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Abstract

RE:sourceRE:mainRE:claimis anexperiential installation that encapsulates artistic
entanglement with ideas of materiality, inttetion and agency. Using natural materials
harvested from ecosystems found in thelpae region of the prairiegs well as/zideo
documentation, and sountlgxplorerelationswhere humans are part of the entangled natural
world. What mightoccurif we permit ourselves to consider artmaking as a tool that is finely
tuned to attend to both the human and rtbeexhuman/material entities at pfayhe works ag
gestures that emergand bok shape from intimate acts of withessimghenthe ambiguity of

truth, causality, and purposesallowed to breathe
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Exhibition Statement

RE:sourceRE:mainRE:claimis an experiential installation that encapsulates my artistic
entanglement with ideas of materiality, irtiationt and agency. It is the outcome of the
absorption, filtration and accumulation of the last two years spent exploringpaid) issues,
ecdogy, and the uncanniness of beittgengages my deep conviction that art is inseparable from
everyday living The heart of my Master of Fine Arts degree has been the evaluating and
reconsidering of my decadeng artistic practice; the culminatiasmthe consolidation and refocus
of my work

Over the course of my Iyear art practice, | have negotiated a complicated, nebulous,
and constantly morphing redefinition of what being ecological mé&é&ew:s regarding the
environment and ecology can diffeidelyy, dependi ng on onedbds cultura
orientation However, these views can generally be sorted into one of three positions: the
development viedy the preservatiowiew?, or the conservation viewThough | have never
aligned myself with the development view, which believes humans to be the masters of nature
and that Earthodés resources are meant to be wus

preservation and conservation views. Like presgonists, | believe that the natural world has

il ngatai on is a Baradian term used {establishegpbodiesthatthennt er act
participate in action with each other. Intzation understands agency as not an inherent property of an individual or

humanto be exercidle, but as a dynamism of forces (Barad, 2007, p
constantly exchanging and diffracting, influencing and

St ar ksactégnb nt r a
2Worl d Economic Forum, fAHere' sandDevelopmi Can Bal ance Conse
3 Ibid.

‘0ur Endangered World, AConserwation vs Preservation: T



inherent value andeservegprotection; muclof my previous worklike that of environmental

artists of an earlier generatigelayed with trying to show the beauty of the natural world and
promote the importance of the natural environment. Like conservationists, | am deeply aware of
the unsustainable commodification of
natural resources and the misguided
dependence on unlimited economic
growth.Yet, none of these positions
accurately speak to what | hold at my
core.

For the last 3 decades, | have

been immersed in the rolling
landscape of the pothole region of the
prairies; a land unhindered by
concrete.The horizon seeps through
the wooden walls of my home, a

renovated village schoolhouse built in

1947 A direct and tangible connection

Figurel: Louisa FergusorDrift, 2018. between me, the elliptic of the sun, and
Glass, copper wire.

Photo: Ron Coole
Y the cycle of the moon keep me

grounded. Every slough and bluff present themselves as a gathtbapgrean assemblage of
sentience that composes the soundtrack of my experiensecdrmection to the local landscape,
as well as my preservationist/conservationist vahege informed my decadeng practice as a

glass artistl have created work that I call ed ndwel



remembering and meditatiall with a concern deeply connected to the ntbegthuman world

and my place in it. Transparent and translucent, able to reveal and amplify, glass has been my

il ?h a |
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Flgure2 Paula Cooley and Louisa Fergus@asten 2018.
Ceramic, metal, cast glass.
Photo: Ron Cooley

material of choice. | have used this resource with abgratmorbed by its variableature.

Yet asglobal warming unfolds and thentialimpacts andssociatedisks grow more
dire, 1 have become deeply aware of how my choice of artisédium is at odds with my
connection to my surroundings. The making of glass requires -aenewable resource: silica
sand. Sand is the highest vol ume of raw mat
consumption of 40 billion tonnes per year is ®vibe yearly amount of sediment carried by all the

rivers of the world. | feel, in good conscience, that | must examine my ecological relationship

5Gr e e n F aMining of SaidT ahl@-renewableResourced



with the morethanh uman wor |l d and t ake o nactrdsponsibleinthei ¢ a l

wor lbkecsoomi ng, to contest and rework wh&at matte

Adding to my urgency is witnessing fireand the ecological damage to my local
environment: the evagrowing encroachment of natural habitat by cultivated fields, watiegb
drained from wetlands, and bluffs being bulldozed to make way for larger farm fieldeflibe
which are zones where flora anfauna can survive during environmental instabilitare
disappearing one plough width at a time. So, | choose to put this monatardgiveneshere, in
the middle of my Master of Fine Arts. All that has come before, the crisscrossed lines of cause and
effect, swell to this moment, where | feel very vulig#de, and as ecologist and philosopher
Timothy Morton suggests, lattuneo t he t hing that 1 snét me.

The reading andrriting practices | have undertaken during the last 2 years, including this
support pape@refor me as much a part of my art practicéresprocess and the physical artworks.
They haveallowed me to crystalize and ingest insights and revelations that emerged during my
study and hee greatly assisted me in finding purchase for my deep belief in the agency of the
moretharthuman world My studies have taken me outside the boundaries of art into spirituality,
ecocriticism, new materialism, philosophgnd the social sciences. This interdisciplinary
scholarship makes sense to itgave always come to artmaking asoainding a sonar ricochetm
against environments, objects, and ideologies in search of unsettling moments of uncanny truth.
My art practice, my philosophy, and my spirituality yearn for this pl&bés support paper and

my thesis exhibition are no different

6 Barad,Meeting the Universe Halfwal78.
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RE:source
Sounding: Leating Source
| began my MFA interested in studying relational aesthetics which centred around
diversity, inclusion, and the immigraexperience. This interest stems from being the daughter of

Portuguese immigrants and having dv

citizenship between Canada and Portug
| have intricate roots in both places. Tt
contrasting geography, climate, and seci
cultural systems have intrinsitashaped T
my persona and perspectives, and mucljl '
my sense of place and belonging, which 3
fluid, arises from this diversity. | sens; :
that | am neither fully Canadian nc
Portuguese, but both my identities a f.‘;
vital and inseparable.

During my first seraster, my
studio explorations includedentity/word
portrait collages about intersectionali

and hanging tapestry experiments wi

Figure3: Louisa Fergusonj\Vell, 2021.
cheesecloth and mixed media utilizin Cheese cloth, photographic paper, embroidery thread, food col

images from my childhood and Portuguese culture. | was trying to connect my coadpfieate
of identity with place. lm, after allthe child of immigrants, who was born time provinceof

Quebecpbsessed with ideas of being a distinct society, who then moved frorrcitynktontreal



to a village of 80 people in rural Saskatchewamceland belonging are meaningful for me.
Following this train of thought, my studio explorations expanded into questions about migration
and how perceptions of the movement of peoples seemed to correspond to attitudes about flora
and fauna. More than ondée have heard i mmigrants <called #fi
should be controlled. o

At the end of my first semester seminar presentatiotjuded digital images of the road
allowances near my honas an investigatioimto how invasive plant speaglndigenous peoples,
the Meti$ and immigrants seemed to occupy the same challenging space in the cultural and
geographicalandscapiessentially thenargins of places. Images of throngs of displaced people
behind migrant camp fences reminded me of road allowances thick with invasive flora trapped
between cultivated fields and gravel roads. Not seeing invasive plants in a negative light, | saw the
roadallowances as places of refuge, hope and vitality. Coming from a large city like Montreal,
green spaces, regardless of their makeup, have always given me a sense of ré&fA An
classmate, seeing the images and registering how my enthusiasm seemedwbespeaking
about the natural landscape versus the intersectionality | was expring e d why | wasn
focussing on the natural environment. It was a pivotal question. Upoigussfioning and

reflection, | changed my focus to the natural waentdl my place in it.

8Logan, AM®tis Road .Al |l owance Communities



This repositioning prompted me to look at different movements found in environmental
art, to research other artists, to read the histotgmaf art, and to connect ideas within the fine arts
to what was being explade in
ecology, philosophy, and
psychology. Instead of seeing
science, spiriality, and art as
distinct areaghat overlap| see the
relationship between these

disciplinesin a way that is similar to

Figure 4 Detail of paper made with plant pulp and dyed with red clay d
in the studio.

that of Mark Sprinkle, director of art

and cultural engagement at a church

in Richmond, Virginiaas a web similar teolil, fia complex system that provides a matrix within
which communities can determine ultimate goot¥hrough this expande®FA study, | was

able to sift through ideologies and approaches, and piece together a way to situate my art practice.
| became interested in sigpecific work that included sculptural objects made from natural
materials found on @t This then led me to start to focus on experiential installation art. The
impulse came from wanting to create embodied experiences like the ones | was encountering

my local environment.

°Di Pasquale, fAArt Bridges Communication Between Science



Mapping: Charting the Provenance

At the beginning othis repositioningmy study of environmental al¢d me to focus on
how the materials | used in my artistic practice were harming the environment. Using toxic paints

and chemicals, consuming large amounts of energy to run glass kilns and other electrical

Figure 5 Detail of catail pulp price tags foBaving Gracensite installation being painted with cochineal ink.

equipment, and the disposal of studio wastediliee withdread | questioned my motives and
approaches, and in responsbggan to focus on materialitysing the landscape around me as
my resource, | taught myself to make natural dyes, ndahksl and charcoal, and | experimented
with turmeric andcyanotypein sun printing A new sense of embodied practice emerged out of
the foraging, drying, grinding, and mixing that took place. This sense was intensified by the
process of making paper out of local flora. The transformation of plant pulp intoilhagteating
local surroundings felt appropriate and dsejted.

| then began a series of sgpecific installations at a local slough, where | would place

objects | had made from tmatural materialpackinto thear location Ice blocks embedded uit



SN ~ -
Ny P

_;‘.k.;-.‘ e, -

Figure 7: Louisa Ferguson, detail frafgpha 2021 Site-
specific installation, cattails, ice.

N e

Figure6: Louisa Fergusonfypha,2021 Ste-specific installation, cattails, ice

cattails, clay footprints, and ice telescopes
acquired a heightened sense of purpose and
magnetism. They called attention to themselves
and requested that viewers slow down kadk.
For me, the experience felt relational. | was
offering the slough tokens of mytaractions
with it, and the slough responded to my offers,
subsuming my objects.

Concurrently,in the second term of the
MFA program,| was also discovering artists
within the environmentalart movement that
straddled ahost of differing approaches,

methods, and beliefs These as t i

sts



Figure 8 Louisa Ferguson, detail froffypha 2021 Site-specific installation, cattails, ice.

spoketo reconnecting and returning to the natural wodducatingabout thefragility of the
environment, employing green methods and natural materials in artistic practice, and investigating
how the environment works.studied he first major environmental art exhibiipEarthworks,

which took place in 1968t was organized bpmerican artist Robert Smithson, who was known

for sculpture and land art. Showing work by Walter de Maria, Claes Oldenburg, Mike Heizer,
Robert Smithson, Sol Lewitt, Robert Morris and Dennis Oppenheim, the exhibition illuminated
the usage of manmade nmaé in the wildernessoften using heavy eartimoving construction

equi pment to dig into an #wasdaitl® beevolationary fprgts des er

1C



time, representingia special and conceptual involvement with literal nadifteEarthworks was
approached by critics as an ideological and political challenge to historical definitions of art, as
well as a chaffing at the restrictions of exhibiting within museums and gallgyidise artists
involved.In hindsight, and from my 2licentury perspectivé, had little to do with the ecological

realities and implicationar ound Ear t h beontineedvoi seaoch foreart that spoke
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Figure 9: Louisa Ferguso871, 876.744, 202&ite-specific installation, lay, snow, ice.

directly to me.
| turned toward environmental artists of the laté @énturyi Mel Chin, Christo, and Agnes
Denedwho create sitspecific sculptures and installations that called into focus the beauty of

nature, addressed social issues, and highligihedcologically detrimentagffecs thathumars

PTillim, AEarthworks¢ and the New Picturesque

11



are having ortheplanet.Me | Chi n 0 ef interest tk mevas i situated in social practice
and urban ecology. Concerned with resources, technology, restoration ecology and waste, his work
is explored through the parameters of the health andhegllg of citizens. His projedDperation
Paydirt, focused on detoxifying soils in impoverished communities, wRdgival Fieldinitiated
the use oflorato remove toxic, heavy metals frasontaminatdsoil foundin thosecommunities.
Even though, for me, it has a more tenuous connection to environmental art, | was drawn
to the largescale work ofartist couple Qiristo and Jeanr€laude Inspired by Joseph Beuys,
Christo and Jeann€laudebeganbywaappi ng everyday i tems thath f abr
the concealment encourages the viewer to look with renewed curiosity to the object beneath and
the space in which it exists, whilstalsod di ng new scul ptural Yual i ti
1968, they began wrapping objects of a much greater scale. Their biggest wrapping was
Surrounded Islandsn which theysurroundedslandsin Mi ami 6 s Bi scayne Bay w
square feetoffiwingpi nk f abr i c. Chr i st workwaundddepeshdareng s ay
than its ephemeral aesthetics with its only true purpose to create joy, beauty, and new ways of
seeing: ol make thiemgepthmbybaveéednmakeneptl easu
| found the symbolism and activismA&fg n e s  Daxtitenspdatignal, and of the three
artists mentioned, | feelit s cl osest to what I would call
Wheatfield- A Confrontation: Battery Park Landfill, Downtown Manhattanevolves around
growing wheaton atwacrelandfi | | si te two blocks from Wall Si

is situated in social practice and is concerned with food security, equality, and access to land.

“Ricci, fASubtracting HRrbatd ToThe UnigReclegacy bf Christo aBoelaa@heiged A
2 bid.

13 Denes Website

12



AWheatfieldwas a symbol, a universal concept; it represented food, energy, commerce, world
trade, and economics. It referred to mismanagement, waste, world hunger and ecological
concérns. o

From a posthumanist perspective, which is where | now consciously stand at the end of
the MFA progr am, all thr ee acaview of thesatural worlk, s man
leaving the agency of theorethanrhumaninhabitants outside the equation. The preservation of
the environment is seen through the lens of how it benefits the human species. Although | can see
i n Mel Chi nods iatiorakd réstoration of ldrdbeshaee pasitve results for soll
andtheenvironment, the philosophy behind the actions is squarely ptedbe bettering of sites
for the human inhabitants. Christo mentioned on his website that F®seounded Islarsla s i a
work of art underlining the various elements and ways in which the people of Miami live, between
| and a nl8Hens,ahe sharing of land and water with the tb@rhuman inhabitants is
not considered. In fact, there is much controversy around issues of ecology and sustainability in
the work;Surrounded Island&as seen by environmentalists as an ecologicaltttoespreys and
eagles'® | appreciate thal g ne s Wheatbetd@a s n 6t considered probl
Awareness that the amount of soil and habitat disturbance created by agricultural sseding

ecologically problematic¢ were noissuegeneralljund er st ood at the ti me of

14 |bid.
15 Christo WebsitefiSurround Islands o

®Greenler ger, AChristods Most Controversial Ardbworks: Prot

17 Recent atdies have explored the carbon footprint of growing wheat and making bread. Tilling, irrigating, and
harvesting wheat has dcalecgipecealc einmp loifc atriecandsd.s figh ceretnyh o u
attributed to the fertilizers used to growed. Of that percentage, tvtioirds of the emissions come from actual
fertilizer production, which relies heavily on natur al
elevates the risk of exposure to pests and diseases. ThepetmtEfumbased fertilizer and sprays against mildew

fungus on the wheat and the-stof an irrigation system bring up questions about the overspray of chemicals and

the sourcing of the water.

13



The understanding of ecosystems and sustainabilitpriogsessd greatly since theMy concern

with the work is thatWheatfieldocused on food security for humans, and the harm done to habitat
was not consideredhor were thoughts on how pollinators, birds or other animals would be
affected.

These three artistsd practices clariarfied f
| was studying.Essentially, | agree with philosopher and feminist, Rosi Braidotti, author of
Posthuman Knowledge¢hati The pur suit of adequate knowl edg
work in tandem with the ethical pursuit of the power to act imstrarsal alliances with human and
nonh u ma n & Adao artist, |am drawn to the new ethics surrounding thetpmsan, and
engaging my relational faculties in order to comea wader understanding that strives to include

the morethanrhuman world.

RE:main

Becoming: Finding a Purchase

The ideas araud nature, ecology, and human interaction that are brought to the fore by the
artistic practices above have driven me to investigate émerging trenslin philosophyand
sciencentersect with my understanding of art. For example, fascinated by the ebs#ect in
guantum mechanics, whetige mere act of observation affetit® findingsin experimeits, my
curiosity wonders if this same interconnection happens in viewingteetstudy of plant behavior
in biology, and the recent revelation that plants sensitive beings capable of agency and

communication’? add to my questioning. This line of enquiry led me, in the second year of the

18 Braidotti, Posthuman Knowledgé&32.

19 Marder,A Philosoghy of Vegetal Life2013.

14



MFA progr am, to the study of American phil osc
oriented ontology and ecologistn d p hi | os o p h e rdark @ologp Fohn e, tMeser t o n 6
philosophies deconstruct the pervasive beliefttiagrtist is the primary ageintartmaking. This
decentering hasow become central to my art practi®anding like a bean plant searching for a
pole, my artistic impulses coil around ideas such as that of physicist and feminist, Karen Barad, of
my agency and t khtenthagemoy (@f tfemor ecoi ned by ¢
philosopher David Abram3 co-creators. | feel out, ieverwideningcircles, other supports for
further growth.

In addition to Harman, Morton, Barad and Abrams, my thinking has been infornted by
writings of political theorist,Jane Bennetand environmental and forest biolagi Robin Wall
Kimmerer, andhe ideas oVorhandenheit/Zuhandenheit philosopherMartin HeideggerTheir
theories have deeply informed and repeatedly transformed the works in my thesis exhibition as |
will describe belowExploring these thinkerkelpad me find what remains after this period of
filtering and assisted me in unearthing the language to speak of the constant and underlying
philosophiesthat now more consciousigform my art practicelmmersing my latest work in these

new languages has help me decide what | want to reclaim.

RE:claim

Lingua Franca and My Art Practice

As outlined above, there are sevehahkers,vital conceptsand definitions that | have
learnedaboutthroughout my study and that have expanded certain foundational elements of my
artistic practice. | will briefly provide an overview of thedementsand then connect them to

individual works in my exhibition.

1t



Agency

Agency is the ability of acting orf @xerting powerln sociology,agency can be
classified as either unconscious/involunthghaviouror purposeful/goabriented actiorf® In
phil osophy, it is thought of as belonging to
in a fictitious character, or some other rexistent entity?! In physics, agency is seen as a
physical apparatus that converts low entropy into #aAdl.three disciplines agree that agency
results in some sort of effect.

In her book Meeting the Universe Halfwaparad expands agency by stating that it is not
exclusively associated with humantentionality or subjectivity, nor is it restricted to the
possibility of humanactm i Cr uci al | y, a g e nactng. It isan anaatmeent,tn@r o f
somet hing that s o ntevanyehinghas vétiimitehe possibitity ofi doimy. 0

bengHumans are one agenti al pa®#t of the fdAbecomi

.
r
R

Figure 10: Louisa Fergusodetail of TheRE:counting2022 Kochia (Russian Thistle), handmade paper, red ink.

St anford Encyclopedidta of Philosophy, fAAgency

2SSt anford Encyclopedia of Philosophy, #A®l atods Middle |
20penstax, fA12.3 Second Law of Thermodynamics: Entropy
23 Barad,Meeting the Unierse Halfway178.

24 |bid, 178.
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As an artist, | believe the artist, the material/object, the process, the viewer, and all other
parts of arthave intraacting agency. This locus leads to the decentring ofuhsh experience,
and a widening of what is allowed to take up space and importance. THeimam (shuman
centric perspective) becomes the mtiranhuman world.l view the following work, The
RE:counting asthis kind ofcollaboration with a particular plant found in the local landschpe.

hear a narrative emerging fromaind attune myself to it.

| was brought here in seed form
No one asked for my congen
Hidden deep in the folds

of migration and inheritane

| was arried across the border

| embodied possibility

Like all beings

| strove to flourish

The soil and climate stood me well
Dressed in a scarlet red dress

| ornamented your summer gardens
a welcome respite

from the dull drawnout winters

You coddled mand cooed

| grew well

Too well

| began to succeed and to take up presence in places
not meant for me

| did not see the unwritten rules

did not read the room carefully endug

17



| followed you
and thrived in the places

for whichyou had scant use

My industry affronted you

| needed to be tamed

You tried to control me

but every method you threw aem
| used to my advantage

and transformed it into a lesson
in getting stronger

Frustrated

you tried to eradicate me

But | am vily

| settle in the places

you have disturbed and used
| am up with the early bird

to catch the worm

| birth my little ones close
and tell them they are warnte
| ride the winds of chargy

so they can flourish
| was brought here in seed far

No oneasked for my consent

but | have a will

TheRE:countingis the first installation encountered upon entering the Snelgrove gallery

Three organic barriers dissect the gallery into 4 sepapaieesThe above narratives displayed

18



to the left of the gally entrane, attached to the wall in six handmade paper sheatte from
recycled paper and Kochia pugnd seedthe story is hangrinted in red ink,onto a senmi
transparent layer glued to the toploé sheetsA subsonic drone permeates the gallery. As viewers
enter, theyencounter space delineated by walls of Kodfithat rumble with sound. The walls
of the barriers are made of Koclaadto access thadjacenspaces, viewers must watkrough
gaps inthe Kodia. Kochia isan invasive tumbleweed that has spread across the grainatve
to southern and eastern Russiavas introduced to North Ameriday way of Europe where t
was grown as an ornamental hedge around garfdents beauty Yet for many Saskatchewan
farmers it is scorned and hated becaugedtn 6 t b embeagitself intb dpaces where it is not
welcome.It has agency. This rounded mass of intricate, weblike limbs, beiidielinto an
ephemeral orb, taking up souch space, yairy, has intentions of its own. It collaborates with
the wind, tumbling across fields, dropping its seed over 500 nfetrasvhere it sproutsnto soll
ready to welcome ifThe above narrativd he Recounting is writtenin the firstpersonin such a
way that it could be theitherKochia or an immigranspeaking.The agency of the viewer will
choose which narrative to follow.

Kochia materialize only when I notice them. First one; | am drawn in by their globe shape,
their pale straw colour in the sepia scenery. Then a few more, further along the field, dotting my

view like runawaypeas Then a pile of them tangled irfence line. | can no longer unsee them.

Xl nspired and in complete agreement with Robin Wall Ki
capitalizing human names but not the names of other beings, | have chosen to capitalizeRibahi/all

Kimmerer,Braiding Sweet Gras$885. lhave chosen to use the proper noun Kochia instead of the common word,
tumbleweed, as there are many kinds of tumbleweed.
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TheRE:countingis a collaboration between Kochia and me. To work with them, | must listen to
what hey are willing or not willing to do. Wanting to stack them in the gallery requires being open

to their ability to intertwine and manage gravityhey are an actaim the work An actant never

= g4

Figure 11: Louisa Fergusodetail of TheRE:counting 022.Kochia (Russian Thistle), handmade paper, red ink
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really acts alonefil t s ef fi cacy or algeecolabygratien] coapgragion,doe p e n d

interactive interferefice of many bodies and f

More-thanrhuman World

Coined by Davi dthaaAbbu man wdrel diymndrmgoi nts to tl}
the human perspective from the definition of the natural wétlddopted as a key term within
the broadrecologicalmovementit roots human understanding in the conihg entanglement of
our corporal experience with thencanny capacityf otherbeingsto experience feelings and
sensation@nd to have agency. It makes room for the experience of the other and requires the
countering of #Athe mar cwifs stiksamfasndfcdnbusaidhthasasi n ¢ h
humans, we are the world, and the world, including the fl@mehuman, is us. We are not
separate. We are embroiled and captivated by our world, and we are fully present in it, not just
within our intelectKar en Bar ad explains that all matter,
to an inherent, fixed propert y?Shdspeahssotwhaalc t |, [
think is the creative act of becoming: matter, being a collection ofatdevelos qualities as
objects only through their relations to other atoms. When a new relation is made, they transform
again. Seeing that all is made of atoms, including humans, being is becoming, and creating art is
an evesshifting relationship withhe worldsurroundinghe artist.This evershifting relationship

explains the push and pull | experience wham tuninginto a landscape. It is a creative act. | am

26 Bennet Vibrant Matter P.35
27Envision, ADavid Abram. 0
28 Bennett,Vibrant Matter, P. xvi

2% Barad,Meeting the Universklalfway, 151.
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neither instigator nor recipient, thinker nor feeler. It is the becoming that livesdremeand the
other.

In my gallery installationby moving through an opening to the rightthe wall of Kochia
one encounterJuning a 24foot wide by 5foot-high piece ofhandmade papeihis piece
explores my personal experience of walking through a prairie landscape in Videieg a
synesthete, | experience space as sound. Visual stimuli are present as instrumental cosgosition
that walkingthrough a landscape is an auditory experiehtavinter, what | see does not ring
clear ; Il must tune in |ike a shortwave radio.
where | begin and endhe profusion of whiteness ofdhwinter landscape registers as silence
intercepted by auditory static. The lack of visual diversity in the landscape requires that |

constantly tune with my hearing to remain attentive. | experience the agency of ththamre

Figure12: Louisa Fergusordetail of Saving Gracg2022,video, cattails, intravenous drips, water.

human world acutelyfi Bicea thing cannot be known directly or totally, one can only attune to it,

with greater or lesser degrees of intimacy. Nor is this attuneanenté m eaesthétiy approach to
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a bl ank extensional substance. Sinceingppear a

attunement is a living, dynamic relation with anotheingitd o e s n 6% st op. 0

VorhandenheiZuhandenheit
Martin Heideggelis best known forhis contributions to phenomenology, hermeneutics,
and existentialismi One of the concepts at the coreRdideggemhilosophy isthe distinction
between two ways of approaching the woddd our experience of:ithe presenathand
(Vorhandenheit) and the reattyhand (Zuhandenheitl he first, preserdathand refers toour
abstractunderstandingf a world made up of objecth.is where we encounter the discipline of
science but also where all the background of our lived experience hangs. Things that surround us
and hover in the backgroupas we focus on what directly within our sightare presenat-hand
They canat the right momentnake their presence distinctive and known. When they do, they are
readyto-hand.The readyto-handis our practicalconnectionto things that are handy or useful.
They are thehings that we interact with every day because they fulfill a specific purpose.
According to Heidegger, bei ng | gehranyopr es en
these thingsgounnotdeT hey have no fipresence. 0 Ihepuli s phi
apart the idea that some things are more real than others and replaces the hierarchy of reality with
the constantlpresensuperposition of the unobservétih i | e Hei deggerlgest t heor |
oriented ontologyy several decades, | see amection since OO@ontends that the presesit
hand of things sits on top of something more profound and much stthagehe normal state of

affairs. As an artist, | cover one eye then the other and strain to witness thé¢orbady.

30 Morton, Being Ecological89

3 Wheeler "Martin Heidegget'
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In the gallery, to the left of the entrance ameughagap in the Kochia structuris Saving
Grace asculpturalinstallationand video projection. Both reveaitanglemenbetween me and a
local slough To the right isa large meandeing mazeof cattail stalks, also from the sloudiung
upside dowrby fishing line. Intersperseoh the floor,among the cattaland between the maze
and video projectionare circles ofvarying sizes oshreddeccattail leave. Seven mtravenous
dripsare distributed randomigver some of the circles, with ooe&cle being dripped on by three
IVs. Although | physically entered the ecosystem to participate in the work shown on the video, |

have chosen to remove amyage of myself from theideo documentatioprojected on the wall

—

Figure13: Overhead drone shot of local slougb21.

adjacent to the installatiao displacehe common instinct of centring human action. The actions

and reactions of botime and the beings within the environment remain equally anonymous.
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grave road travelled by |«
those and by others
speeding by in vehicles

Rarely noticed, it has

Figure 14: Louisa Ferguson, detail of paper pulp replica of slot
ecotones, 2022.

witnessed many
milestonegfrom my tiny sons throwing rocks into its belly, their efforts rewarded with resonant
plops, to the inquisitive Asnumedgingo of two
pert, to moments of somdul contemplation underwritten by the sharp song of thewieg
blackbird. Sometimes overflowing, other times dry and bedazzled with fragile snail shells, it is a
perfectly round slough fringed by cattgilts borders often circumnavigated by my foatpsi

Nestled between the edge of a farm field and the grid road, the slough survives not despite
its lack of value but because oflils banks are too steep for farm machinery to navigate, and the
possible boost in harvest too small for the effort rexgflito tease out the extra rods of grain, so it
is left uncultivated. Uncultivateda strangeword, that, whenused to describe humans, means
uneducated osocially ineptand when usedo describe landneans unsown, bereft of seed. Yet

every partoftheslugh és cattai |l fitsmedignes sought ater bydndigebhduse f e a
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peoples and the water it purifies necessary for survival.Braiding SweetgrassRobin Wall
Kimmererlists its magical propertieshen out with her students on a cattail marsh in upstate New
York: A OQu r shopping canoes
I filled with leaves for clothing, @is, twine

and sheltero®? likening harvesting cattails
from a marsh withshopping at Walmart.
The tiny ecosystenof the slough | walks

a Mobius strip;it is invaluable but not
profitable.In myvideo,Saving Gracethe
change occurring in the ecosystem is
documented without showing tlimers of

the actions. We do not witness the cattails
growing, or my action of attaching price

tags to them, nor do we obsenthe

agricultural swathethat is cutting down

Figure15: Detail of harvested cattails usedSaving Grace2022

the vegetatin, or the wind depositing
tumbl eweeds onto t he s laetoughesiosallthediffdcent.intadtibonst we v
between the different instrumenBy removing humans from the documentation, | remove the
focus on them and place attentionbnet r esul t s of the various exch
is decentred. The addition of the price tags to the fringe of cattails expresses ideas of value and

worth. The subsequent destruction of the price tags along with the cattails by a swathesunsettle

32 Kimmerer,Braiding Sweetgras229.
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the notion that value and worth is the same for everyone. Returning the natural fibers to the earth
through weathering and disintegration accentuate their inherent ecological value and purpose.

The cattail material installed in the gallery contistigs exploration.lVs drip water onto
a smaller circle made of shreddeattail leaves, which absb the water and reéee a smell like
the one found at the slough site where the plant material was harvested. Here too the human is
absent. What is present isethesult of human action collaboratingth the capacity ofvateii a
vital life element symbolized by the intravenous hagseleasethe aroma inside the cattail
material Thecattails compl. The presenat-hand or the readio-hand is triggeredepending on
the positionality of eaclactant the cattails, the water, the wind, myself, or any witness. What
comes to the forefront and what remains in the background is fluid.
Objectoriented Ontology

Objed-oriented ontologyOO0)3 proposes deeply anianthropocentric ranalysis of
our connection with the world and the objects and hierarchies we find withirejects the
favouring of human existence over the existence of nonhuman oljextintains that objects
existdivorcedof human perceptionFounded by Harman in 1999, this philosophical movement
includes scholars such s Bogost, Levy Bryangnd TimothyMorton. Vividly described by
ecol ogist and philosopher Timothy Morton, AOO
hdden corners, a world in which things canodt e
light of thought, a world in which being a badger, nosing past whatever it is that you, a human
being is looking at thoughtfully, is just as validly accessingtthati n g a g Thyoaghmyar e . 0

encounter witltOOO in the second year of the MFA progrdrave discovered that the

BEl sby, fGr ah a rorieHtedromiciogy; A n@vi theery df everything

34 Morton, Being Ecologicalxli.
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witnessing and reflection of thmeorethanhuman world explored in my work has been an
unconscious and intuitive gravitation to a lettirgyaj the humanas the centre of meaning and
power. Instead, my exploratiogfive tonarrate stories where humans are part of the entangled
natural world. | posit thahe artistic endeavaf descrilng, disseang, and understamayg
fithings causes thm and usodissolve 1 OOO ar gues that nothing can
all at onceée® in its entirety.o

According to Ulrich de Balbiamphilosopher anditcector of the Meta-Philosophy
Research Centrg u e s t i 0 n so thengsg amimalsgnd othfehotmuman entities
experience their existence in a way that lies outside our own specigg definition of
consciousness? |Itdés precisely this questions
ObjectOriented Ontology is attemptingt answer or at | ease seriousl
certain segments of the art world on fi#€. De Balbian points tfPamela Rosenkrarand
EduardoNavarroasartists said to be working with ideas attributed to obge@nted ontology
Rosenkrana work, Our Product,at the 2015 Venice Biennale, is described as follows:
Rosenkranz covered the Swiss Paviliondés fl oor
silicone, Evian water, and Viagra, among others) to create a liquid mgitatiat the press
release calls 6éa standardi zed northern Europe
utilized in contemporary advertisinglfees fia pr
t hat Rosenkr anz ishehasdécidedhe mants her dudiegoe to wee.aThe

silicone, Evian water, and Viagra are being u

35 |bid, xI.
%de Bal bi anenteddriologysethe philosophical movement sweeping the art world

37 de Balbianfi O b jodentéd ontology: the philosophical movement sweeping the art world
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artistic ends, in eff ddidt, Ediaddyavamgntetpiets O@bby e ct s 6
putting on aurtle-skin suit and chickewire-frame carapaceith the goal of trying tmccupy
the consciousness of thartle heis imitating. In my opinion, these artists are missing the mark
Navarrods ant hropomor phDizs mey &oulfof RudnbetortBambit | e r e
Why not | et the turtle speak for i1itself? Filt
us about Navarro and nothing of the turtle.

For me, objecbriented ontology is concerned witine energy between things. Allowing
my positionality whether it be background, culture, approach to artmaking, or personal
recollection$ to function asa
collaborative entitythroughout
my exploration of artmaking,
embodiment, materialityyith
agencyis at the centre of my
artmaking impulse. That

impulse is then received and

responded to by the

positionality of the object | am intracting with. It too brings its history and situated experience
to bear on what is created. | am curious to know what caur edten we permit ourselves to
consider artmaking as a tool that is finely tuned to attend to both the human arithamore

human entities at play. | am curious to know what happens when the trope of artist as primary
agent in artmaking is disrupted. Whae #he implications that arise whexs an artistl listen to

both nonhuman and human agencies? How does objegtrded ontology expand notions of

material/materiality, and in turn, how does this extension impact how artmaking is studied and
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practicedd f what Ti mothy Morton says is true that,
exceed the whole, rather than the whole swallowing the part perfectly. An artwork is
subscendetib y i t §which patt do,we as artists decide to ignore onsie

Two artists whose work | feel comes closer to this listening are Basia Irland and Lynne
Hull. Irland, an American sculptor, poet, and installation artist, has focused her creativity on rivers
for thirty years.Irland has created more than two hundied c e Books o from t he
all over the worldHer ice books argéime-based sculptures carved from ice and embedded with
local native seeds. After being launched into rivers, they melt, and the seeds are released into the
ecosystem and help the restoration of riparian zones along the rivémportantly, ollaboration
with area botanists and other scientists is i
communities where she has been ebooksiand&anching | p wi
them into the water. During their involvement, citizens learn about their local watershed, and the
ecosystems that border them

American artist Lynne Hull creates work that is aimed not for the viewing pleasure of
peoplebutforamnal s and habitat that have suffered due
are a collaboration between herself, ecosystems, wildlife biologists and zoolRgsts: Roosts
is a series of sculptures intended to provide safe roosting platformsfrawagangerous power
lines. Made out of recycled tree trunks and branches, the perches stand like beautifully crafted
sentinels, visible and accessible to birds of prey. Hull embodies the change in artistic thought that

| am drawn to, namely a practiceattshifts the emphasis of art away from the centring of the

¥fiWwWholes subscend their parts, which means t
there can be genuine surprise and novelty in
ASubscendence

hat parts
the worl d

% 1bid, 84.
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human viewer and towar d h u ntlanhurhan @asld. The Waoaktisi o n' s h |
still aesthetically pleasing to the eye, like walhfted pergolas, but the central focus is trying to

address the needs of eagles, hawks and ospreys. In my opinion, both these artists exhibit a deep
seated listening to the natural world and are concerned for both human anthamdreman

perspectives.

Figure I7: Work in progress image @funing,2022.

Dark Ecology
Readi ng Ti mddarkBcologhofferedamne the perspective thmingecological

is accepting that although we call ourselves humae, i ¢ aamhuman symbionts as part of
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the way in which we ar e hunfdaVveare awemalgamwf aboutdé t | i
39 trillion microbial cells and 30 trillion human cells, kiveg us only about 43% hum&hWe

must not forget that as symbionts, we are entangled with other symbionts, and together we are
ecology.Dark ecology is the realization that the vague, undefinable space that sits between all the
inflexible categories thatumans adhere to due to our reliance on Cartesian dualism, is in fact
where we coexist with all other lifeforms.

When | reach for my pen and pick it up, or when a lilac bush rubs against me, we do not
actually touch. In quantum physics, we know thattebes orbiting the central nucleus of an atom
never come in direct contact. What we are feel
the energy of my fingersd atoms, and vice ver
pen. This sugests that we live within the vibrancy of that energy field. All matter is vibrant. In
vital material i sm, Aithere Is no point of pure
with virfietlas humanse we Hithely underwrite hurentric ideologies that
pigeonhole and limit vibrant existence of the other and the agentiéi kcstrive toward what
Karen Barad points to as fimeeting the moment,
an ethical call, an invitation that is written into the very matter of all being and becoming. We need
to meet the universe halfway, take responsibility for the rol

di f fer ent i*A6anlrést lofealithe grgeot need to move beyond the normalization of

40 Morton, All Art Is Ecological 23.
AL ee, OWweboutet3¥%Human,Study Showso
42 Jane Bennetl/ibrant Matter, 57.

43The agential cut speaks to being happening within theraeeing relationship between things and not as a static,
pre-defined object Leonard Th& Arts andNew Materialismo 3 .

44 Barad,Meeting the Universe Halfwa@96.
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things brought on by an adherencedtalism. | want tostop feeding what feels to me as the
distortion that is created by thinking that only humans have true agency, and that what happens in

= A w the moment of creation is only made to
"N

: happen by the artist.

| continue to grapple with the
strangeloop of radical setknowledge
and the dark ecology principleatwhile
il i t tnhag notbe guilty of causing
‘ global warming, | understand its cause,
p ' and sol am still responsible. | endeavor
to apply this unsettlingyet paradigm

' TTIRNGE shifting concept to m practice,and by
{ X s R N\ \ ' ._\'

Figure 18: Louisa Ferguson, detail®diving Grace2022. d0|ng so,nurture an Intensely personal

cultivation of a meaningful relationship
with the morethanthuman world that surrounds mé accedelike Morton, to the principlethat
Athings are exactly what ,yehappearanceés, insepaeable frommv e r
being, so a thing is a twisted loop like a Mobius strip in which the twist is everywhere, it has no
starting o fltishetjimtiysacgeptancahat the powerful and beguiling uncanny
lives.
Uncanny

KarenBar addés wunder st aleanduinndge rosfc omeeve mahteeriidea t

not refer to a fixed substance; instead, matter is substance in itadtitra becoming. Thus,

45 Morton, BeingEcological 27.
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becoming can be thought o fnddesabilimiagptoeessofiteratvent i n u
infraaa ct i ¥As yhwmans, our fAbeingo is alsagwhcont i nuc
|l eads to a sense of the wuncanny. According t
where anything is possibhland where arflourishes; he describes art &ss pooky act i on

di stance. |t makes things h%Moptefns have éxpedemded n e e d

the telepathic ability of a work of art to draw us in. The uncanniness of this gravitgidha

=]

reveal s the mostly nonhuman world of influen

idea of who déownsdé what® and who is running th
The uncany, initially defined by German psychiatrisErnst Jentschas intellectual

uncertainty*® wasfurther expanded by Sigmund Freud to encompass social tahdagpetition

compulsion?® and extended by Julia Kristeva in the concept of abjeétidbheuncanny is defined

in many ways, including ideas independent of psychoaisaysl the human mind. For me, the

uncannyand the AngleSaxon wordwyrd, are interchangeahl&Vyrd is derived from the verb

weorthan, which means to become. Wyrd, having no beginning or ertdpgesistently happens

around us in a loop. Sporadic and motaen awareness of this constant becoming leads to the

wyrd experience. As a synesthete, | am immediately aware of when | enter the realm of the

uncanny because | instantly hear a deep subsonic reverberation that permeates the space around

“Barad quot ed ArsantNewMaatred,i afl Tihsem, 0 4.
47 Morton, All Art Is Ecologica) 81.

48 |bid, 75.
“The British Psychological 0Society, AfUncanny dehumani :
°DeName fA Repetition Compulsion: Why Do We Repeat the Pas

SSwil lette, fAJuliadoKristeva and Abjection
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transcending experience, whef 2%

;- WG
the uncannyor wyrd is closer to (& %" ?‘&N
s ﬁ»ﬁ’

the truth of being and appearing %% 5 A

perpendicular to Tuning, is
Drought,a 5foot wide by 6foot-
high piece of paper made fro %

natural plant material, soil, an¢

how making paper during &
drought on the prairies is

complicated expeence in

pulp, clay, earth,

BRI L

o P e s Wk
making Drought, | used a“ RN : : _ ST
Figure19: Louisa Ferguson, detail &frought 2022 Fant
. utility bills.
S|gn|f|cant amount water to creat

the large sheet of pap&roughtentangles me in the Mobius strip of using wétem the prairies

to make paper to explore the idea of drought on the praftgeediumans, we need acsds water

in order to survive, gt our exponential growth as a species requirese and morevater
resourceswhich in turn, depletes water resources. Waiaoannily entangled with watevlorton
explains this ent an gTheamamgtconausionlisthatmeneat tircleo t at e
context will ever fully explain the thing you are trying to explain. Ecological awareness gives you

a world in which everything is relevant to everything else, but it is also unique and vivid and
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distinct at the ver same timer? In creatingDrought, while trying to bring attention to questions
surrounding ecology and the use of water, | cannot extricate myself from engaging in an action
that uses water in what some people may find is a superfluous way. How eate lveithout being
entangled in all the results of my creation? | am cognisant that everything | do has an ecological
footprint even though tried to be mindful by collecting and recycling as much of the water as |
could in making the shedtam still implicated.My actions are wyrd. There is no beginning or
end, just a constant twisting in a loop.
Truthfeel

Inspired byJohnKesa 6 e ni gmat i cOdéd oa s Grecian Uinndsautyis truth,i s
truth beauty® that is al ye know on earth, anall ye need to know®2 Morton coined the term
fit rut FPHeisquestioning the contemporary art worl
rejection of beauty. Though Morton reaches back to Keats and the romantic notions of beauty,
where he parts ways thi19"-century ideass in hisrejection of the romantic notion tfe primacy
of the individual®® Morton may come from a romantineage;however, the world he inhabits is

a drastically different world than the one Keats was responding to. latéh#8" and early 19

centuri es, Apristine natureo was stild/l a poss
wilderness. | n our s and reditieverAntactica,tomemfehe masth i s i
remote environments on Eajftesb een def i |l ed by plastic pol |l uti

still finds majesty in the healtreaking disintegration of the world that once wagg overtaken

52 Morton, Being Ecological43.
53 Keats,Ode to a Grecian Urn
“Morton, iD. R.E. A. M. W. E. A. P. O. N. S. 0o

55 For individualism as a central to Romanticism ®ritannica, T. Editors of Encyclopaedia, "Romanticism
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by the magnificent world that is. It is truthfel.his redefinitionMorton challengesonventional
aesthetic understandings of beauty by redefining it not as an adjective, but as the agency between
entities:A Beaut y gdfiavnetsa syt o uwc ,aacass tontheoiracceasdible et@the withdrawn,
open quality of things, their mysterious réali®® Here, again, Morton points teality not being
born out of solely human experiendayt of a coming together with the experiences of the more
thanhuman world.

| engage with the beauty of truthfeel thg brief phenomenologicahtra-action withan
ungraspable thingt is experiencingrt, whether producing it or receivingéisa pandor a6 s
where we find ourselves overcome by an uncanny sensation. Truthfedlat unsettles and
mesmerises us in art, and shimmers, never settling one way or another. Truthfeel radiates from
mutualagency which Morton describes as having indistinct edgéé$tere is not a sudden point

or rigid boundary at which the truthy becomes actually true. Things are always a bit fumbly and

Figure20: Louisa FergusorGround Truth2022 Plant pulp 109 x 237 cm

56 Morton, Being Ecological 74.
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stumbly. We are feeling our way around. Ideas sound good. Truthfdel. my experience,
truthfeel and beauty are entded with tle uncanny. Thewre not pristindut full of glitches.
There is always the possibility of a lie within a truth, and truth can come enveloped in a lie. Looking
at a Mark Rothko painting, | experience the magic of how it causes me to disappear, yet | carry
the awareness of the illusion at the centre of seeing. Neither my disappearance nor the sense of
illusion is real or unreal. It is uncanny.

Ground Truthis displayed on the wall in the space to the right of the gallery entedoicg
with Tuning The phrae figr ound tr ut ho has ofanaking hispieeence f o
Looking at digital maps of the local landscape, there odien disparities, both large and
imperceptible, between the gathered information and the real landscape. The processes | am
entangled in creata ground truth thagathersandlifts my embodied experience of being within
the landscape and transforms it into a visual and tactile truth. It is a piece of handmade paper made
from the pulp of plants harvested from the local roaoMahces. The various fibres and textures
gifted by the flora are collaged together creating a visual map of the intersection of wildness and
cultivation that | see etched upon the landscape terrain of the prairies is a laying and
overlaying, a patchw& of mycorrhizae below humus below rotting foliage, sometimes blessed
by water.Borders of roads, fields, sloughs and forgotten patches of undisturbed soil transition into
ecotones of ecological communities recording the {attoon between the human atié more
thanhuman.

This work plays with notions of entanglement with landscape aneestern cultural
impulse to document it by plotting it on paper. The plants in specific sites offer up their fibres and

coach my hands in the making of the paper wWilditrepresent them and their environmenhe

57 Ibid, 4.
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making of paper feels to me like the mastication of pléaxestaking into body memorgonsuming,

digesting and regurgitating. By cutting, boiling, blending, and couching plant pulp, | embody and

give voice b the agency between myself and pldeaper can store and conduct fleetmgments

of connection in perfect, portable skins that unfurl the land through the very fibres of its being.
Paper has been at the centre of art practices for centuries, oldehehannting press and, as

Lothar Muller describes in his bodkhite Magi¢ encompassing a metaphorical world where the
language we use every day refers, for example, to people being blank pages or how we can turn
over a newleaf. | seeGround Truthnotasa r epr esentation of the | art

realization that its the landscapengested, digested and transformed.

RE:cap

AAnd in the absence of a single authoritative

judge art, how weegard it is also about how wholes are always less than the sum of theipjoarts.

The concepts of agency, the madhanhumanworld, Vorhandenheit/Zuhandenhgit
uncanny, and truthfeel sit at the heart of my support paper and the creation of thesartvmayk
exhibition. The works are gestures that emerge and take shape from intimagefatitnessing
where the agency of the more tHasimanworld connects with my owrand where the ambiguity
of truth, causality, and purpose is allowed to breals anartist,| have always felt that the intra
action between what | consider myself and the material/object/entity | collaborate with shapes the
articulation of my fingertips as | make, as it in turn is shaped by my fingers. What | have

experienced and leariein the two years of my MFA has given me the endorsement and

58 Bennett,Vibrant Matter, 50.
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confidence to pursue my artistic impulses, and it has shored up my ability to remain steadfast to
my Vvision. I ntuitively, I think of Attbe cur i
produce effects dramatic and sulfié, and how these effects affect
my artistic process never has a clear beginning or end. It is comparable to feeling my way through
a cluttered room in the dark. | am in essence siftimgugh the readyo-hand and the reaeyt
hand. As Timothy Morton states, fithings areno
be when they malfunction or are diff®&rcamnt ver
confidently rely oruncanny experience to illuminate the ring of truthfeel.

The consolidation and refocus of my work that has occupied the last two years in the MFA
program andas resulted iflRE:sourceRE:mainRE:claimhas taken me down an unanticipated
but very fruitful road. Most important has been the discovery and accumulation of language that
articulates ideas and impulses that have been with me through the length of my artistic practice.
Without this new languagéhe intuitive inclination emerging from my work up to now has been
largely hit and miss. felt as though | was aiming at a moving target with tethered hands. Being
able to finally name the motivations behind my intuition and my impulses has made myr@m mo
accurateand responsivélhe examination of what is ecological, how agency presents itself and to
whom, and the perspective of art as collaboration with the -tharehuman world offered by
scholars such agane Bennett, Timothy Morton, Karen Barad, &abin Wall Kimmereris
exhilarating and freeing, and assists me in staying grounded and remaining closer to my intentions.

| believe anecessarparadigm shift is taking place across many established systems. Ways

of thinking about science, governmentltate, and the agency of all beings within the ratbran

59 Bennett,Vibrant Matter, 6.

60 Morton, Being Ecological6.
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human world are beginning to radicalijangeThe developmenpreservationor conservation

views of the environment and ecology no longer adequately address the necessary outlooks that
will be required to mitigate the climate collapse humans are now witnesEimggfundamental
realizatonthai not only do human beings not form a se
not even command the imperium, nature, of which they aréoart,i s finding aul way out

of these dangerous times. This decentring is where | am drawn to centre my study. | posit that the
creation of art, from process, to exhibition, to absorption happens between the artist, the object,
and the viewer. Leaningonquantumpsi cs and the position that

epi stemol ogi cal | y?l anoconceenedwitlt exdloting idea® gb entarayleneent,0

—TEE

PR i e e 4

Figure20: Standing by the SlougB021. Digital image.

61 Bennett,Vibrant Matter, 2.
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intraa ct i on, and most I mportantly how dart
nonhumans, and to grasping an objei¢nted ontological sense of our existefie.

| am interested in athat is inseparable from me and therethanrhuman,and where the
responsibility for what is unfoldingn planetEarthis held by all involvedl see moving forward
with an artistic practigevhich does not assuntbat as the artist, | am the primary aetagentl
want to focus on an artistic practidedicated to questiorgound themplications that arise when

| listen to boththe morethanrhuman and humaragencies

63 Morton, Being Ecological57.
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