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This catalogue is a document of the work produced by the 
2013 Thesis Exhibition class of Algoma University. Through-
out the course each of the seven artists developed an  
individually directed body of work. Through countless hours 
in the studio, thoughtful consideration, and critical reflection, 
the artists have taken their ideas or impulses and transformed 
them into a series of works or projects that reflect their  
distinct artistic voices. The course culminates in 
both a solo exhibition at 180 Projects for each  
artist and a group exhibition at the Art Gallery of Algoma.   

The individual lines of inquiry and methodologies devel-
oped by each artist resulted in a diverse range of mediums 
engaged:  including mixed media photo-based paintings and 
interactive installation, sculpture and immersive installation, 
soft sculpture, painting and socially engaging projects, paint-
ing and found object sculpture, digital painting, video, and 
printmaking. Amongst these wide ranging approaches there 
are a variety of shared concerns and evocations such as: the 
repurposing and transformation of previously used materi-
als; repetition of imagery, form or process; ideas of memory, 
nostalgia and longing; and the magical.
 
As a culmination of the artists’ studies the bodies of work 
created this year display a fearless capacity and incredible 
dedication from each of the artists to realize their visions. 
Not only have the works and exhibitions been meaning-
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ful experiences for the viewers, but are also exceptionally  
earnest and sincere expressions from each of the artists.  
 
Those who participated in critiques throughout the year 
and the final presentations of the thesis exhibitions were 
crucial to the process and the development of the work 
of each artist. Luther Konadu went above and beyond as a 
student in his second year of study to orchestrate thought-
ful interviews with each of the thesis artists; short excerpts 
from the full interviews are included in this catalogue. Simi-
larly I want to thank the visiting artists that gave their time 
to meet with the thesis artists in studio visits and brought 
some wonderful insights and feedback to their work. Visit-
ing scholar Glen Lowry and Shingwauk Residential School 
Centre Director Jonathan Dewar have been exceptionally  
generous with their time and support for the thesis class. 

I would like to thank each of the advisors; Mariah Atatise-
Jourdain, Miranda Bouchard, Professor Annie King and 
Professor Tom O’Flanagan, who spent many hours meet-
ing with and assisting the artists.  I am extremely grateful to 
the Art Gallery of Algoma for hosting the thesis exhibition.  
Finally I would like to thank and congratulate each of the 
seven artists for their hard work, willingness to take risks, and  
artistic integrity.
 
Andrea Pinheiro
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The light that obtains in any given place   
permeates what is made there. — Roy K. Kiyooka 

Puzzling over how I might speak to the privilege of working 
with an extraordinary group of artists, getting to know them 
and the space around their thesis work, I kept coming back 
to this phrase by artist/poet Roy Kiyooka. Kiyooka’s insis-
tence on “light that obtains in any given place” helps me to 
think about how creative practice and the work of art changes 
from place to place. I am fascinated with how particular space 
might infuse a text or image set. 

In terms of the work included in this catalogue, I see this 
idea of “the light that obtains” as being inherently linked to a  
disciplined attention to craft and exhibition strategies—
and a constant awareness of the institutional dynam-
ics that frame a given object or practice—that is being  
cultivated inside and around Algoma University’s Fine 
Art program. The works of art documented here are shot 
through with the opportunities afforded students through 
both 180 Gore St gallery / meeting place and the Shingwauk 
Residential Schools Centre (SRSC). Their access to an artist 
initiated / run centre and a Survivor generated / supported 
centre for sharing, healing, and learning offers Algoma  
University students / graduates rare chances to see how  
creative practice can have an immediate street-level impact 
and to work through difficult personal and social contexts.   

If not here, where? a belated artist statement 
Growing up near Lake Ontario in Toronto, then living for 
twenty years in Vancouver, always close to the water, I am 
used to—triangulating light, sky, water—as I think through  
different problems. Walking in Vancouver is linked to 
photography (light / writing) and the craft of silver-based 
print-making. Being able to read “the light,” to under-
stand when light, the light meter, and eye are prone to 
drift out of sync and how to correct the exposure accord-
ingly, is a primary discipline. A dialogue with “the light that  
obtains” became part of an emotional geography organized 
around the struggle to learn to live in a city five thousand 
kilometers from family and friends. Wandering along Kits 
beach, or above the port in Burrardview, or around the  
seawall in Stanley Park, I learned to take comfort in the ways 
the light bounces off the water. On even the rainiest days, there 
is pleasure in ethereal grey green light that obtains.    

Returning to Ontario and to the Great Lake this past 
fall and winter, I’ve become tuned a radically different  
economy of light. A year’s sabbatical from Emily Carr  
University and a term spent as a visiting scholar in the 
SRSC has provided me with the rare opportunity to ob-
serve and engage with a group of artists who have taken 
up the task of making work within a relatively tight-knit  
community. Watching Crystal, Dayna, Dennon,  
Katie, Lyndsey, Olivia, and Roxanne work toward their solo 
exhibitions and this group show, I was continually reminded 
of the importance of family and friends—the influence of 

intergenerational connections.  Crystal’s sharp-edged 
urbanscapes, Dayna’s unflinching commitment to  
transforming her family history, Dennon’s salvaged 
and reanimated Beetles, Katie’s highly personal  
memoryscapes, Lyndsey’s intimate and moving 
exploration of mediation and media, Olivia’s  
multifaceted performance of difference  
between gallery and powwow, and Roxanne’s  
magically real immersive landscapes—all become 
part of a transformative process of redescribing and  
reimagining the way we move through space and  
relate to the people and objects around us.   

These artists have been given a special gift to be able 
study here and now—I say this as someone who has 
taught in a few universities and who has seven years  
experience full-time faculty in a university of  
Art + Design. Weekly I have been inspired by 
how Andrea Pinheiro and these seven artists have 
come to together to explore deep and at times  
difficult questions. Andrea’s commitment to  
creating spaces for student driven dialogue is  
exemplary. The students’ collective ability to take up the 
challenges offered has been no less impressive.    

Working under the auspices of SRSC has meant 
that much of my intellectual and emotional  
engagement with this thesis class is filtered through 
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thinking about the legacies of the residential schools. 
From the first day I arrived at Algoma I was blown 
away by the fact that such important creative work was  
taking place in a repurposed residential school. When I  
remember my experience and the work produced by these  
artists, it will not be the heavy history of residential schools 
I think back on. Instead it will be the possibility of shared  
learning and the need to stay open to the different ways of 
moving through a space and how these movements are in-
grained with the patterns of longing and belonging that mark 
us, and to be respectful of these difference. I am leaving here 
with the utmost respect for the power / influence of Survivors 
and Intergenerational Survivors within the university and how 
creative practices capable of recognizing this power are vital 
to discussions of aboriginal knowledge and methodologies in 
transforming the twenty-first century university.   
 
As I think about the amazing work of this group of  
artists, it strikes me that I had only partially understood  
Kiyooka’s insistence on “the light that obtains.” I failed to grasp 
that he might also be offering us a warning about the fluid  
nature of light. His characteristically odd emphasis on the 
verb “obtain” draws attention to the idea that the light that 
obtains is that which has prevailed or succeeded. This  
suggests contestation, perhaps confrontation. It reminds 
us that true knowledge is plural and dynamic. It also  
provides a wry commentary on the pitfalls of enlight-
enment and the need to question dominant ways of  

knowing. As I look again at the work represented here—and 
the light that permeates it—I am reminded of the sway of  
different knowledge systems and cognizant of the local 
struggles and successes that come to mark a given work. 
This is a rare gift. My sincerest hope is that Roxanne, Olivia,  
Lyndsey, Katie, Dennon, Dayna and Crystal are able to bask 
in the grace of their inspiring achievements and that they will 
carry this light forward wherever they go.    
 
Thank you and Meegwetch to Andrea Pinheiro and the 
2013 graduating Fine Art class of Algoma—your ideas and  
engagements humble me. I would like to thank and  
acknowledge the support of Jonathan Dewar and the  
Shingwauk Residential Schools Centre (SRSC); the  
opportunity to participate in so many inspiring and  
energizing dialogues has been transformative for me and my 
work. Thank you Krista McCracken for support at the centre, 
Don Jackson sharing your office and enthusiasm, and Dean 
Arthur Perlini for inviting me to Algoma University as a  
Visiting Scholar. I want also to recognize the important  
generous contributions of the artists who came through  
during the past few months: Chris Bose, Leah Decter, Cheryl 
l’Hirondelle, Jaimie Isaac, and Adrian Stimson. And finally, 
I’d like thank Ashok Mathur, my cross country co-pilot and 
co-conspirator.

Glen Lowry 
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DENNON ARMSTRONG
Left: Beetleception, acrylic on found autobody, 2012

reinCARnation

In reinCARnation Armstrong transforms found objects to give them  
new life through painting. Dead pieces of metal are unearthed from the  
scrapyard and used as canvases for paintings of strange hybrids of alien 
and earthly creatures.  The metal canvases are half rotted discarded 
hoods, doors and fenders of old vehicles. Painted in vivid colour and  
pattern, Armstrong intuitively allows the creatures to emerge from the 
forms and shapes of the vehicle body parts.

The fragmented car bodies are the remains of 1940-50’s era automobiles; 
they evoke a sense of nostalgia and a longing for mid-century design. 
However, this idea of style and design is something from the past; no  
matter how we try to reinvent it or resurrect it, it won’t be the same 
and that is why the repainted forms have taken on a grotesque appear-
ance. Taking the past, in the form of  dismembered and transformed car 
parts, into the present—confronts us with the inability to fully grasp the 
past except in a mutated form. Our memories are present but cluttered  
by a hideous yet captivating visage.

Acarhitoothmess, acrylic on found autobody, 2013 
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Right: Zombie turtles are a slow death,  
acrylic on welded autobody, 2013

Albino crocodile, aligator, I drive a Chevolet movie 
theater, acrylic on found autobody,  
2013 (detail at right) 
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Luther Konadu:  What came first, the 
concept of memory or the idea to make 
what you made without any perception as 
to what it will be about, or did it all come 
at once? 

Dennon Armstrong:  It kind of all just 
came at once.  I was tinkering with a 
few concepts at first to do with memory, 
nostalgia, and the sense of workmanship 
people seem to have lost, but once I knew 
I wanted to do works with cars it just came 
together and was just a matter of doing the 
work. 

LK:  What kinds of workmanship do you 
see being lost? 

DA: Well just the time people take to do 
something and the materials they use.  
Everything now is made with a press and 
some sort of plastic composite.  Things 
are made to be broken now.  Seeing 
something that someone handcrafted and 
put hundreds of hours into is few and far 
between.  I’ve seen more rust on a 1995 
Ford F150 than the parts I’ve used from a 

Interview

1950’s Beetle.   The quality of material was 
made to last.
 
LK: Finally, who would you want to  
collaborate with the most out your  
FINA group?

DA: I’d have a good time collaborating 
with all of them. To pick a favorite would 
be to hard for me. I’d love to see my stuff 
with Roxy’s soft sculptures against my 
rigid cars. I’d love to work with Lyndsey 
on some sweet digital videogame project. 
My use of colour next to Crystal’s beautiful 
glass sculptures might be a little much 
but still, what the heck, I’d want to see it 
anyway. Collaborating with Katie on a 
more nostalgia-based work would spark 
my interest as well. I could totally do 
portraits of my grandma who also went 
to residential school beside Dayna. I don’t 
know if i could make a dress but I’d have 
no problems picking up printmaking to 
juxtapose Olivia’s more traditional style.

Snail Patrol, acrylic on found auto body, 2013 
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KATIE HUCKSON Left: mnemophobic, install view, interactive overhead projection installation, 2013 (detail right)

mnemophobic

History is an inherent part of our identity, in that what we experience, who we meet, what we see and what we are told mold us. 
Yet our memories are like dreams in that we are rarely left with a complete recollection. Instead, we keep fragments of remem-
brance that retain emotional energy, and what we remember is often out of our control. This could be a frightening concept if we 
accept the idea that we are shaped by our lived histories.

People have individual means of attempting to collect and preserve the remains of past experiences. We organize our histo-
ry (often unconsciously) in order to remember and relive, and we do so using essentially two things: narrative and imagery.  
Narrative can describe imagery just as imagery can suggest narrative. Myth and photography serve the purpose of preserving the 
past, however they are inconstant. Myths innocently change in their retelling and video and photo degrade over time. History is 
fragile and requires upkeep, as do the mediums through which we attempt to document it. 

Our memory can act as an archive from which to draw  
experience. It can also reveal selections of the past we would 
be more comfortable dismissing. Forgetfulness, or the act of 
forgetting, is in fact a part of memory itself. We remember 
to breathe, unconsciously, just as we remember how to sleep 
or to forget. Both remembering and forgetting are hard-wired 
into our functions and experience as human beings.

Mnemophobic was initiated by my interest in the current 
trend of simulating the appearance of aging, weathering, or 
effects of sunlight onto a recent digital photograph. Does 
the artificialized weathering of photographs symbolize the  
sentiment we want to attach to these moments?  Why would 
one want to superimpose a sense of nostalgia onto memo-
ries that aren’t even yet so distant? I question the notion of  
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nostalgic thinking and whether this inclination towards things of the sentimental past is solely a social reaction to the  
uncertainty of current times, or rather a way to place fond memory into a category; a theoretical box of past experiences to be 
relived and revisited.

Through the consideration of these ideas I collected a number of images that could be rearranged to suggest their own stories.  
The selections of images are from both personal family photos and external sources. I manipulated these chosen images through 
a variety of processes: scanning, drawing, tracing, painting, transferring and animating. In repetitively working with the same 
images, I’ve begun to develop a strange attachment and relationship to them, which imitates my relationship with memory. I 
find myself being careful with them, considering the relationships between the individual images and seeking to exaggerate the 
underlying feeling I perceive in them.

Choose (left), Walkway (right), Bleach, Tye Dye, Ink, Photo transfer, Shellac, 2013

Through the process of transferring and manipulating these 
images, I mimic and exaggerate how people compartmentalize 
memory into narrative in order to preserve associated feelings. 
Each individual work is a sort of mnemonic device used as a 
receptor of particular memories and fragments. The meaning of 
each image varies on a personal level, however, by selecting rich 
images from a local setting I aim to make the work accessible to 
many viewers. 

I consciously enact the processes of preservation and  
degradation of images; driven both out of fear of loss and of be-
ing tied to an ungraspable history. Some fear memory, and some 
don’t, while some like myself fear both the loss of memory and 
the impact of history on our own identity. I hope, through the 
works, to achieve a sense of longing and commemoration.

Directionally Challenged  
Collage, Photo transfer, Ink, Shellac, 2013
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Luther Konadu: As you know I’m really 
fond of your video pieces from last year 
and the one from your exhibition.  I’m 
really interested in the choices you made 
in creating them and presenting them.  I’m 
wondering how it all formed together.  

Katie Huckson: When I get a good  
awareness of a certain idea I want, I want 
to find a way to make it into some kind 
of art form and something worthy, so I’ll 
start with whatever materials I have and 
try to work around that, but I really did 
not think much about video initially ‘til 
the Digital Practices class.  I didn’t think 
people thought much about videos as art 
pieces.  So I started to do more of them. 

LK: Do you think you are encouraged by 
compliments?

KH: Yeah or criticism.  I’m definitely open 
and influenced by what people have to say.  
I want to make work that is accessible, that 
is a big thing for me.  I want people to like 
it and if they don’t like it I want them to 
justify why.

Interview

LK: I guess the big question here is, why 
did you choose memory and the past for 
your thesis?

KH: There is such a commonality to it.  It’s 
a huge part of everybody.  Some people are 
really in denial or are not in touch with it 
and I wanted to speak to that. 

LK: What do see in people getting in touch 
with their past that interested you? Why 
do you view it as significant?

KH: I think for the most part, for people 
our age, it is something we are questioning 
and curious about.  It’s sort of a coming of 
age thing and trying to find your spot in 
the world. 

Keepscape, Light-box with images printed onto gift tags, 2013
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BEZHIK ANUNGO KWE – ROXANNE MARTIN
Left: Jingling to “civilization”, detail install view, fabric,  
stuffing, notions, 2013 (detail)

maamaandaawinam

In maamaandaawinam, (she has a vision), bezhik anungo kwe - Roxanne Martin creates a 
series of fascinating and intriguing soft sculpture works that represent her visions rooted in 
her culture. Her series of fabric sculptures and installations blend personal biography with 
humour, cultural belonging, and social critique to create a magical world of strange forms. 
Her work creates an imaginary space inhabited by exaggerated forms that defamiliarize 
the viewer to both the fabric itself and the subject matter depicted in Martin’s sculptures.

The use of fabric as a central material began with Martin’s initiative to create Ojibway 
moowin children’s language books out of fabric. As a cultural practice Martin’s artwork 
and her work as an educator is rooted in her experience as a mother and in her childhood. 
Martin’s approach to sewing the forms decolonizes the conventional methodologies of 
sewing in that she does not follow a pattern but creates her forms through freestyle use of 
the sewing machine. Using stuffed fabric allows Martin to engage the viewer’s inner child 
and asks them to remember the times when we could more easily believe in the magic of 
the world.

As a series of devices, magic realism, like telescopes, microscopes and polarized filters, offers 
us a way of seeing truth somehow excluded from our vision. The world can be both true to 
itself and true to its books; true to the intellect and true to the imagination. [1]

Through her sculptures Martin creates a sense of the absurd and strange that inhab-
it our everyday world. The works are fabric but they are not, they are more than that, 
Martin’s visions transform her fabric to create personal narratives that tell her story. 

[1] Hancock, Geoff, ed. Introduction to Magic Realism. Toronto: Aya Press, 1980

Under the “I” hate bingo,   
fabric, stuffing, embroidery, 2013
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Right: The bird clan social, (front) and Always flip your dabber caps (back wall)  install view,  
fabric, stuffing, ironing board, branches, 2013

Interview

Luther Konadu: Have you always been 
fascinated by otherworldly subjects? Have 
your other works been around that same 
idea [magic realism], and what draws you 
to it? And what have you uncovered from 
it as a concept?

Roxanne Martin: I’ve been fascinated by 
magic realism since I was a child. My  
father would take us every second week-
end to the Woodbine Mall near  
Mississauga, Ontario. It was an amuse-
ment park for kids inside this mall and my 
father would buy my sister and I passes 
and let us roam free all day long! They 
had this one ride, it was a train, that went 
around the whole park. You would hop on 
the train and head into one dark tunnel. In 
this tunnel, they had little display windows 
with scary and weird kind of figures  
posing in different positions. It almost 
felt like you were going through a freak 
show. The feeling I get when thinking 

about Woodbine Mall always gives me this 
uncomfortable knot inside my stomach. 
Growing up in the 90s also played a major 
part in my works because I also remember 
walking in downtown Toronto with my 
father all the time and seeing homeless 
people everywhere, sleeping on the streets, 
and that feeling would also make my 
stomach turn. I hated the sight and wish 
these people could had a nice home to 
sleep in. Through this type of feeling, it  
allows me to create these weird and  
organic objects by my own personal 
memory growing up as a child in the 
suburbs of Toronto.

RM: Expressing who I was an artist in my 
final year of Fine Arts was not a challenge 
for me but was more of a creative thinking 
process as to what approach I wanted to 
take on. I picked up learning how to sew 
through a jingle dress workshop in 2012 
funded and administered by the  
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LK: Was any of the work done in a studio? If 
not, what kind of experience do you get from 
working in a non-studio-based environment 
and how did it influence the project? 
 
RM: All of my work was done on my kitchen 
table! No studio, only when presenting, but 
that was about it. Living in a one bedroom 
apartment is really hard to work with but it is 
manageable. When my son would go for naps 
or be in daycare, I would turn my home into a 
little studio. I would lay out my bigger pieces of 
fabric on the floor and work with my material 
that way or tape it against the wall to view it 
from a different angle. My sewing machine is 
always on my table and that’s where it will rest 
until I can find a new place or a commercial 
space to start my production on my children’s 
books. If I was able to have a much bigger 
studio to work in, I think the outcome of my 
works would have been a much greater success 
in the outcomes of these works. I really wanted 
to make a big canoe out of fabric and [it] could 
have been done in a much larger studio space 
but time was really limited.

never knew I was Native American until 
my mother told me when I was in eigth 
grade. No wonder why I never really  
connected with my Polish, Portugese, or 
Chinese friends, I was Native  
American! After finding this out, a lot 
more things started to make more sense. 
My grandfather was from Serpent River 
First Nation and my grandmother was 
from Wikwemikong Unceded First  
Nation. My father was pure Hungarian but 
lost the language after his parents died in 
their early 50s and he was the only child. 
My godfather, also my great uncle, Cecil 
Youngfox was also on a great journey in 
the art world. He was a well known painter 
in Canada and received recognition across 
the world. I remember being a little girl 
and going to his bright white studio space 
and he would always have the best cookies. 
I never had the chance to really meet my 
uncle Cecil because he passed away from 
AIDS when I was just a little girl. Through 
this connection with him, I really feel his 
spiritual presence everyday and  
tremendously when I create my art work. 
I really want to make him proud and only 
pick up where he left off as an artist. 
 

Anishinaabe Initiatives Division at 
Algoma Univeristy. Sewing was not my 
expertise. Trying to learn how to sew 
was a challenge but I wanted to challenge 
it! I became more aware of the patterns, 
needles, threads, and notions along the 
way and slowly started to work on my own 
projects at home. This useful knowledge 
led me to my decision in working with 
fabric for my final year end exhibition 
work. Not knowing how to sew two years 
ago has made me feel more confident 
about my ability to overcome any chal-
lenges I may face on my journey as an 
artist. 
 
LK: In your statement it mentioned 
your works are deeply rooted in your 
culture. Why would you say your work 
is influenced by your culture? Is [it] an 
instinctual thing? 
 
RM: . [I] grew up in Port Credit on the 
outskirts of Toronto and had many friends 
from all different nationalities. I would 
try to learn and speak their languages 
but never knew my own. Later having to 
move to northern Ontario, I realized that 
I might actually belong in this society. I 

niibish ninaamaa, fabric, stuffing, single channel 
video projection, 2013
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CRYSTAL MCCORMICK

Left: Ruin, install view, cement, mortar, paper, 2013

A Chaos of Cracks Surround Us

Cracked, broken, shattered; the walls threatened to come crashing down.  
Fragmentation, corrosion, decomposition, disintegration, rock creep, 
debris slides, mud-flow, avalanche were everywhere in evidence. The 
grey sky seemed to swallow up the heaps around us. Fractures and faults 
spilled forth sediment, crushed conglomerates, eroded debris and sand-
stone. It was an arid region, bleached and dried. An infinity of surfaces 
spread in every direction. A chaos of cracks surrounded us.[1]

In A Chaos of Cracks Surround Us McCormick creates an immersive  
installation that evokes both urban landscapes and natural forms. The 
work resembles a different time and space and creates an otherworldly 
feeling. This is a play on the interaction between reality and fantasy; a 
representation of landscapes situated in this world and of landscapes 
that reflect a fictional world.

McCormick’s arrangements of shapes and textures invite the 
viewer to move into a series of spaces and engage in  
observation. The installations are compiled of a dizzying array  
of materials including pieces of glass, wire, wood, plexi-glass, 
mirrors, plaster, cement, resin, drywall compound, diamond 
dust and other recycled materials. Beyond the formal and 
physical qualities of the material the choices are based in  
environmental concerns.

This page: Emerald City, resin and glass, 2013
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The cyclical movement of sand as a material is a central element throughout the work. Both cement and glass are composed of 
sand in a hardened state. Throughout the installation sand—as both glass and cement—exists in various states of construction 
and deconstruction. The fragility and strength of the materials change as they flow through various states and are manipu-
lated and enacted upon by the artist. Materials are broken down into smaller units, reverting back to the original state, and  
reconstituting into new forms, representing a continuous cycle.

[1] Smithson, Robert, “The Crystal Land”, The Writings of Robert Smithson, ed. Nancy Holt, New York, New York University Press, 1979

Installation views, 2013
Right: Crystal Mountain, (right)  Time Bomb (left)  

plaster and glass, 2013
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Luther Konadu: Is there anything you 
would want to change about your  
whole show?

Crystal McCormick: When it actually 
comes to my overall talk of it, I would have 
like to have been more prepared. It went 
smoothly but it could have gone a little 
smoother in my eyes.  During the evening 
opening I wish I could have answered the 
questions people had about my work a 
little better.  A lot of people still didn’t re-
ally know what was going on and couldn’t 
understand my show. I got little bit of: 
‘what are you trying to represent here?’ 
and ‘what the fuck’ off people.  Beside that 
for my first installation it went really well.  

LK: Last we spoke you mentioned how 
you were influenced by Tim Burton.  I 
think it’s very interesting where we get our 
influences from and how we choose to 
apply that influence. 

CM: It’s funny because I would have never 
said Tim Burton was my influence.  One of 
my influences I would have said was Walt 

Interview

Disney. People would laugh at that and get 
a kick out it. But the fairytale, whimsical 
fantasy-world that doesn’t exist always 
interested me. I have always respected 
that.  When I came into university my 
work was always dim-coloured, dark and 
colourless. And Tom was like, ‘your work 
looks a lot like Tim Burton’s’. I was like, 
‘that’s so funny because he was one of my 
favorite artists to watch as a child’. I never 
really realized there was an influence. But 
sometimes you don’t know that something 
or someone is influencing you.

LK: What would you say is one of your  
favourite movies of his?

CM: Well I’m gonna have to say the  
Nightmare Before Christmas.  Definitely. 

Oblivious, plaster, glass, plastic, 2013
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DAYNA RAINVILLE
Left: GOKOOM Installation view, 2013

GOKOOM

Intergenerational impacts of Indian Residential Schools are still a very 
harsh reality for First Nations people. The schools were set in place to ‘kill 
the Indian in the child’. The loss of language, culture, spirituality, traditional 
knowledge, lands, and resources is very detrimental to the identity of Native 
people. Learning about or reconnecting with one’s culture and traditions can 
become a significant part of the healing process.

Gokoom, meaning grandmother in the Cree language, is a process based 
project dealing with a personal healing journey of the direct impacts of  
Residential School from a third generation experience.  Through the  
therapeutic use of arts in a holistic way (physically, emotionally,  
mentally, and spiritually) as well as the healing benefits of creative activity in  
general, mixed media such as, painting, sketches, and mono prints are 
used to help deal with the  
issues that arose during the 
project. This is just another 
form of telling the story 
of the impacts of Indian  
Residential School. 
We need to keep telling 
their stories…otherwise,  
their suffering was   
for nothing.

Details, paint on sewing pattern, paint on board, 2013



38 39

GOKOOM, install view, paint on paper, wood, found 
objects, and monotype, 2013

Right: GOKOOM,  install view, living room and 
handwritten letters, 2013
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Luther Konadu: There’s a lot of detail added 
to your living-room setup piece.  I mean, you 
could have just brought in the couch and 
maybe the table and been done with it. 

Dayna Rainville: Yeah that’s my living room.  
I want it to be as close as possible.

LK: There are quite a number of your por-
traits.  How many do you think you made?

DR: It’s an ongoing thing.  I think I have over 
thirty-ish so far, all on 
 different materials.  

LK: So you used different materials for  
every single portrait? 

DR: Yeah what I did was reuse different 
panels I had already and also found for the 
painted ones, and different materials such 
as cardboard, fabric, posters, and donated 
paper for hand drawings, monoprints and 
sketches. 

LK: What was the decision behind the reuse 
of materials? 

Interview

DR:  Well partly because in my culture we 
are encouraged to make use of already used 
materials for other purposes and I  
wanted to incorporate that somehow.  Also, I  
reused some of the grandmother’s fabric  
patterns she made.  She was a seamstress.  
She sewed a lot.  She always made her own 
clothes and her children’s clothes which was 
a lot because there were six of them. 

LK: So you’ve always had this kind of anger 
about her? 

DR: Yeah. I never really tell anyone about 
it, just keep it to myself.  If you were to ask 
me about all this stuff a year ago I probably 
wouldn’t talk you. There are [a] few us in the 
family who feel wounded by our grand-
mother’s decisions.  It hurts.  It was all it was.  
I didn’t start talking to people until recently, 
but I feel a little different now.  I talk more 
about it now.

LK:  What do you think you’ve learned over-
all about your family? 

 

DR: My family is everything to me.  It 
was okay to let out, I guess. 

LK: Why did you prefer to include the  
original photo in the show?

DR: I wanted people to observe where all the 
different depictions came from.

LK: Do you know when the picture  
was taken? 

DR: It was taken four years after she got out 
of residential school.  I think that was in ’59.   
She was 21 in this photo.  It might have been 
a little after this photo she had her  
first daughter.

LK: Did your grandmother have  
other siblings?

DR: Yeah.  Most of them went to Shingwauk. 

LK: Do you hear stories about them too? 

DR: Sometimes.  It depends. 
GOKOOM, photograph in frame
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OLIVIA WHETUNG

weweni bimosedaa omaa

weweni bimosedaa omaa is a collection of copper drypoint prints produced by scratching circular plates upon stone shores by 
hand. After printing the plates were rolled into jingle dress cones and applied to a jingle dress. The project developed from an 
appreciation for both the aesthetics and utility of copper. Rather than scrapping or destroying the plates (as is common in print 
practices), the plates are given renewed purpose.

The process of scratching plates on the shore is a performative act which invites participation from the surroundings. The act of 
scratching the plate is not important because it makes a mark; rather, the mark is important because it records the act of scratch-
ing the plate. With this method the artist sacrifices some level of control. Marks made by the stone are affected by many factors 
including the grain of the stone, the amount of weathering it has endured, and the weather conditions at the time. Rough edges 
on the plates due to the process of cutting the copper are also visible in the prints. The resultant prints attempt to expose the way 
they were made rather than to hide it.
 
Knowledge that the plates have been remade into jingle dress cones 
changes the viewer’s relationship with the prints. The presence of the 
prints emphasizes the absence of the jingle dress outfit, which evokes 
a sense of deprivation and denied access in the viewer. This environ-
ment has been created as a response to the lack of control Ojibwe peo-
ple have over the ways in which our items are viewed and discussed 
and in particular the treatment of our items as artifacts instead of art. 
The gallery is a space in which assumptions of a dominant culture are 
normalized and creative endeavors by non-dominant peoples are often 
viewed through a lens of race or culture. The items and their makers 
become objects of cultural interest. Separation of the dress from the  
gallery space is implemented in an attempt to address the phenomenon 
of exoticism imposed upon works produced by Indigenous makers.

 no. 01, 73” x 45”,  
copper drypoint prints, nails, 2013

Left: no. 01, 73” x 45”, copper drypoint prints,  
nails, 2013 (detail)
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no. 05, 28” x 70”, copper drypoint prints, nails,  
copper wire, sewing pins, 2013 (detail)

Right: no. 05, 53” x 42”, copper drypoint prints,  
copper wire, nails, sewing pins, 2013 (detail)
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Luther Konadu: Talk a little about 
exoticism. Its meaning is geared toward 
something more positive. How do you 
think its been defused into something 
more contrary? How did you become 
aware and conscious of the fact that it is 
forced on native works? 
 
Olivia Whetung: I don’t think exoticism 
could be a positive thing. I was aware 
from a very young age that something 
was happening. For some reason,  
‘Indian’ people got treated differently and 
talked about differently than ‘non-Indian’ 
people. I can remember identifying as 
a native person and being met with the 
argument that ‘all the Indians are dead,’ 
but there I was. I think a lot of that at-
titude gets normalized very young, and 
we just get used to it. How can we accept 
that treatment? For one thing, as soon as 
you bring it up, people pretend they’re 
not doing it, or they quickly backpedal 
and make excuses. It’s hard to address a 
problem if no one will admit it’s  
happening. When it comes to artwork, 
the conversations are constructed in a 

Interview

way that supports those mythologies of 
dead or disappearing Indians. I recently 
saw a press release about a show Buffy 
Sainte-Marie had done, and in the 
description it read “aboriginal culture 
meets digital technology.” I think that is 
a very telling statement, because while 
it is trying to read positively about the 
work, what it is actually saying is that 
Indigenous peoples are creatures of a 
pre-digital era and that they have been 
in a vacuum all this time away from any 
digital technology. It’s assumed that non-
Indigenous peoples don’t have to meet 
digital technology, they’ve known each 
other for a while. What that means is that 
Indigenous peoples and the items they 
produce are still viewed as ‘primitive.’

LK: what you were trying to get across by 
saying: ‘the act of scratching the plate is 
not important because it makes a mark; 
rather, the mark is important because it 
records the act of scratching the plate’? 
 
OW: Making the marks is more about 
process than it is about any specific mark. 

If I wanted to create really strict, 
controlled marks, I would have done 
that by etching processes. I wanted 
to record an act of contact between 
the copper and the ground and in-
volve the physicality of making. 
That’s what makes the act of scratch-
ing of primary importance.

LK: How much of your personality 
infused through this whole project 
or other works?

OW: I’m not sure what  
personality has to do with it. I think 
my life experience has informed a 
lot of the work and the decisions 
made about it.

Left: no. 03, 28” x 70”, copper drypoint prints, nails, copper wire, 
sewing pins, 2013

no. 02, 5 panels 18” x 24”, copper drypoint prints, sewing pins, 2013
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240p connection

I make portraits of a selection of recurring SF competitors that I have  
familiarized myself with over the years. To me, these subjects are worth 
watching and investigating. Their portraits warrant rendering as they 
represent a group that shares my intimate, and otherwise concealed  
living space. The digital paintings of these players offer glimpses of a simple, 
yet intense reality, one that has been very private and very interior. Exist-
ing alongside them in this manner provides opportunities for me to learn 
from and take part in their experiences, which has been quite affecting. 
 
Simplified, my involvement is that of a female voyeur of a male space. 
The act of watching has become therapeutic, a solemn and desperate act; 
the nearly permanent availability of the live streams create a constant  
presence and accessible opportunity for closeness and stability, in that   
normalcy can be monitored and maintained through prolonged exposure 
to specific objects and people. The permanence creates tranquility which 
nurtures and cultivates mental balance, effectively halting unrelenting  
introspection. The notion that is widespread within the community - that 
you belong by the sole virtue of caring about the game - is important to me 
due to my connection from afar with the activities within that sphere.
 
At this point in my work, there is no awareness within my subjects regarding 
the fact that I am watching and documenting them. To me, their existence 
as a unified group that endures without the need for jubilation is interest-
ing, comforting, compelling, and genuine. Despite the fact that some play-
ers (whether through skill level or potential recognisability) may emerge as 
“heroic”, I find their devotion to the game, fellow players, and their lack of 
interest in being celebrated reassuring in its commonality and rawness.

CafeID|Poongko 14 x 10”, digital painting/  
archival inkjet print, 2013

240p is the standard (normal) resolution for older video games and computers, and is often the resolution I use to watch the live 
streams of Street Fighter tournaments online. The work is the result of emotionally charged past sensations surrounding video 
game imagery, specifically the Street Fighter series.
 
My intense attachment to the game has developed over many years, resonating deeply, and thus manifesting as a misplaced  
intimacy towards the professional tournament players that comprise the Fighting Game Community; an international grass-
roots group that originated in arcades over two decades ago. I’ve never lived in a world without Street Fighter; playing the game 
as long as I can remember, over the past four years I have committed myself to watching online SF tournaments. During this 
time I’ve become aware of the overwhelming complexity of the game, watching both the engine and the characters optimized 
by people who are similarly engrossed, and have likewise lived alongside the game. It has become a type of allegory through 
which I make sense of and participate in the world.
 
I am drawn to the sincerity and candid nature of the community. I have developed an understanding and appreciation for the 
social structures that are supported and reinforced by players based on the shared passion for the game and an investment 
in the fellowship arising from players’ combined efforts and dedication to the game’s mastery. Rivalries can lead to lifelong  
connections through extended interaction which takes place both physically at tournaments - the evidence of which is streamed 
via the internet and is the source of my visual material - and through online play. In this way, the players perpetuate the story 
of the game - people coming together from all over the world to compete.

LYNDSEY YOUNG

MCZ|Daigo Umehara 13 x 9”, digital painting/archival inkjet print, 2013 (detail)
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I begin my work by establishing connections with individual  
players, whether through the amount of time spent watching them, 
their character selection, any innovations they have introduced, or 
critical thoughts that they have about the game and how it relates to 
life, or simply a set of intuitive parameters. I collect their images from 
various Street Fighter tournament live streams - events which typically 
last for days at a time. I take screenshots of the subjects, shown briefly 
to online spectators, and I choose moments where their expressions 
appear natural; this is indicated by a vacant expression, or an implied 
separation from their immediate environment through tools including 
headphones and arcades sticks. This provides a direct reference to the 
game as one may wonder what it is they are looking at, since they never 
meet our gaze, being focused on something beyond what we can see, 
beyond our reality as viewers.

My connection with the players can also be described as low resolu-
tion (not in person, not in the real world). The connection isn’t firm; it  
exists in a digital realm only and on an intangible emotional level. in 
this manner provides opportunities for me to learn from and take part 
in their experiences, which has been quite affecting.

Right: LOVE is EVO after you hold that L and run it back, install 
view, single channel video projection, 2013

AGE|ChrisG, 30 x 20”, digital painting/archival  
inkjet print, 2012
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Luther Konadu:  
[I talk with Lyndsey while she plays a 
Resident Evil Game} Have you seen any of 
the [Resident Evil] movies?

Lyndsey Young: Yep.  All of them.  Not 
great. 

LK: When can you remember playing any 
kind of video game?

LY: I think was about 4 or 5.

LK: When did you start playing  
online games?

LY: Pretty recently. 

LK: How come?

LY: I don’t know.  I don’t like the idea of 
having to talk to the other person [laughs].

LK: Your animation video with you in the 
tub is very interesting.  Talk to me a little 
bit about it. 

Interview

LY: Well it’s an animation of myself in the 
bath tub with my bird.  It’s reminiscent of 
personal reflections as  a lot of that takes 
place in people’s bath tubs.  It’s a very  
candid scene—it’s not the type of thing 
you get to see people do.  

LK: How does this candid scene relate to 
the isolation you experience?

LY: Well I think the isolation feeds this 
desire for candidness because not being 
very socially savvy, you want people to just 
be as truthful as possible and it makes the 
world easier to maneuver. 

LK: Are you more comfortable with this 
low resolution connection you have with 
the players?

LY: I’m not sure it’s a choice.  It’s just the 
way it is. 

LK: With your other video, it is of you 
watching tournaments?

LY: Yeah it’s eighteen hours of tournament 

watching—it just emphasizes that candid-
ness that I’m searching for because there 
is no pretense.  It’s just me in my room 
as I would appear normally so I try not 
to monitor myself too much or alter my 
behavior to appear a certain way.  I wanted 
[it] to be as true to how I actually live  
as possible. 

LK:  What do you think is in the precious-
ness of portraits that puts you off? 

LY: I don’t know.  They are not—especially 
with this body of work—supposed to be 
elevated above anyone else which explains 
the tape and the kind of low key display.  
So in making them super precious it works 
against everything that I’m trying to do.  

LU|Alex Valle, 14 x 10”, digital painting/archival 
inkjet print, 2013
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The Shingwauk Residential Schools Centre 
(SRSC) is a recent integration and  
consolidation of two major initiatives of Algoma  
University (AU) and its partners, the Chil-
dren of Shingwauk Alumni Association 
(CSAA) and the National Residential Schools  
Survivors Society (NRSSS): the Shingwauk  
Project, founded in 1979; and the Residential School  
Research Archive, Archive, and Visitor’s Centre,  
founded in 2005.   
 
 
The SRSC is a cross-cultural research and  
educational development project of AU, CSAA, 
and NRSSS. 

The founders of these decades-long efforts 
were joined together by their recognition of the  
profound importance of the commitment to 
the Shingwauk Trust and the relationship with  
Canada’s Aborigional Peoples that AU assumed 
upon its relocation in 1971, in partnership with 
Keewtinung Anishnabek Institute, to the site of 
the former Shingwauk and Wawanosh Indian  
Residential Schools.  

A Message from the Publisher

For over three decades the SRSC and its predecessors 
have partnered with many organizations including 
the Aborigional Healing Foundation, the Anglican 
Church of Canada, the Dan Pine Healing Lodge, 
Nishnawbe-Aski Nation, and others to:  
 
1. research, collect, preserve, and display the  
history of Residential Schools in Canada.  

2. develop and deliver projects of “sharing,  
healing, and learning” in relation to the impacts of 
the Schools, and of individual  and community res-
toration; and  

3. accomplish  “the true realization of Chief  
Shingwauk’s Vision.”  
 
 
 
     — Jonathan Dewar, Director 
  Shingwauk Residential Schools Centre, Feb. 2013 
 




