarded. Bed Unmade is about 
unmaking or challenging our notions of what is ART.  
 
Paul Cade was born in 1944 in Timmins, Ontario and received formal education at Beal Tech in 
London, Ontario, OCAD and The New School of Art in Toronto. Having also studied with 
Canadian artist Joyce Wieland, Paul’s long career as an artist includes working as an Illustrator, 
graphic designer and film director before returning to the studio in 2004. Cade’s work hangs in 
many private and public collections. 
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Sarah Carlson 
Chrysalis I, 2018 
Retired climbing rope 
 
My work speculates on messy entanglements between more-than-human agencies. In an effort 
to move beyond human and non-human binaries, I explore relationships that encompass humans 
along with the predetermined categories of flora, fauna, environmental elements and forces. In 
our time of anthropogenic impact, where humans are often pictured as dominant, yet separate 
from ecologies, my art-based investigations propose a reconfiguring of personhood beyond 
boundaries and into more porous, interconnected conceptions of self. Woven out of retired rock 
climbing rope, Chrysalis I offers a physical and contemplative space for embracing the 
enmeshing of bodies. 
 
Sarah Carlson is an interdisciplinary artist who recently completed her MFA at OCAD University. 
Carlson earned her BFA at York University in 2009 and BEd at the University of Toronto in 2010. 
She has completed residencies at Algonquin Park, Gaspé Peninsula, Toronto Islands, Dawson 
City Yukon, Barcelona Spain and Florence Italy. 
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Anita Cazzola 
Constant State of Becoming:  
Between Surface & Form, 2018 
Patchwork fabric, eroded asphalt, steel 
  
My practice inhabits the intersections between textiles, geology, geography and the built human 
environment. Working in collaboration between materials, my own body and natural forces, I 
explore the material and metaphorical complexities of cloth and geological forms while 
reconsidering decay and disintegration as a means of resistance, reclamation and healing. 
Interested in how contemporary methods of delineating and constructing space mediate our 
connections to land and environment, I work to break down, bend, curve and soften gridded 
structures as a way of undoing or reframing their resilience.  
 
In this particular work I have draped patchwork textiles over rounded asphalt forms found on the 
Leslie Spit to index the flat surfaces to which they once belonged. This intimate material 
interaction highlights the disconnection between human-imposed grids and natural forms. The 
eroded “rocks” celebrate nature’s innate power to re-shape the Anthropocene as a means of 
resistance to human development. 
 
Anita Cazzola is a textile and installation artist from Guelph, Ontario. She completed her BFA at 
OCAD University in 2018, where she studied sculpture and installation and minored in material 
arts and design with a focus in textiles.  
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Emma Chorostecki 
The Peacemaker, 2018 
Walnut, velvet, horsehair, shellac 
 
I contextualize my work within the boundaries of re-storying the “infallible” Canadian 
Identity. As a non-Native, I am conscious of the burden and continued colonization of 
marginalized people by asking them to do large sums of emotional labour and education. Aware 
that this project was not trying to rescue or make a situation better, I created a replica of a chair 
that existed at the time of confederation, a chair that would’ve been sat on by the patriarchs of 
British Colonialism in Canada. 
 
Pertinent to include as part of our truth telling if we hope to reshape the colonial identity that 
settlers like myself are still benefiting from today, the cut chair back represents the violence and 
intergenerational trauma inflicted by settlers.  It is my hope that this project can add to decolonial 
discourse by either serving as another brick in the road towards reconciliation and reparations or 
a by presenting a problematic viewpoint that needs to be addressed. 
 
Toronto based artist Emma Chorostecki is a multidisciplinary artist and designer working 
primarily in wood. Trained in furniture craft + design at Sheridan College and contemporary 
dance at Concordia University, Chorostecki creates work that travels the spectrum between 
conceptual and functional. Her practice uses furniture as a medium to challenge preconceived 
notions of reality, identity and expectation. 
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Steph Cloutier 
I try and I try, 2019 
Video  
 
Weaving in notions of mending and consequence, heartbreak and loss, healing and resilience, I 
try and I try explores the context of repair in nature and the culpability that exists within it.  
 
Drawing attention to the monumental trauma we have instilled onto the land, despite repair in 
nature being a contentious issue, as a mender I’m compelled to repair it. Working with 
performance, video and sound as tools while at a Gibraltar Point residency on Toronto Island, I 
took note of the high water levels that have threatened the island and its collection of majestic 
cottonwood trees. Trying to answer the question, can the complex relationship between 
humans and non-human species benefit each other instead of harm, futile and exhaustive acts 
of labour are performed in trying to cover the roots of the trees with soil to create an experience 
that is palpable, absurd and meaningful.  
 
Steph Cloutier is a Toronto-based artist who holds a BFA from OCAD University. She is 
interested in the notions of mending as an act of resistance and futility while investigating the 
relationships between humans and environments.  
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Justin Cosman 
 I Ruined The House For You, 2019 
Wood, cardboard, spray paint, nails/screws 
 
Drawing parallels between the world we live in and the world we create, my work deals mainly 
with the process of “unmaking”, disassembling and reassembling again and again, each time 
with new results and connotations. By using materials that are typically seen in construction I 
build a body of work that mimics the urban landscape, constantly evolving and shifting. This 
evolution is fueled by the act of unmaking, breaking down and building back up.  If one aspect 
of a work is unsuccessful but the piece as a whole is good, the unsuccessful element is simply 
removed, broken back down and built once again until the work as a whole is complete. 
Preferring to use found materials, working with scraps of wood, pieces of cardboard and 
garbage offers a sense of freedom and unmakes the limitations or constraints of that which is 
new.  
 
Barrie based artist Justin Cosman began creating assemblage work in 2016. The works created 
by Justin focus on the play between the tinkerer and the builder while also reflecting on the idea 
of breaking down.  He has exhibited at Art in House in Barrie, Ontario with his inaugural 
exhibition We Decided to Take the Long Road Home in 2018 and at Quest Art in Midland, 
Ontario in the 2019 exhibition Retooled. 
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Jacques Descoteaux 
I Read the News Today, 2019 
 Mixed media image transfer on mylar 
 
This new body of work is a departure as it is an “unmaking” of my everyday work in oil paint to 
the making of political, social statements. Living in an upside world, where ‘double speak’, as 
Orwell so accurately described it in 1984, seems to have become the norm, political leaders are 
no longer content with the occasional fib. Today we are at the mercy of press that presents 
opinions under the guise of news and real news is readily discredited as “fake news”.  Facts have 
become irrelevant.  
 
To communicate my frustration with the news, I have used torn, crumpled pieces of newspaper 
headlines and articles, sometimes inverted, or overlapping, to visualize the chaos of these times 
while still drawing attention to important issues.   
 
For years Jacques Descoteaux worked as an accountant by day and an artist by night. He has 
studied with professional artists in Toronto and New York and was twice granted art residencies 
in Ireland. Working across several media, his work is influenced by the stark landscapes and 
massive skies of the North. 
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william boyd fraser 
untitled spirit 1, 2017 
untitled spirit 2, 2017 
Pine  
spirit, in these pieces, began in the forest some time ago. then ants went to work. they stayed. 
even after chainsaw and sawyer deconstruction. i worked with fire as an entropic energy 
transforming a cross section of pine timber into almost nothing — but spirit remains. 
 
i am an artist outsider; 
 
artecology is a pedagogy of repair and survival equilibrium.  it is a proposed unmaking towards 
restoration and well-being; one that is an aesthetic, cultural and an educational vision of a 
harmonious coexistence, co-creativity between humans and a finite, living universe.  it suggests 
a new way to achieve art and ecology, and storytelling transdisciplinary co-operation.  
 
principled philosophical thought, artecology is a choice to work to unmake the barriers 
separating human interconnective consciousness as interdependent being-ness from a living 
universe.  theoretically, this is my indigenous existentialism.  
 
“i try to make nothing, but i can’t.” 
 
william boyd fraser (bill) is a sculptor and unconventional thinker who has received ontario arts 
council grants for his making and teaching. having completed a master of arts in contemporary 
art history, his work consists of two themes. the early entries explore the wilderness trope of 
henry thoreau’s experiential immersion into the realm of necessity and deliberate on ‘living’ as a 
libertarian outside civilization’s perceived boundaries. thoreau sought to encounter the 
transcendent within the forest as one engaged in ordinary and primary existence. bill 
experiments with comparing art making within or upon the common ground of community and 
represents two kinds of landscapes that tell stories describing different kinds of survival. 
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Megan Green 
Plastic I, 2018 
Plastic recovered from 2016 Fort McMurray Horse River wildfire, bone, acrylic, 
 found footstool 
 
In response to the 2016 wildfire in Fort McMurray, Plastic 1 is a work in an ongoing series 
exploring animal encounters as a means of understanding cultural projections onto landscapes. 
Intending to communicate the effect of the fire and how it is both a tool of making and 
unmaking, the melted plastic was collected from a neighborhood that had mostly burned down, 
the same neighborhood I had grown up in and home to several close friends. Resting on a 
piece of bone and reflected in a sheet of mirrored gold acrylic, the plastic also refers to oil and 
energy. With its dual implications, the plastic hovers above a modified, antique, red, velvet 
footstool implying a place of reverence or a seat of surreal oppression. The use of bone is 
intended to reference hunting and William Cronon’s The Trouble with Wilderness; or Getting 
back to the Wrong Nature, to critique academic writing that seeks to confront problematic 
energy with a turn to nature, placing oil at an ostensible distance. 
 
Megan Green was born in Newfoundland.  Part of a worker migration to Fort McMurray, Alberta 
in the 1990s, Green completed her MFA at the University of Waterloo in 2014. Exhibitions 
include Art Mur’s Fresh Paint New Construction, 2014, and the AGA’s 2017 Alberta Biennial of 
Contemporary Art. Her work was included in the University of Edinburgh’s Postcards from the 
Anthropocene and Resisting Extractivism in Border Zones at the Tromsø Museum for an 
Universitet i Tromsø conference. In 2019, her work was presented at the Animal Remains 
conference at the University of Sheffield. 
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Brian Groberman  
Imminent Danger II, 2019 
 Pigment photographic print on archival paper 
 
Focusing on public spaces and fluid movement, I search for new methods to ‘read the city’. Often 
involving contact with architecture and basic landscape elements, my work investigates the 
dynamics of landscape, including the manipulation of optics and the limits of reflected images to 
challenge our assumptions of what landscape means to us. Utilizing a variety of photographic 
technology and techniques, including traditional film and digital formats followed by digital post-
production, I aim to capture motion in order to communicate the passage of time.  
 
Brian Groberman is a photographer who lives and works in the Toronto and Hamilton area. 
Incorporating digital technology for scanning and post-production, he strives to create imagery 
that visualizes the fluidity and passage of time found within urban and rural settings. 
t
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Gunnel Hag 
Leslie Spit Revisited, 2019 
Rusted recycled cotton sheet and rusty chain 
 
If you bike on the Leslie Spit you are literally on top of the city of Toronto, the wondrous nature 
preserve that has been created from the landfill of the torn-down buildings of an old Toronto. 
Among the trees and wetlands, beavers, turtles, a myriad of birds and other wildlife have made 
the Spit their home. Not quite yet hidden by the rich greenery, you will also find the detritus of 
the city — broken bricks, concrete and rusted bits of iron. 
 
Recycling my mother’s old cotton bed sheets, I used pieces of iron found at the Leslie Spit to 
transfer rust onto cloth as a memory and keepsake of what was once parts of buildings and 
lives lived.  
 
Gunnel Hag studied textile design in Sweden and England. Her work has been represented at 
international design and art exhibitions. The owner of Colour Vie, Hag teaches workshops and 
gives lectures internationally and has published two instructional books on how to create texture 
on fabric.  
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Denise Holland 
94 CALLS, 2017 
Glassine paper, sharpie 
 
In 94 Calls, I write the Truth and Reconciliation Commission (TRC) Calls to Action backwards 
with my non-dominant hand in a gesture of vulnerability and willingness to see the world from a 
different perspective. This awkward action forced me to use other parts of my brain and slow 
down the writing process so that I could absorb the gravity of the ‘Actions’ more fully, clumsily 
unlearning or unmaking old beliefs about Canadian history and considering my part in the 
‘Actions’ spelled out so clearly by our Indigenous community. By drawing attention to the crucial 
learning spelled out in the TRC report I encourage us all to be curious about our own prejudices 
and oppressive actions toward others. Please read the report online as a first step toward 
decolonizing your beliefs.  
 
A settler of German descent, Denise Holland gratefully lives and works on the unceded 
territories of the xʷməθkwəy̓əm (Musqueam), Skwxwú7mesh (Squamish) and 
Səl̓ílwətaʔ/Selilwitulh (Tsleil-Waututh) Nations. Her sculptures explore patriarchal, capitalist, 
power structures through the lens of feminism and decolonization by turning ideas upside down, 
inside out and backwards. 



(detail) Photo courtesy of Tom Taylor



Sam Jones  
Life Forms (Belly) No. 3, 2019 
Pantyhose, clay, found fabric,  
kidney beans, nail polish, vitamins 
 
Life Form (Belly) No. 3 is part of a larger body of work that re-imagines the cause of bowel 
movements, stomach aches, and cramps. Listening to the shifts of my internal organs, 
specifically in the core, I express them as twisting, autonomous beings, poking within and 
growing with me over time. 
 
Handcrafted, this plush object is made from ceramic pieces, repurposed pantyhose, found 
fabric, kidney beans, and vitamins, materials that have been used, expired or discarded from 
domestic settings.  
 
Sam Jones is an interdisciplinary artist and educator living in York, Ontario. Jones completed 
her education at the University of Guelph and worked out of VS Studio as a resident artist from 
2017-2018. Taking an autobiographical approach to art-making, Jones uses her body as the 
primary source of observation. She is interested in exploring the boundaries of art and craft to 
stimulate feelings of connectivity between oneself and one’s flesh.   
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Dagmar Kovar  
Unexpected Poems, 2018 
Cotton, stone, indigo 
 
Memory of time imprinted in artifacts around -  
the witnesses to what happened, or not. 
 
In wood, fibre, clay, or stone, an inherent wisdom of the world,  
which stood at the rise of humanity 
 
In search for understanding I pick up a string stored away for years - 
and follow  
to that timeless space which connects us all 
I try to listen 
 
Slowly, new formations start to emerge – like unexpected poems - 
they merge - like flocks of birds, or star constellations,  
to make sense of life 
again 
 
In (un)making, the past and future meet. 
 
I watch for both 
 
Dagmar Kovar lives in London, Ontario and works primarily with fibres to examine how we 
connect to the world. Through her teaching of intuitive drawing she has been exploring the 
human mind and roots of creativity. Kovar has exhibited nationally and internationally and is 
represented in number of private and public collections.  
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Craig Mainprize 
Boothia Uplift, 2019 
Books, gravity 
 
The concept of unmaking is a continual thread in my work as both a contemporary landscape 
painter and a sculptor who works with found objects. In both cases my day to day practice 
involves acknowledging artistic traditions while searching for relevant deconstructive methods 
that resonate.  In sculpture, unmaking involves examining found objects and their cultural and 
functional implications so that one can find ways to first deconstruct and then reconstruct them 
in a way that generates new knowledge. 
 
My work with free-standing book arches explores this concept by removing books from their 
intended use as vessels of human thought, to present them as objects that rely on each other in 
a unified physical structure. The book becomes the stone of an arch and its intended use is 
unmade and reconstructed to reveal the vulnerable nature of knowledge.  
 
Craig Mainprize is a contemporary landscape painter and sculptor who lives and works in Orillia, 
Ontario. He holds a BFA from the University of Ottawa with a specialization in painting and 
sculpture. He is also an actor and musician and has guest curated at the Orillia Museum of Art 
and History. 
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Sarah Moreau 
Extricate, 2017 
Video, acrylic yarn, and natural materials 
 
My artistic practice explores notions of sexuality, gender, nature and memory from an eco-
feminist perspective. Through this exploration I work to raise awareness of feminist and 
environmental issues, mending the divide between nature and culture. Drawing from past and 
present experiences, I aim to connect with the viewer on an intimate level by evoking emotion, 
vulnerability and contemplation. 
 
This current work explores the relationship between humans and the natural world, addressing 
the effects of a patriarchal culture through a combination of performance, yarn and the art of 
crocheting. Using femininely charged materials and my own body as mediums of feminist 
expression, I set out to connect to women’s history while challenging traditional notions of art 
and gender. 
  
Sarah Moreau is a multidisciplinary artist born in Aurora, Ontario and based in Toronto. 
Currently a 2018-2019 Resident Artist at the Living Arts Centre in Mississauga, Ontario, Moreau 
recently graduated with honours from the University of Waterloo with a Bachelor of Arts and 
Business and majoring in studio practice.  



Video still courtesy of the artist



Joseph Muscat 
Le Fil d’Ariane, 2016  
Mutate, 2018  
Totally Unmade, 2019 
Colour photographs  
 
In 2016, Padejo*, a three-artist collective involving myself, Paul Walty and Denis Leclerc, 
created an in situ installation at Glendon College, York University that involved spinning and 
weaving hundreds of metres of jute to cover a twenty-five-metre stretch of floor to ceiling glass 
wall.  Le Fil d’Ariane graced Glendon’s Centre of Excellence for a month. When taken down, 
we recycled much of the jute, bundling and disposing the rest of it in the woods where it has 
slowly been decaying back into the earth: Mutate.  Since then, I have visited the heap in 
Glendon woods several times to photograph its metamorphosis: Mutate. 
 
For UNMADE, l had intended to revisit the pile, photograph it again and then remove the 
deteriorating material and present it in the gallery along with earlier photographs. To my 
surprise, the heap was completely gone from its resting place, perhaps removed by 
landscapers or buried.  What I found was a patch of bare earth exactly where I had deposited 
the jute: Totally Unmade. 
 
Joseph Muscat is a graduate of the Ontario College of Art &amp; Design, York University and 
the University of Toronto.  Also an educator, Muscat has lectured at the University of Toronto’s 
Faculty of Architecture and has taught Visual Arts part-time with the Toronto District School 
Board. Represented by David Kaye Gallery in Toronto and Danielle Wohl Fine Arts in Orinda, 
California, Muscat has exhibited his work in Canada, US, Europe and South America and is 
widely collected in public, corporate and private collections, including the Canada Council Art 
Bank.  
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Pamela Nelson 
Untitled, 2018 
Ceramic, rope 
 
I see the acts of making and unmaking as moments in a perpetual process. Interested in 
unmaking both the idea of permanence and stability, and the value placed upon the finished 
product, my work explores how ceramic connects human culture and the land.  
Beginning as clay, a material produced by geological forces that not only comes from the land, 
but is land, once transformed to ceramic, clay becomes a ‘thing’ — a mug, a vase — made by 
humans. It can never go back to the land in the same way. Its material persists even if its identity 
as an object is broken. Thinking back to when a clay pot was possibly the most valuable item a 
family could own, today, for me, ceramic is symbolic of consumer culture and the idea of the 
finished product in that for humans, land is not only place and identity, but also resource and 
commodity.  
 
Within this particular work there is a tension which begs questions such as, what is the difference 
between creation and decay? What is raw material and what is finished?  
 
Pamela Nelson is an emerging interdisciplinary artist originally from Sudbury, Ontario.  Inspired 
by local geology, Nelson creates work that explores the ways specific materials become 
entangled with human culture. Nelson has completed residencies in Florence, Italy and at the 
Carrara Marble Quarry in Tuscany. She earned a Bachelor of Architecture from Carleton 
University and an MFA from OCAD University. 
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Marcel O'Gorman 
Treachery, 2019 
Video still, digital video file 
 
I make artifacts that reflect on the impact of technology on the human condition. I achieve this 
with hybrid installations and performances that combine digital media with curious objects such 
as a customized penny-farthing bicycle, a cedar and canvas canoe or a disused Catholic 
tabernacle. My work inevitably crashes into what has been called “maker culture,” an informal 
social movement rooted in grassroots tool-and-knowledge-sharing that has since revealed a 
dark underside of Disneyesque prefab kits for profit franchise maker spaces, mansplaining 
hobbyists and a lot of electronic waste. Treachery was inspired in part by a desire to unmake 
and rebuild maker culture. It was also inspired by the loss of my family’s farmland to suburban 
sprawl and thoughts of the Indigenous people who made way for the French settlers on that 
land. Ceci n’est pas un jeu vidéo. 
 
Marcel O’Gorman is the Director of the Critical Media Lab in Kitchener, Ontario and Professor of 
English at the University of Waterloo where he teaches media theory and critical design. In 
addition to his artistic practice, he is the author of numerous books and articles about technology 
and culture. 
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Theresa Passarello  
Ivory Tower, 2019 
Piano keys and wire 
 
Predominantly a painter, unmaking is a regular part of my process. Ongoing art projects involve 
the unfolding and refolding of old maps and the laundering and fading of women’s histories written 
on second hand slips. 
 
Ivory Tower signifies the laborious dismantling of an inherited piano that I could not find a home 
for.  An 11-foot vertical, kinetic sculpture created by stringing all 88 keys together, the work 
showcases remnants of a no longer valued musical instrument. 
 
Born in the Bahamas, Theresa Passarello is a graduate from Concordia University’s Studio Arts 
Program.  Also having a degree in Civil Engineering from the University of Waterloo, Passarello’s 
work considers the human condition through themes of impermanence, longing and memory.  
Both figurative and conceptual, Passarello often incorporates text-based ideas and imagery into 
her painting, drawing and installation practice. 



(detail) Photo courtesy of Tom Taylor



Frances Patella 
Grounded, 2019 
Photograph 
 
Exploring the ecology of Oak Savannahs of Ontario, Grounded consists of 4 × 6 inch proofs 
taken over a decade documenting the ground before, during and after controlled burns of the 
Oak Savannahs in High Par, Toronto.  Normally using a multiplicity of photos tessellated to 
reconstruct these rare environments, consequently I have numerous photographic proofs 
unmade or edited out that have been used to install this floor work.  Please feel free to engage 
with the work by continuing to unmake the stack of photos and add them to the work.   
 
Born in Italy, Frances Patella is a Toronto photo-based artist who received her BFA from York 
University and a BEd from the University of Toronto. Patella also studied Visual Arts at the 
University of Western Ontario with painter Paterson Ewen, in Florence, Italy through the 
University of Windsor and apprenticed with Noel Harding. Beyond exhibiting extensively 
throughout Ontario and receiving many grants for her artistic practice, Patella is an educator 
who has taught visual arts and analog photography for the Toronto District School Board, the 
Photo Educators Forum and the National Gallery of Photography in Ottawa. 
 



(detail) Photo courtesy of Tom Taylor



Caroline Popiel 
Couch Creature Cuddle, 2017-2019 
Reclaimed fabric, various stuffing material 
 
My main subjects are couches, specifically couch cushions that have deteriorated or been 
discarded. I remake these cushions into soft sculptures titled Couch Creatures, which when 
shown together are called the Couch Creature Cuddle. While their pattern and material clearly 
state their couch origin, their soft forms and long appendages also reference bodies. Thus, the 
Couch Creatures occupy a liminal space appearing both as couch cushions and as their own 
beings. As a queer artist, my own body shares this transitional space as it complies to and 
rejects certain social norms. Personally anxious about the mass manipulation of material into 
consumer products, I feel as though the process of reclaiming is integral to disrupting the waste 
of consumer culture. 
 
Caroline Popiel is influenced by object-oriented feminism and the exploration of various 
questions about how objects experience existence. Unmaking is important within her work as a 
transitional method of investigating the inner life of objects. She graduated with a BA from the 
University of Guelph and is based in Toronto. 
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Doris Purchase 
Piece unmade, 2019 
Canvas, wood and alloys 
 
Since 2012 I have explored what is behind artist's materials and supplies that we often take for 
granted.  In an attempt to break away from Western ideals of representation, in this work I 
“unmake” a painting by presenting the wire, frame and canvas as objects that need to be 
seriously considered, not just as supporting devices for the art. To confound our perceptions of 
a painting further, once-stretched, this canvas is slack, scrunched, undulating, no longer a 
surface for painting. The empty frame points to how painting is now unnecessary.  This 
sculptural terrain now exposes the object’s original materials of wood, cotton, and metal, 
traditionally ignored, subordinate, out-of-site and not considered part of the “making” process. 
By unmaking them, inverting them and presenting them I request that we take notice and 
recognize the value of materials born of the earth. 
 
Doris Purchase is a Toronto based artist whose work draws on the materials behind a painting. 
Having earned degrees from OCAD and the University of Guelph, her award-winning work 
received a 2018 Latcham Gallery Jury award and has been selected regularly to be featured 
and spotlighted at the TOAE and other regional art fairs.  
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Laurie Skantzos 
Pink Stitching, 2019 
Oil paint, paper, plywood, staples, thread 
 
My painting practice involves the making of paper templates to apply paint onto a substrate.  
Over time these papers accumulate layers of patina, resulting in curious remnants intended to be 
a means to an end. Rather than cast them off as they inevitably rip or become redundant as 
usable shapes, I save them on my studio floor. Their eventual abundance led me to begin playing 
and arranging them into compositions.  
 
Recently discovering embroidery thread I had kept from a decade ago, I decided to sew them 
together. From here they began to take on a life of their own with these cast aside remnants 
becoming solid objects in their own right and alerting me to how I was in the process of 
“unmaking” what I believed my painting practice to be.  
 
Laurie Skantzos studied fine art at the University of Waterloo and her work is displayed in 
galleries throughout Ontario. Actively participating in shows and art fairs locally and 
internationally, Skantzos’s award-winning work is included in private and public collections across 
North America, Europe and Asia. 
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Jessica Slipp 
Becoming Rock, 2019 
Video performance 
 
In this time of ecological crisis it is vitally important to shift anthropocentric modes of thinking 
about the world to thinking with the world. Through my art-making I attempt to re-pattern 
perspectives to encourage the unmaking and unlearning of the dominant Western ideologies of 
civilization’s relationship to nature and landscape so that we can move towards a more caring 
compassionate engagement with the world. I believe that being truly present requires learning 
in a more complex way and that before we can truly be-with the Earth we must first learn how 
to think-with the Earth by shifting perceptions of matter and what matters. 
  
A form and means to compact ecological time and earth, I’m interested in what rocks contain 
and how they return to tiny particles of matter when deconstructed. Fascinated by the complex 
relationship between body and Earth, it is evident that the more we understand fundamental 
material connections the less we will see ourselves as separate from it. 
  
Jessica Slipp is a recent graduate of Concordia University’s MFA program in Studio Arts. As an 
interdisciplinary artist her work investigates notions of place, uncovers new perspectives of 
land and landscape and challenges the way we exist in the world.  
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Janice Turner 
sticks and stones will break my bones and so do words, 2019 
Old bibles, papier mâche glue 
 
Gloria Steinem said “Religion is politics in the sky.” I always thought she said, ‘Religion is 
patriarchy in the sky.’ My version of her quote accurately describes the roots of my work. 
Delving into my childhood, my work looks at the intersection of religion, patriarchy, feminism 
and domesticity. As a child I was taught the rhyme, “sticks and stones will break my bones, but 
words will never hurt me.” This is a lie. Words hurt! As a storyteller I unravel and reword old 
myths. As a visual artist I dismantle, unravel and unmake old bibles to transform them into new 
icons for new myths. Within this particular work I am transforming old stories of religion, 
patriarchy and misogyny into new stories of feminism and hope. 
 
Janice Turner is an artist who lives and works in Toronto.  Turner has written and performed as 
a storyteller, clown and puppeteer as well as designed and built puppets and theatres. Turner’s 
sculptures have been shown in Toronto, New Hampshire, Brooklyn and South Hampton, New 
York. 
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Dori Vanderheyden  
The Dying Flame of Desire, 2017 
No Strings Attached, 2017 
Mixed media 
 
Artists are uniquely equipped to propose new possible becomings for considering relationships 
between organic, inorganic, human and non-human material bodies. In the habit of trying to 
evoke meaning from what does not make sense, my work invites viewers to reconsider what 
they know, think and feel about the materiality of different bodies. 
 
These particular works unmake the beautifully designed vessels that offer the sensual sexuality 
of scent to reconsider our fantasies about our own sexuality and relationships so as to open up 
to new ways of relating to each other and the art object as another material body with the 
capacity to affect. 
 
Dori Vanderheyden is a Toronto artist who has recently completed her MFA at OCADU.  
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Andres Vosu 
When a Basket Lets its Hair Down, 2019 
Cane & wood splints 
 
I always gravitate towards the classic process of collage. In a way and by not even knowing it, I 
have been partaking in the act of un-making. I make images from borrowed scrapes that literally 
live on borrowed time. Most people would send them to the landfill, in a heartbeat. But us artists, 
we are different. We live in the land of colours, textures and shapes. We create something 
totally new, almost out of nothing. Even if others think our media should be composted. 
 
When a Basket Lets its Hair Down is the literal unraveling of an object designed to consolidate 
“stuff” accumulated by hunters and gatherers. 
 
In the world we live in, hunting and gathering has evolved into a sickness.  We are almost blind 
to the destruction to the environment that our voracious consumption creates. 
 
In my naive way, I hope by deconstructing one basket, one less basket of crap will be filled.  
 
 
Andres Vosu is a Toronto, Ontario based artist and member of The Propeller Gallery. His work 
alludes to human emotion, frailty and vulnerability. He uses visual elements such as figures, 
objects, symbols and icons. Vosu’s intention is to show the interplay between human activity 
and the natural world. 
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Kim Wilkie 
Rug Painting, 2019 
Multi-media waste 
 
Thread-work has had a presence in my paintings for more than a decade.  Over time, it became 
a natural progression to collect studio waste materials for repurposing. In my “in progress” 
rug/painting, I have included leftover materials from my various work environments. The paint 
skins are the dried product from paint waste water, which is saved in a number of buckets in my 
studio. It is serendipitous that the repurposing of these materials, prepared by cutting, spinning 
and stitching, created a new form of rope that I then made into a historical utilitarian “rag rug” and 
for me a new painting form. It becomes a new way to question what might hang on the wall or be 
moved to the floor and also offers an environmental solution to the problem of our overfilled 
landfills.  
 
Born in London, Ontario, Kim Wilkie has been exhibiting her artwork since 1994. She received an 
Honours Bachelor of Fine Arts degree with distinction at Western University and received the 
Embroiderers’ Guild Award from the Canadian Embroiderers’ Guild. Wilkie also has a post-
graduate certificate in Expressive Arts from Fleming College. 
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Supported by research into Canada’s pre-contact and imported textile history, Price interrogates the 
ideological systems and networks of colonial capitalism that continue to determine global 
economies of mass production and consumption despite earth’s ecological crisis.  Acknowledging 
her personal role as a maker and consumer in the Anthropocene, Price's examines the potential of 
ready-mades through acts of undoing to put forth ‘unmaking” as a creative act.  Performative and 
durational, Price utilizes methods of unweaving, unwinding, unthreading and other deconstruction 
methods associated with textiles to explore how these processes can transform the old into new, 
the manufactured into the raw or offer somatic and symbolic narratives that help us move beyond 
and disable economic chains of trauma. 
 
Framing her research amidst Jane Bennett’s Vibrant Matter, Decolonialism as discussed by Eve 
Tuck and Craftivism as defined by Sarah Corbett and the Craftivism Collective’s manifesto, Price is 
also conceptualizing how we might begin to re-calculate the unquantifiable value of natural 
resources, knowledge, skill and time that constitute human labour so as to rebuild systems of 
production and exchange that emerge from foundations of human care and environmental concern.  
 
Previously the Curator at Quest Art in Midland, Ontario and part-time faculty at Georgian College, 
Price is currently working as a Teaching Assistant at Queen's while conducting research through her 
independent curatorial and studio practice.    

Jill Price is a professional artist, curator and educator who received a 
Bachelors of Fine Arts and Education at Western University.  Recently 
completing a Masters of Interdisciplinary Art Media and Design at 
OCAD University in Toronto, her thesis LAND as ARCHIVE presented 
practice-led research into the social, environmental and psychological 
shadows of fast fashion, earning her a 2016 SSHRC, a 2017 Michael 
Smith Foreign Study Bursary and the 2017 Research &amp; Writing 
Award.   
 
Currently pursuing a PhD in Cultural Studies at Queen's University, 
Price was the recipient of the 2018-2019 Alfred Bader Graduate 
Fellowship in the Humanities and the Faculty of Arts and Science 
Dean’s Award for Environmental Justice for her current research Re-
Craftivism: “Unmaking One’s Way out of the Anthropocene.” 
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