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Abstract 

For as long as I can remember, I have been engaged with and invested in the wellbeing 

of other species, seeing them as having their own wisdom, communication, and 

relationships. My art practice has been deeply invested in using materials that can 

reintegrate back into nature, like snow, beeswax, and clay. Since participating in the 

Slow Wave Small Projects residency in 2018, I have been thinking of how to arrive at 

new places in a relational way and—throughout the time provided in this MFA program—

I have reconsidered my relationship to land-based art practices historicized in art history. 

I have continued my process of spending contemplative time in forests or with water, 

altering the material nature of my practice to correspond to each place. Working with a 

range of materials from the ephemeral and biodegradable to the discarded and 

borrowed. This has been an unsettling journey that I am nowhere near finished sorting 

out—I feel as though I’m just beginning. Authors thinking deeply about topics of 

relationality and the more-than-human have been valuable to shaping my process. In my 

graduating project Offering of uncertainty, I think through the ecosystem of ultrasound—

a sound world happening beyond our senses. I incorporated sound to suggest that, in 

our visually dominant world, sound is impacting us and all species around us. 

Keywords:  More-than-human; sound; installation; Video; Interactive; sense; 

relationality. 
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Dedication 

 

To my father, who I only recently realized has been influencing me my whole life. You 

have made me come to understand that it doesn’t matter the amount of time we get to 

spend with someone, just that we had anytime at all.  
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The Journey 

For as long as I can remember, I have been engaged with and invested in the 

wellbeing of other species. So invested that I pursued and completed a biology degree, 

despite constantly feeling out of place within the Western scientific community. For the 

last decade, I have been spending contemplative time in nature, in forests, and near 

bodies of water, returning to the same interspecies relation for long durations. This is 

where I have begun my artistic process. From this contemplative space, I make work 

using ephemeral, found, or malleable materials that demonstrate a transformational 

quality—things that can be returned to the earth or be renewed. The material parameters 

of my practice have expanded over time and continue to be in flux. In 2013, I created 

Ground Water Gallery, a four-walled snow gallery on Birch Lake in Treaty 10 territory. 

Each wall of the square gallery was 14ft long, 2 ft wide, and 8 ft tall, with an opening at 

each of its four corners. Within the gallery, I curated an exhibition by local writer Ingi 

Bjoranson and the gallery became the site for an ice fishing relational aesthetics 

experience. It put the sky and weather on display and was viewable at all hours, with its 

impermanence (once melted) questioning, whether it had disappeared or expanded.  

 

 
Figure 1. Ground Water Gallery, Birch Lake, Treaty 10, Saskatchewan 
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This Gallery came about during my first collaborative residency with artist Lucien 

Durey (he/him), a working relationship that continues to this day. My Baba (a word for 

grandmother in Ukrainian), Sophie Ostrowski, moved in with my mother so we could use 

her house as a residency space. We organized her upstairs craft areas for her while 

making daily scanner photography; she gave a pysanky workshop, we hosted exhibitions 

and artist talks. For me, our nine months together revealed how much I enjoy, and benefit 

from, creative collaboration. At that time, I saw Lucien as a mentor; now I appreciate 

how much I learn when working with anyone and how being introduced to another's 

pattern of making creates unpredictable outcomes. Our practices and our families 

intertwined that year. Our collaboration has continued for a decade, we seamlessly work 

on reiterations of each other's past work as a practice with support and respect. We also 

have our shared practices of walking, collecting, and sorting reused, discarded, or family 

objects. 

 

 
Figure 2. Map showing the area that I grew up, the relationship between communities, treaties, and 
provinces. I was raised in Denare Beach, went to school in Creighton and high school in Flin Flon. Denare 
Beach and Creighton are 18 km apart. Map not entirely to scale  
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In 2019, Lucien and I shared a one month residency at the Art Shed in Sointula, 

which is settled on the unceded Kwakwakw'akw Territory of the 'Namgis, Mamalilikala, 

and Kwakuitl Nations, what we colonially refer to as Malcolm Island. Here I spent every 

morning meditating and chanting with the ocean. Lucien and I spent the rest of the day 

combing the beach for garbage.  We picked everything indiscriminately, which I began to 

see as a possible reciprocal act for everything the ocean provides me. This choice turned 

what we thought might be a wonderful July activity into a laborious event. Labour seems 

to be a big part of my practice, yet it is always an afterthought, like a secondary outcome 

of these wishes. Dreams of making work that is ethical in some imperfect way. After 

gathering we sorted our collection and made sculptures or recycled it.  

 
Another choice we made was to wear matching coral coloured clothing. This 

choice came from a previous public art installation in Regina called Snow Gallery, a 

collaborative reiteration of Ground Water Gallery. Snow Gallery was made in a 

downtown park; inside we created ice vitrines of thrift store items, bringing the consumer 

goods cycle into the cycle-focused structure. While we were building the Snow Gallery, 

many people looked interested as they passed by and some stopped to talk to us in the 

park. We started to see a pattern: as any snowmobilers stopped by on Birch Lake, the 

conversations were always filled with curiosity and genuine candid critique. We decided 

next time we did work in the public sphere to try wearing something that made us visible 

and hopefully more approachable. While wearing coral, people did approach us, and this 

revealed another way that feels good for me to interact with people when making creative 

work, aside from hosting events in Ground Water Gallery and Baba’s House. In Miwon 

Kwon’s book One Place After Another: site specific art and locational identity, they 

speak about the trajectory of site specific art over time and how artists become the site 

themselves, and about the possible disconnect from the communities they arrive in to 

make a community-based art piece. This really spoke to me during my MFA as I 

considered place. In a webinar artist talk with Ursula Johnson, she mentioned that she has 

protocols for asking permission before she does a talk in a place, since she will be 

bringing ideas to that area. When we were in Sointula, I was really thinking about not 

taking anything from the land without permission, and I wasn’t considering what I was 
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bringing. This has given me a new parameter to consider when working in these ways 

outside of my community area of Creighton. Another question to hold and consider.  

 

 
Figure 3. Lucien Durey and Katie Kozak on what we now call Malcolm Island. 

These acts of hosting or being interactive feel easier for me to do in collaboration 

or in the area I grew up, where I have many relationships. Collaboration feels natural and 

enjoyable for me—although I have made some solo pieces, they are often small. I felt a 

pressure towards a solo practice in the context of institutional artmaking. Through 

attempts to make solo work, I discovered more about myself and my inclinations. I was 

able to follow myself where I was. I had a memory of a vision on September 12th, 2020, 

one that I had before in 2016: after completing a writing ritual, my body finally 

communicated to me a buried wound. A date forgotten, repressed, never known. My 

father’s death date. So I went into the bush, the path behind our childhood home, and I 
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saw an exposed pool of clay, quad tires making their way deeper and deeper into the 

earth’s surface. It felt like I needed to make something out of that clay. When I came 

back with some buckets and a shovel, the first snow had fallen, and there was a frozen 

layer of ice on the clay. And it reminded me of that fall my father never returned from 

Moose hunting—wet, bleak, unseasonably cool. I filled my buckets and processed the 

clay. I thought about my dad’s orange and blue steel toed rubber boots. He was always 

wearing them, so I made a mold of rubber boots. It was an experiment to slurry this clay, 

sift out plant material (return it to the site), and hang it in pillowcases to let out moisture. 

It took days to set without the right clay quantities and mixture for this process. Many of 

the first attempts broke, but they could just be mixed up again. It all came down to 

patience since it dried so slowly. Finally—boots, which were set back out, in the snow: 

they froze, they thawed, they followed the seasons, and melted in spring. The photo 

documentation was included in the Vancouver Art Gallery group show Disorientations 

and Echo. I used the work to introduce myself in a class, and the professor (a sound artist 

and theorist) questioned if there was an audience for this work. This questioning 

happened over and over again about my practice; it seemed like this was the muscle you 

were trying to strengthen in the program, the ability to realize that no one is the ultimate 

authority on situating art in the contemporary art world. The art world shifts, it morphs 

time and time again. I want to ask the question: how does the contemporary art world 

establish their ethics? What are their gatekeeping practices past and present? How has 

that influenced what I believe art is, can be, and how has it influenced my relationship to 

my own art making. 

 

 
Figure 4. Documentation of one boot from back to the earth 
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On my drive to Vancouver to attend in person classes, I picked up a classmate I 

had only met on zoom. We were still in the thick of lockdowns. We listened to the 

audiobook The Hidden Life of Trees by Peter Wohlleben. The thing that struck me was 

sound—the ultrasonic sound that water makes when moving in trees, and how many 

lifeforms communicate ultrasonically. I had never really considered the sounds in the 

forest I couldn’t hear before, and how significant a role that might play in the worlds of 

the living, the non-living, and the ultimate indivisibility between them. Our first studio 

class asked us to imagine our project in three different mediums, and this cemented my 

curiosity in mediums other than visual. Here I started to imagine the inner sounds of 

water moving in trees and to record foley sounds. 

 

 
Figure 5. Video still from  offering of uncertainty, 2022. 

 
Offering of uncertainty is an installation, which includes a projection of a looping 

11:33 minute video. The video is footage of trees and rocks, the images are mostly close 

up, pulling focus to blur the images. They spend more time blurry than in focus as a way 

of making the visual aspect decentralized and to foreground the text. The text was written 

while I listened to recordings of inner sounds of trees by Alex Metcalf, and of the roots of 

corn growing. It describes both what I think these processes sound like, and the 

experience of trying to listen to sound when I’m in the forest. There’s a desire here—a 
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desire to know something outside of the self, with and against the knowledge that this is 

not possible. The text lights up in a different color as it stays on the screen, using this 

signifier borrowed from Karaoke to offer a prompt to participate in the making and 

imagining of sounds.  

 

In front of the projection are three large tables. The tabletops are made of wood 

and the legs are chrome. They were placed in a semicircle. The plywood sheets to make 

them were the only items purchased for this installation. Two small tables were also 

constructed with all the offcuts. Since these tables are functional beyond the artistic 

context, I felt good about the purchase, and I will be rehoming all of them soon. One of 

the small ones is already in a cohort’s kitchen. On the tables were sound objects that I 

made with the technical and creative assistance of Alex Stursberg. They were made from 

miscellaneous found/second hand materials including wood, metal, plastic, and glass. I 

had this idea that all of the objects would be wood at first, until I found a piece of grey 

hose, it made such a nice deep sound, and looked very sculptural. Combining materials is 

also where Alex’s excitement landed. I really felt myself responding to that, and we had a 

lot of fun making the sound sculptures. I know they would have been made differently 

with someone else- that is something I am allowing myself to be permeable to. We made 

more wooden/metal sound sculptures than I anticipated, and they all had a relationship 

with one another. When I attempted to put some of the softer sound makers from the first 

iteration of the piece on the tables—like tissue paper, plastic bags, toothpicks and foam—

the curator cut them, which felt like a visual curation over a sound one. Visually they 

were different, but if I were to show this piece again, I would make purposeful soft 

sculptures to prioritize their sounds. There were still so many aesthetic decisions being 

made when the work was being installed. As these three separate parts became one in the 

gallery space, it was hard to conceptualize how each decision permeated into the final 

outcome. After going through the process and seeing the results of the install decisions, I 

know there are many things I would change. 

 

The opening night installation also included three speakers, four microphones, a 

mixing board, a looping station, and cables, so many cables. A microphone was set up on 
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every table towards the audience, and one was on the small table with the looping station 

for me. In part, the microphones were there to invite the audience to play. The speakers 

were placed so that the audience could hear their own and each other’s sounds. It created 

a sound connection. The feedback I got when I demo-ed this in April (2022), was how 

much people liked the experience given by the microphones, that they never really get an 

opportunity in life to use microphones, and it really surprised them to have that sensory 

feedback of hearing the sounds they were making amplified. In my past work I have 

enjoyed hosting and interacting with people, creating a space that feels as comfortable as 

possible for visitors to engage with is an important factor for me. Although I know 

Karaoke can be a performance, in small intimate groups I often find it creates a space for 

others to join in, which is the approach I took. The reason for me having a microphone at 

the front was to create a sound loop with a looping pedal. This sound loop creates a 

background sound for the audience to have. I was thinking it might help people who 

would otherwise be self-conscious to make sounds into a space of nothingness. It also 

creates a relationship, a kind of communication, or gives people who were hesitant to 

touch the objects more of an invitation to. It also allowed me to layer in some softer, 

more rustling sounds in the gallery space that were less common. 

 

After opening night, I took down all the technology, due to some concern about 

the microphones being small and easily stolen, and the curator’s concern for the other 

sound work in the space. Neither of these reasons felt good enough to me, but it seemed 

like the curator had made up their mind, and I could produce no counter rationale for 

keeping it that satisfied them. I was tired, physically and mentally from trying to advocate 

for my art. I’m not sure if this was because this was a student show as opposed to being 

seen as a professional show or because they weren’t expecting what I had shown up with. 

This was my first ever sound gallery install so I conceded, but after seeing the work 

without the technology I instantly regretted it. For me the end result felt barren—less 

alive. Those cords really were information highways that mimic roots. Feedback from 

people who saw it after opening night felt like it was less clear about engagement with 

the objects, and thought the microphones would have helped that. So, I would leave all 

the technology up next time, and find other ways to work around the concerns.  



9 

 
Figure 6. offering of uncertainty, Audain Gallery 2022 

 
Figure 7. offering of uncertainty, Audain Gallery, 2022 
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Figure 8. Sound objects in offering of uncertainty, Audain Gallelry, 2022 

 
Figure 9. Sound objects in offering of uncertainty, Audain Gallery, 2022. 
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Figure 10. Sound objects in installation, as seen in the Audain Gallery, 2022 
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My grad research has helped me to parse apart thinking through how we move 

around the globe, and how we can begin to think through processes of arriving in 

respectful and relational ways. While going through this process, more questions of ethics 

surfaced for me— parameters of interspecies relationships, sound taking, and digital 

technology and electricity, data. 

 

I had been thinking about how to arrive to new locations in a good way since the 

Slow Wave Small Projects residency of 2018, which re-imagined approaches to learning 

and art-making from feminist, activist, and land-based perspectives. Before this 

incredible event, I spent a lot of time with the land upon arriving somewhere new and 

before making work. I don’t have a recollection of taking natural materials from the land 

in a new place, but I did not have it as a conscious choice not to do so. It was just an 

intuitive way of entering a new relationship. During Slow Wave we were led in a 

Figure 11. Sound objects detail in offering of uncertainty, Audain Gallery, 2022 
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multitude of workshops that felt clarifying and grounding in some ways, but also gut 

wrenching in others, ways of being in relationship I had never thought about before. A 

whole new vocabulary emerged, and threads for a rationale for this kind of practice came 

through, ones I wanted to dedicate more time to thinking through.  

 

When I set off to study in this MFA program, I was not sure I would ever be able 

to return and make a living in Creighton, SK. The mine, one kilometer away in Flin Flon, 

was set to close in April 2022. Even though I have had mixed feelings about the mine’s 

environmental impact in our community, it is the one economic provider in the area. 

Since reading Anna Lowenhaupt Tsing, I realized that I don’t know what comes next for 

the area I grew up in. Is there a highly sought after Matsuke mushroom growing out of 

this devastation of the mining industry? Last week, lying on the floor in the final room of 

Elemental Cinema at the Belkin gallery, watching one of Denise Ferreira da Silva’s and 

Arjuna Neuman video works, I was struck by many of the shots of open pit mining, what 

I assume was the detonation of explosives under the earth, and the image of an 

earthquake site from the 1700’s in the present day. It gave me a feeling, the affective 

sense that there is a relationship to be considered from earthquakes to opening pit mining, 

the glimpse of a 200 year old natural earth wound healing. For me it is the unknowing of 

what the outcome could be, and the creation of the mindset that the Earth's temporal 

nature is beyond my conception. Is there a species that flourishes in the wake of the 

ground being heavily disrupted? I don’t know, but I have started thinking about it.  

 

After arriving in Vancouver, in 2021, the work for the MFA spring show started 

slowly, being in lock down was tough. Having a studio in a wide open empty room in a 

basement by myself with no windows with an empty table in front of me wasn’t helping. 

This experience led me to realize what a hands-on practice I have and that concept and 

theory emerge from this act of making and touching. Often when I wasn’t sure what to 

make, I just started making for the sake of making and that's when my ideas would come. 

Making is my thinking. Another process I consciously have followed for years is 

spending intentional time in nature. Purposeful time returning to the same place, for a 

given duration, visiting a singular more -than-human being. So I followed that process 
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and headed to the Ocean everyday. Since SFU was reopening their darkroom space, I 

considered an alternative image making process could be a way of making work for the 

spring show. As much as I had loved darkroom photography in my teens, you needed a 

lot of chemicals to make it happen, so I had given it up years ago. I started taking sea 

water when I visited the ocean and was dehydrating it in containers at home, to 

eventually use in the fixation process. I was also having concurrent conversations with 

curator Jenn Jackson (she/her) about image making and how to make a less 

environmentally impactful image. She mentioned how an artist she worked with had 

pulled up a piece of material from being partially buried and it had faded from the sun. 

We spoke about UV prints as possibly the simplest way to create images. It’s what made 

me think that when the salt dried, it was creating its own image. I wondered why I would 

just use that salt as a material to make another image. So I started purposefully drying salt 

on transparent surfaces creating translucent images. All the surfaces were borrowed, and 

it was a new way of thinking through the material nature of an arts practice. Borrowing 

objects from friends, the salt from the ocean, making a temporary sculpture, and returning 

everything to its place when done. It became my spring show piece, Everything is 

borrowed and must be returned. For me this is a new way of making land art. A way of 

really considering a place—not just arriving and taking from a place. I repeated this work 

at the Burrard Arts Foundation group show Around Us (2022). I made more of them, 

arranged them differently. 

 

 

Figure 12. Documentation of everything that is borrowed must be returned as seen at the Burrard Arts 
Foundation group show Around Us 2022. 
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Figure 13. everything that is borrowed must be returned, MFA spring show, 2021 

 
 At the same time I was going to the Ocean daily, I was also spending time nearby 

with a tree. I wanted to create a soundscape of the forest and the inside of a tree. When I 

listened to online recordings of water moving in trees, I believed I could duplicate the 

sound by using objects like rice krispies, bubble wrap, rope etc., and rubbing them 

together while recording them. Even though I'm not drawn to using digital technology, 

the inquiry fits some of my more emanate parameters. Since scientists have been 

recording ultrasonic water movement in trees since the 70’s I was hopeful to make my 

own recordings, but it didn’t work out even with help from Daniel Martin (he/him), a 

sound designer. Most people work with sound in the human audible range; ultrasound is 

more specialized, and we were working with a deadline. In my initial research the sounds 

weren’t as central to me as the urge to listen was. Since sound was a new medium for me, 

I wasn’t sure about my own ethical parameters to using another being's sound. There’s a 

question that’s come up in this MFA program, the question about whether or not we're 

co-creating, or if we can collaborate with other species. Even though I think this is an 

interesting question, in the way I normally hear it, I feel like it is possible, if you ask for 

consent and you receive it. However, I have been considering arriving in an unknown 

place and questioning this relationship, and while listening to the Hidden Life of Trees I 
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think a big part has to do with time. Wollenben gives an example that you can cut a 

branch off a tree, and 15 years later the tree is sick and you don’t know why. This really 

got me thinking about how my timeline is very different from a tree. Even though I 

believe I am spending a lot of time with them, it’s relative. They are so long lived I really 

am not learning nearly enough about them in these time periods to offer complete 

reciprocity. Later in my research this point was elaborated in Soil Times by Maria Puig de 

la Bellacasa. For her, in our culture, humans have the dominant temporality, and we need 

to refocus attention on different timescales. I understand this to mean that we can never 

really know a new place in one lifetime, unless we hear it from people who have been 

living there for generations. Attempting to solve my ethics of place continues to raise 

ethical concerns for me including the question of taking sound. Sound is a material 

substance, and I had no ideological parameters for this medium, and the materiality of the 

technology that contains it.  

 

In Dust and Exhaustion: The Labour of Media Materialism, Jussi Parikki speaks 

of the dust from the mines in the Congo and the aluminum dust from the polishing of 

iphones in Foxconn factories in China going into the lungs of the people in these jobs, 

which causes illness and high rates of suicide. How is our digital technology being made 

and produced? Being at SFU introduced me to Professor Laura Marks’ small file media 

festival, which considers file size in both in terms of data storage and transmission. 

Professor Marks brings attention to electrical usage and heat given off from the numerous 

data storage centers underground in California. With this knowledge I have been cleaning 

up some of my data practices, especially reducing my streaming, and cleaning out my 

inbox. These data centers have a considerable energy impact, although there’s many 

different sources of electricity, I am most concerned with hydroelectricity. In B.C, where 

I am living and studying, and in my home on the Saskatchewan-Manitoba border, power 

is supplied primarily by hydroelectric dams, which disrupt ecosystems and ways of life 

for all beings in those areas and downstream. This less visibly apparent materiality of 

sound makes it a harder medium for me to conceptualize the quantities I use through 

casual relationships. So I turned to a more familiar and quantifiable medium of sculpture. 
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Initially I was interested in the potential of creating a sounding sculpture, using a 

transducer to vibrate the sculpture. I turned a drawing into a tiny maquette, and then I 

wanted to turn that into something bigger to see if it could become a resonator for sound. 

I attempted with both copper tubing and wood bending. Neither worked with the 

transducer to produce sound, but something about the copper form was nice. Continuing 

with my photo exploration during the summer of 2021 I made paper from the long grass 

growing by my compost pile my mom wanted me to tidy up. This was a labour intensive 

process, but I enjoy seeing how much work it takes to make fifteen pieces of grass-only 

paper. It makes me appreciate paper so much more. I put rocks and plant matter on it and 

left it to bleach in the sun for six months, and it didn’t really make an image, so I added 

another six months-and still nothing. This was one of my image making ideas. I 

continued experimenting in the fall. I made some biomaterials wanting to create worlds in 

what I was conceiving as future tide pools or time pools of speculative futures. As I often 

think about what organisms will evolve in the watery world to come. 

 

 
Figure 14. Documentation of biomaterials, installed in the darkroom at 611 alexander studio. 
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Figure 15.  Documentation of biomaterials, installed in the darkroom at 611 alexander studio. 

 
I immensely benefited from participating in an undergraduate sculpture class last 

spring, engaging with the prompts and projects as motivation to go further with some of 

my previous experiments. I wish to thank Kelly Lycan (she/her), the instructor, for the 

positive and deeply critical feedback that encouraged me to make the leap needed with 

my research. With the final project prompt being repetition, I decided I had to try 

something with sound for the class. This project established the groundwork for my 

graduating project, offering of uncertainty, even if the ultrasonic microphone recording 

research with Daniel had not been fruitful up until this point. I decided to use a looping 

pedal and do the repetition of sound. I quickly put together a video in the style of 

Karaoke to be used for foley. It took me two days to figure out how microphones and 

speakers work, and lots of help from Andrew Curtis (he/him) and Dave Biddle (he/him). I 

used every cable and speaker in the visual art studio, plus two mixers. I wanted to encase 

the participants in the sound, to hear it all around them. Very last minute, maybe half an 

hour before the crit, I realized I needed objects on the tables and pulled out every scrap 
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and object from my studio. It came together fast but it felt right. When I hosted the class, 

it felt deeply engaging. The class gave the text and the process of sounding their full 

attention. Throughout this process I learned a lot about cords, cables, and connections.  

     

 
Figure 16. Documentation of biomaterial installation in the darkroom at 611 alexander studio. 

 
Figure 17. Biomaterials enlarged under an enlarger. 
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Figure 18. Copper wire frame with found materials and biomaterials sewn into it. 
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Figure 19. Documentation of Biomaterials installation in a copper frame, 2022. 
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One of my biggest concerns was the actual recordings, the ‘real’ sounds. All this 

to say that I decided to use foley sounds effects. I use foley because no matter what we 

hear recorded it is a representation of the ultrasound world, as the sound always needs to 

pass through a form of technology to bring it into our world of hearing capacity. I also 

thought through possible benefits of the audience engaging, maybe making the sounds 

ourselves is a more embodied approach especially for the kinesthetic learners, or being 

able to overlay their own concept of sound to the piece. As a guest lecturer, sound artist 

and theorist Dylan Robinson introduced the concept of critical listening positionality—

that everything about our identity (including our cultures and societies) has influenced 

how we listen. Robinson adds nuance to this concept in his book Hungry Listening: 

Resonant Theory for Indigenous Sound Studies, arguing that our listening positionalities 

go “beyond the simple recognition of individual intersectional identity” and are “not a 

static construct, but a process or state that fundamentally guides our actions and 

perceptions” (39). This also prompted me to want to work with people making their own 

sounds. Positionality influences us so much—what we hear, how we hear, and how we 

relate to sounds. Thinking about positionality—the words chosen for the text are mine, 

but by having the sound creation be the participants they can also explore their own 

relationship to other beings. Even though I knew the limited objects provided in the work 

would also determine the soundscape, as would the way people engaged, or didn’t, with 

the objects, I thought the option of creating one's own relationship to the sounds 

described by the text was one way this work could put focus on this question.  

 

  My other consideration is how to make it clear to an audience they can engage 

and touch things in a gallery space. I projected the text, using the signifier of lit up text 

from Karaoke to offer an inherent prompt for participants to engage. I extended the 

invitation by placing the tables and microphones facing the audience, with various 

playing wands, and some recognizable handles. People did play with the sound objects 

but the iteration in the gallery lacked the intensity and concentration that I experienced 

with a more intimate group. In the class container, there was focus from the audience. 

They read the text, reflected, and tried to make the sounds or wrestled with the inability 

to know the sound. The space itself played a role in part because the gallery space was 
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much more lit. People's inhibitions could be more relaxed in the darker cover the class 

space had. The class iteration had many more hand held objects, with softer sounds, and 

the harder wood and metal objects made louder sounds that people didn’t need to be that 

quiet to hear. I don’t have an answer for this. Currently my piece has mixed reviews of 

that gesture. I will continue to play with this but believe nothing will ever be felt as 

certain for all. Although I do believe integrating this feedback will help increase the 

invitational feeling that I want to radiate out of this piece.  

 

This project involved a lot of artistic risks for me. A new medium, and the 

experiential learning from the install was valuable. Whenever I am learning something 

new it is energetically more consuming for me. There were a lot of decisions happening 

as I installed, and I acknowledge that each decision held a level of uncertainty in it. That 

unknowing made each decision a little more stressful. Having this opportunity to reflect 

and focus on what was learned throughout that process and my time in this MFA program 

has been extremely eye opening. I realize all the embodied knowledge I carry from my 

previous practice, and how that has made those decisions possible. I am excited to take 

this knowledge forward and extremely grateful for the people I met throughout this 

journey.  
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Appendix A. 
 
Arriving on land that you have no relationship with: 
Prioritizing customs of care while acknowledging we may 
not fully understand the lifeworld. 

Sometimes we ask a question that is too specific. We ask it because we 

know the answer will be one we will be comfortable with; one we can conceive of. 

How do I answer a vast question that requires relationship, nuance, and care? 

How do I arrive in places if there is no freedom to stumble, to put two seemingly 

dissimilar things together and find pathways beyond what I can fathom? When 

we zoom in, we often lose context. The question I started thinking through was 

how do I create art after moving to land I have no relationship with in an ethical 

way. I didn’t know the answer but I wanted to keep things open so there could be 

seepage. If I want to know how I arrived here, I need to look back further than I 

can fathom. The “world” is so astronomically large and connected that sometimes 

it's hard to be aware of what is affecting life and why. When I say arriving here, I 

mean this place, this land, and with these constructed thoughts that shape our 

own realities; thinking about arriving as a person but also as an artist, on my 

continuation of thinking through an ethical art practice and human existence. I am 

reflecting on so much of what I have come into contact with over the last three 

months and three years—the readings, research, people, artwork, 

conversations—and recognizing the interplay of each element and its 

significance on where and who I am today. 

Last spring I worked as a teaching assistant for a sculpture class. One of 

the first readings we did was A Sedimentation of the Mind: Earth Projects by 

Robert Smithson (1968) for an introduction to Site-specific art, Earth works, and 

land art. While reading, I realized there were some crucial perspectives missing, 

and as a class we were still not addressing what inclusion had been neglected: 

woman, people of color, Indigenous artists. I was surprised since the 
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conversation around Site-specific art sounded similar to my own art history 

studies ten years ago; I recall being shown Richard Serra’s Spiral Jetty as a site-

specific example of land art. The project is a massive movement of land into a 

spiral shape on the shore of Great Salt Lake, Utah, which functions like a dock. 

Spiral Jetty is all about its size—the fact that you can see it from a plane, and 

how it can’t be moved, or reproduced anywhere. It goes against the practice of 

art being in a white cube gallery and against art’s ability to move from gallery to 

gallery and therefore against the commodification of art. Many of the “Earth 

works” had this quality of immovability, but there are exceptions. Robert Long’s 

piece, a line made by walking (1967), comes to mind. To make the work, Long 

walks back and forth in a field of grass, enough to create an imprint—a trail. The 

work is simple and creates an awareness of the relationship between humans 

walking and the earth. Long documents the work with photographs because it 

disappears without continued effort. Site-specific art has many meanings in the 

present; it lives in an expanded field of meanings. In Miwon Kwon’s text One 

Place After Another, the author moves through iterations of the site. In the 

beginning, when the term was first being used, “site-specific art was initially 

based on a phenomenological or experiential understanding of the site…a 

particular location(the size, scale…topographical features), with architecture 

serving as the art work in many instances” (Kwon 3). Most of the artists in the 

historical canon only engaged with the post-colonial history of the site and this 

deliberate naming of the place as “site” seemed to give permission for artists to 

not acknowledge the land. Site-specific art has an origin story, but as time goes 

on it absorbs, morphs, and continues to evolve. On top of this, people need to 

revisit how they are participating in the historicizing of these cannons, and how to 

present the origin stories with more social context. 

The world is shifting to include perspectives from makers —women, 

people of color, and Indigenous artists—who, despite lack of recognition, were 

always making alongside each other. However, academia is reluctant to adopt 

inclusivity in previously established canons. Articulating this in a 1996 interview, 
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Juane Quick-to-See Smith, a member of the Confederated Salish and Kootenai 

Nation, spoke of her frustration at the limited perspective of art schools during 

her training in the 1960’s and 1970’s: “From the start I was bothered by the fact 

that the only artists I heard about in school were mostly white men. . . . I felt there 

had to be more than this, and in time I encountered women artists like [Georgia] 

O’Keeffe and [Käthe] Kollwitz.” (qtd. in Alejandro Anreus, Subversion/Affirmations 

in D’souza 70). In the last few years I have heard Ana Mendieta’s and Agnes 

Denes’ names spoken more frequently. Denes' practice engages with social-

political ideas; in 1968 she created Rice/Tree/Burial, which according to Peter 

Selz was “probably the first large scale site-specific piece anywhere with 

ecological concerns.” (“Agnes Denes Biography”). In terms of the Site-specific 

land art historical canon, Ana Mendieta, a Cuban-American artist, has thankfully 

gained recognition in recent years. Her Silueta series is “generally dated from 

1973 to 1980”, and includes works where she placed her body, or constructed a 

representation of her body, on the maternal earth (Best 93). Ana describes her 

own work as “basically in the tradition of a Neolithic artist. It has very little to do 

with most earth art. I’m not interested in the formal qualities of materials, but their 

emotional and sensual ones” (Best 92). This work has a very different kind of feel 

or connotation compared to the majority of male artists in the site-specific cannon 

of the time. Referring to the earth as a mother gives a grounded sense of 

relationality and counters what some of the site-specific artists were doing. It was 

created years later and is perhaps Mendieta’s response to the way the land is 

seen as an object in works by Serra and others. In the last few years, the art 

world and world history has been called into question for what it fails to include. 

In the last two decades, Ana Mendieta has emerged as a figure to be celebrated 

by the art canon, included in retrospectives, featured on lists of the top ten 

celebrated land artists. Her recognition is vital and should not have been 

previously neglected. Her long-standing absence asks the question: who else is 

missing from these very Western white canons? It asks how the west constructs 

history as a society and also why.  
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The art world is murky when it comes to marketability and what it 

perceives will sell; the reasons for why this may be vary greatly. “To build a 

nation,” Benedict Anderson suggests, “there should be print capitalism and a 

museum to narrate the nation's history and design its identity” (Steryl 76). Much 

can be said regarding the state of museums and how the West has constructed 

them for so long, perpetuating inequalities and attempting to place Indigenous 

peoples’ histories in the past. The museum is similar to the art gallery, in that it 

has historically been influenced by white supremacy and excluded certain voices 

in order to construct a specific narrative of white male artist genius. About this, a 

project started in 2014, Art For A New Understanding, was a comprehensive 

survey of contemporary art by Indigenous artists compiled by curators Manuela 

Well-Off-Man, Candice Hopkins, and Mindy N. Besaw. However, the curators 

realized they needed to restart as far back as the 1950’s. 

For a museum of American art to more fully represent American art 

history, it had to make substantial strides towards supporting 

important voices, practices, and histories that have informed art 

history but have been largely left out of the canon itself. Crystal 

Bridges, like many other art institutions, is now taking a hard look at 

the irrefutable historical bias in favor of the practices of white male 

artists that persists even now (Besaw et al. 5). 

Here we see that art history and institutions are replicating the larger societal 

hegemonic narrative, which is greatly influenced by capitalism and white 

supremacy. Melamed describes all capitalism as racial capitalism that needs the 

creation of social separateness—”the disjoining or deactivating of relations 

between human beings (and humans and nature) - needed for capitalist 

expropriation to work” (78). Capitalism necessitates the extraction of resources 

and in many cases also creativity, as it is “well known that Native cultural 

production was an inspiration for the development of modern art, Surrealism, and 

even some Minimalism '' (Besaw et al. 6). In 2012, the artist collective 

Postcommodity created the installation Do you remember when? comprising a 
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two-by-two-foot concrete slab that was excised from the gallery floor and 

displayed on a plinth, leaving a dirt-filled hole in the middle of the room. The 

work's gesture was minimalist, and the “exposure of the earth beneath the 

building challenged viewers to question the authority of the museum and to 

acknowledge the aboriginal lands beneath their feet” (Morris, 81). The “site” is 

always on land; it can no longer be thought of as somehow neutral. It was never 

neutral; that story was created to feed the colonial capitalist regime. 

Another way that the site is instrumentalized beyond place in order to 

smooth over the effects of capitalist colonialism is displayed by the practice of the 

contemporary artist nomad. Since cities have become “an undifferentiated sea of 

abstract, homogenized, and fragmented space [in] late capitalism,” the nomadic 

artist travels to places to add cultural capital; the artist themself has become the 

site (Kwon 8). The artist is brought to a place to perform their own unique way of 

seeing or being as a brand. The body, as seen here, carries the same level of 

disconnect from the land. Kwon describes James Meyer's vision of the “functional 

site” as 

the art work not bound to the physical conditions of a place 

anymore, but the artist-subject is “liberated” from any enduring ties 

to local circumstances. Qualities of permanence, continuity, 

certainty, groundedness (physical and otherwise) are thought to be 

artistically retrograde, thus politically suspect, in this context (Kwon 

160). 

The artist seemingly owes nothing to the site when it is in a physical location, and 

the creativity of the artist becomes a moveable site. On reflection, arriving 

becomes a fundamental question; how do we embody our relationship to place, 

the artists’ preconceptions they bring with them, and what we feel connected to? 

Our mindset may literally be imported to perpetuate colonial practices in the form 

of culture or by the artist themselves, even if this is unknown by the curators 

inviting us.  
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Colonial practices have been taking place for hundreds of years, and have 

been disconnecting people from their ways of knowing. “In order for colonialism 

to operationalize itself, it must attempt to make Indigenous peoples stand in 

disbelief of themselves and their histories'' (Watts 20). Vanessa Watts writes 

about Indigenous connections to the land and how “a majority of Indigenous 

societies conceived that we (humans) are made from the land; our flesh is 

literally an extension of soil” (28). I have thought of the land as female in the 

sense that it shares a fecundity with women in its ability to bring forth new life. 

Watts’ conception of the importance of Place-Thought is based on the 

Anishinaabe and Haudenosaunee creation story of Sky Woman. The story goes 

that Sky Woman fell from the sky and landed on Turtle; “once landed, Sky 

Woman and Turtle began to form the earth, the land becoming an extension of 

their body (Watts 21). Watts emphasizes that these events legitimately occurred; 

“they were not imagined or fantasized” and they are not to be viewed as Euro-

Western “alternative mode[s] of understanding and interpretation rather than 

“real” events” (22). Indigenous cosmologies demonstrate the importance of 

protecting land, as it is more living than inert. Watt makes an effort at thinking 

through “the connection between place, non-human and human” in order to 

“access the “pre-colonial mind”” (20). These Cosmologies are not meant to be 

absorbed by others; rather they are stated as facts for contemplation when 

arriving as an uninvited guest onto Land, to consider visiting customs in a new 

way. There is a new modern western scientific acknowledgement that the 

extractivist ways of colonialism are the driving force of the Capitalocene. The 

Earth's soil is being depleted of its nutrient value due to capitalist values of 

productionism, lack of rest, and the ways that western culture reasserts its 

separateness from nature. The “productionist frame is aimed at increasing soil’s 

efficiency to produce at the expense of all other relations” (Bellacasa 186). 

In her book Matters of Care Maria Puig de la Bellacasa navigates through 

a feminist lens of care, and applies it too soil. Bellacasa argues that humans 

must begin to change their relationship to soil. “What soil is thought to be affects 
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the ways in which it is cared for, and vice versa, modes of care have effects in 

what soils become” (170). While this mode has value, and western paradigms 

encourage reliance on science to incite mobilization,, this is a very human-

centered approach. Yet Bellacasa asserts that care involves ““making time” to 

get involved with a diversity of timelines” (171). Soil is a living, complex world of 

diverse relationships, and it exists on a different temporality than the western 

human dominant hegemonic order of time (de la Bellacasa). This recognition of 

breaking the temporal dominance of capitalism and white supremacy applies not 

only to the care of soil but to all other beings. Soil’s timescape differs from ours—

all timescapes do. Soil has two time scales: the first is geological, as rocks break 

down into tiny pieces, the second is biological as biological material breaks down 

into soil. The first process is significantly longer than the other. “Focusing on the 

temporal experiences of ecological care helps to reveal a diversity of 

interdependent temporalities of beings and things, human and not, at the heart of 

the predominant futuristic timescales of technoscientific expectations'' (Bellacasa 

172). Western humans are relying on science to make educated guesses about 

the future. This is interesting, as many science experiments don’t engage with 

other temporalities; they change conditions into future predicted conditions. This 

approach does not engage with the reality of deeply entangled relationships—

those that science cannot possibly quantify in one human lifetime. Neglecting 

recognition of other temporalities is not a holistic model. It dissects and 

fragments. It creates a world that doesn’t exist. It is important to note that not all 

humans experience time in the same way, and that time is socially and culturally 

constructed. 

Over human existence we have experienced solar time, cyclic seasonal 

time, and astrological time events. In this modern era, we have machine time, the 

incomprehensible time of computing, and with the internet, our distance to 

knowledge becomes closer but less embodied (Hansen 234). Technology 

continues to increase the pace at which modern humans experience time and 

our “world.” Gerald McMaster describes that the best way to travel is by horse or 
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walking, because if we fly or travel quickly we miss the nuances of the land; he 

says “at a horse’s pace means you are not shut off from all that is around you-

that the world is able to come alive” (McMaster 25). At a horse’s pace you are in 

the former temporality of the now “which neuroscience has recently informed us, 

lasts approximately 0.3 seconds” and is considered the “lived affective 

temporality of human experience” (Hansen 234). Machines and technology 

create a new kind of time, “the ”intensive” time of machine processing. Intensive 

time is the time of Digital information flow, which is beneath the 0.3 second 

threshold of time considered to be in the “now” and therefore, neuroscientifically 

speaking, “beyond experience” (Hansen 234). This “potentially incompatible 

embodiment of time” is shifting our relationship to the physical world (Hansen 

234). Matthew Toffeletto transposed Hansen’s ideas of time to the materiality of 

technologies, saying “it makes us beings who are of time, not just in time, as 

[Hansen] has quoted, where time is not composed in isolation but instead within 

the ecology of materials” (canvas discussion post soon to be wiped out of 

existence). The materials we engage with deeply influence our relationship to 

time. These materials, objects, or other beings all have their own temporality and 

by engaging in it we affect our own embodiment of time. Historically the western 

tradition examines everything externally from a distance, which it thought was an 

objective frame of reference, and safety. Recently western humans have begun 

to notice the far-reaching consequences of excluding ourselves from the rest of 

the lifeworld. The consequences of being ‘distinct’ allowed for extractivist 

practices that have polluted, endangered species, rendered species extinct and 

altered ecosystems that we and other beings depend on. 

Through recent conversation with a colleague, I was introduced to the 

concept of Metaphysical Kindness, which “refers to a fundamental and 

“valueless” attitude of kindness that is not solely based on analytical rationality, 

but on an acknowledgment that we do not fully understand the world” (Yi Xin 

Tong, November 7th, 2021, email correspondence). As a human who doesn’t 

fully understand the world, I don’t know what it “needs.” Yet I often hear 



33 

statements framed as what “our world needs” in order to continue our own 

existence upon it. As the earth is eternal, I am not worried about mother herself. 

The question is how to tend or care for all of life, knowing that we are not 

separate from it. This knowledge was not passed down to me, but I can’t say this 

for sure for all humans. No one human can learn how to care for the intricacies of 

life on this planet, nor can one generation of humans, but there are humans living 

now with centuries, or perhaps millennia worth of accumulated knowledge. “If I, 

as a human, am made of the stuff of soil and spirit, do I not extend to the non-

human world beyond casual interactions?” (Watts 8). 

Watts describes “Place-Thought [as] based upon the premise that the land 

is alive and thinking and that humans and non-humans derive agency through 

the extension of these thoughts” (21). The way the land is being treated, dug up 

and redesigned is not a coincidence for Allen-Gunn (1992) as “The feminine and 

land is fundamental to our extensions as people” (Watts 12). In Braiding 

Sweetgrass, Robin Wall Kimmerer speaks of how the smell of dirt releases 

oxytocin in the body. Oxytocin, which we normally associate with human touch, 

human closeness and connection. We also receive this chemical when playing 

with a dog, gardening, or breast-feeding. This form of intimacy, even though 

wondrous, limits the agency of soil if we merely seek to see what soil can do for 

us. It also demonstrates the devastation of perpetuating colonial practices for all 

involved, and shows the varying levels of impact. “Jean Boulaine notes how the 

first agricultural revolution in seventeenth-century Britain was fueled by the 

introduction of off-site natural fertilizers first extracted and imported from the 

colonized Americas'' (Bellacasa 178). Humans cannot be disentangled from the 

history of land. 

Today I received a text message from a friend which read, “[the] acoustic 

frequency of some bird songs literally helps certain plants grow.” It seems like 

magic, this deep sense of entanglement, this relationship that extends out of you, 

beyond you, through you, and with you to the rest of the world. It is something 

beyond the idea of humans prescribing agency to the more-than-human. A Dene 
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friend of mine also told me last year that the earth likes to hear the words of their 

language. This auditory sense of entanglement is something most scientific 

experiments of the past have not considered, because until something can be 

proven by science, the West proclaims to disbelieve it.  

However, science continues to catch up to the accumulated experience, 

and scientists and artists are beginning to ask questions differently. While 

impossible to know the location of all accumulated experience, clearly it is not 

exclusively limited to the colonists’ model. There are infinite complexities to 

consider, with all of the life worlds in which we exist. There has been a 

devastating loss of ancient knowledge within many lineages because colonial 

practices have taken over place and disconnected people from their sources of 

identity and inherited ways of knowing. This compounds the global diaspora. 

Either by choice or by force, people are moving and can do so quickly. “The 

elaboration of place-bound identities has become more rather than less important 

in a world of diminishing spatial barriers to exchange, movement and 

communication” (quote by David Harvey in Kwon 156). If people are both 

disembodied from themselves and nature, and from the entanglements that once 

informed them in ways they may no longer be aware of, we are arriving in a new 

place with whatever informs us in actuality. 

Today’s site-oriented practices inherit the task of demarcating the 

relational specificity that can hold in dialectical tension the distant poles of 

spatial experience described by Bhabha. This means addressing the 

uneven condition of adjacencies and distance between one thing, one 

person, one place, on through, one fragment next to another, rather than 

invoking equivalences via one thing after another. Only those cultural 

practices that have this relational sensibility can turn local encounter into 

long-term commitments and transform passing intimacies into indelible, 

unretractable social marks- so that the sequences of sites that we inhabit 

in our life’s traversal does not become genericized into an undifferentiated 

serialization, one place after another (Kwon 166). 
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Conceptions of relationality that have been central to Native American and 

Indigenous studies “emphasize relatedness, polymorphous kinship, human 

reciprocities with and of land, and the other than human” (Bryd et al. 5). For 

example, author Leanne Betasamosake Simpson approaches relationality by 

looking at the Anishinaabe relationship to land and culture. For her, relationality 

encompasses the existing ways that Anishinaabe culture opposes capitalist 

agendas. Academically, relationality opposes the current world order of 

neoliberal capitalism since in practice it is “designed to promote more life...not 

just human life but the life of all living things” (Simpson 3).  

I attended ArtSpeak Gallery this week to see a show a friend 

recommended. I was invited to taste makgeolli, a fermented rice wine, made by 

artist Woojae Kim. For his exhibition I am porous, I am moved by you, he 

collected microorganisms from different locations around Vancouver and hosted 

multiple tastings. His only variable in the brewing process was the variables in 

microorganisms, both in the air and in the leaf material of different locations. As a 

guest at a tasting, I was surprised at the vast difference in flavour between 

batches—one tasted of citrus, another of floral. This example makes palpable our 

relationship to our environment, that we live with but that many of us have 

become disconnected from. It makes sense that there would be a difference in 

taste due to these factors. Each place on this earth has a different assemblage of 

microorganisms that have their own relationships, their own reasons for being 

present or absent. There is a tenderness in exploring the creatures that exist in 

constant relationship to us, from unseen microorganisms to trees. There are 

ways that the outer becomes the inner, breath by breath. Woojae Kim also read a 

poetic text to us that followed all his relationships and places that led him to this 

work. The reading was thoughtful and humble. His attempt to reconnect with his 

grandmother led him to making makgeolli, which connected him to this place and 

all of its entangled histories. It also invited place, through microorganisms, into 

Kim himself and into everyone tasting the makgeolli. The experience felt very 

grounded, both in the body and in the land. For me it was a demonstration of a 
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new way of honoring a place with complex histories, and the intricacies of our 

entanglement within.  

Very recently, I was in the kitchen I share with four roommates, which 

serves as the hearth or lifeblood of my collective house and where I regularly 

learn from our conversations. I was telling a roommate about my work on this 

essay and my conundrum of making work in land with which I have no prior 

relationship. She shared about a show she went to on Saturday, Touch Me Hold 

Me Let Me Go, by Lee Su-Feh. She told me about Su-Feh’s process. She spoke 

for an hour and half, about her process, where she went, how she collected, who 

made what, continually speaking of place and deep histories. My roommate 

described it as a beautiful continuous acknowledgement of the land and yet Su-

feh was, in the end, still hesitant to show the work. I have felt alone in thinking 

through these thoughts until this last week, after hearing or hearing of these two 

artists thinking deeply about similar topics. I am also thinking through these 

questions with others, even if those artists are not aware of me or my art. They 

are helping me.  

As people continue to unlearn and relearn, and as people continue to 

move, they also land. What would happen if everyone treated their arrival to a 

new place as they do their arrival to someone’s home? In keeping with the 

cultural proverb, you don’t enter someone's home, open their fridge and start 

taking things without asking. “Land and place must remain at the center of 

decolonial thought and practice because, wherever our heads might be, our feet 

are planted on the ground, on the land” (qtd. From Cabral, 1979, p. 44 in 

Martineau, & Riteskes). As technology challenges our perceptual experience of 

time, colonialism challenges our connection to place. “Colonialism is a problem. It 

has nothing to do with belonging. If we don’t take care of the problem, it will still 

be there, but it won’t change our joint belonging” (Maracle 9). This disruption has 

not been equal for all, but the ground provides a place to reconnect, too, that will 

remain long after us. “This means the task of decolonial artists, scholars and 

activists is not simply to offer amendments or edits to the current world, but to 
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display the mutual sacrifice and relationality needed to sabotage colonial 

systems of thought and power for the purpose of liberatory alternatives.” 

(Martineau, & Riteskes). Artists are tasked with the responsibility to show what 

changes are needed for a better world, including the importance of reconnection 

with the earth and the benefit of acknowledging and returning to Indigenous ways 

of being versus a continuation on the path of capitalism guided by white 

supremacy. “What will it take for Canadians to fall in love with the land in the 

same way Indigenous peoples have loved it for thousands of years? It will take 

more than the goodwill of artists. It will take every Canadian … to make a 

decision to protect and care for our heritage. It will also take consultation with 

First Nations-and consent-before any further extraction of wealth from our 

territories or treaty areas as planned” (Maracle 9). 
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Appendix B. 

The video  

This video is a series of thoughts about the sound world that exists beyond us, that 

at least through our ear we can’t hear. offering of uncertainty video is 11:33 long and 

it played as part of the larger installation.  

Filename:

offeringofuncertainty(small).mp4


