
Meaning is messy!

exclaims a haggard old man.

says a confused onlooker.

So goes an old joke by Austrian 
philosopher Ludwig Wittgenstein. A 
beginningless individual borders on 
contradiction. Maybe it’s here that one 
of the oldest paradoxes emerges: an 
infinite end becomes a permanent coming 
into being. Embracing the ambiguity of 
contradiction is what lead Anaximander 
(ca. 610 B.C.E - 585 B.C.E.) to solving 
this riddle of origin.¹ The subtext of this 
riddle shows how the anticipation of a 
beginning is full of possibility. Before the 
gunshot of a 100-metre dash, even the 
slowest sprinter on the line could imagine 
crossing the finish first. This space is 
generative. Here we observe meaning in 
the making.

What does it mean to have meaning? It 
is hard to even think of a way of defining 
meaning without giving the simple answer 
of “what something means.” Is meaning 
simply a product of the human experience 
that we imbue onto the world around us? 
After all the human is a relational being. 
Through this paradigm we find meaning 
primarily from the relationships between 
one another and how we are in relation to 
the objects around us. The idea being that 
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Installation view of Shannon Garden-Smith, The minor time of nilling, 
polymer clay, pewter, Dimensions Variable, 2019. 

“You look exhausted, what 
have you been doing?”

“Reciting the complete decimal 
expansion of π backward.”

“...5,1,4,1,3—Done!” 

Opening Reception view of Shannon Garden-Smith, The minor time of 
nilling, polymer clay, pewter, Dimensions Variable, 2019. 



a hammer is only a tool when the carpenter 
picks it up to use it. I’m suspicious of this 
explanation. 

Conversely, we can also think of meaning 
and relation on a cosmic level in that 
we live in a universe where everything, 
eventually, can be reduced to subatomic 
particles crashing into each other. In 
1969, Joni Mitchell wrote the lyrics “we 
are stardust, we are golden” for her song 
titled Woodstock while watching television 
coverage of the iconic music festival that 
she was meant to be performing at. Three 
years later, Carl Sagan riffed on Mitchell’s 
lyrics and declared that “we are made of 
star-stuff.” Here we see a synthesis of 
hippie spiritual existentialism and modern 
scientific thought. Sagan’s quote is not 
only unifying for its universality but it also 
proposes that the timescale of meaning is 
not necessarily dependant on the human 
lifespan but rather the cosmos itself.

I wonder if there is a unique element 
of meaning embedded in the physical 
material of the earth itself that is not 
dependent on immediate activation 
through relation but rather that the 
evidence of relation incurs in the world 
over time. Like water slowly eroding and 
creating striations within rock, this type 
of embedded meaning encourages a 
meditation on the accumulation of relation 
and the potential for its discovery. 

For some reason, though, it is easy to 
get caught up in the results of a pursuit 
and not the process of pursuing. At the 
wrong end of intention we find regret in 
achievements that come in the wake of 
a loss of relation. The anxiety of running 
the race comes from fixating on a specific 
end and not being able to delight in the 
infinite permutations and combinations of 
possibility. Internalizing this idea is a work 
in progress. 

This exhibition features work that 
embodies the accumulation of meaning 
within the materiality of the work itself. 
These works oscillate between the 

pumiceraft.com

Installation View of Craig Spence’s De Ira,  mTBI #4 and Shannon Gar-
den-Smith’s The minor time of nilling

Craig Spence, De Ira, mixed media on sheetrock and artist made 
wooden frame, 2019. 



human scale and the ecological scale of 
meaning in order to provide a portal or 
shortcut for those who come to gaze upon 
them. In Craig Spence’s sculptural wall 
works, created from reclaimed housing 
materials, we see evidence of how 
childhood memory can be soaked into 
the drywall and wooden studs of a family 
home. Similarly, Shannon Garden-Smith’s 
site-responsive floor installation depicts 
embedded traces of not only the labour of 
the artist but also of the local community 
via cast shoe tread impressions into the 
gallery floor. Stephane Gaulin-Brown’s 
works on paper employ a variation of 
the Automatiste drawing technique 
where subconscious intuition guides 
an unfolding composition that, when 
completed, draws the eye of the viewer 
through a similar process of discovery. 
Finally, we see Spence’s endless column, 
made of construction ducts and inflatable 
children’s balls, exceed the boundaries 
of the exhibition space itself. Unsure of 
its terminus this work brings us back to 
Anaximander—the riddle of origin riddles 
on.

About Pumice Raft:

a pumice raft is an ecological phenomenon 
that usually follows an underwater 
volcanic eruption. Amongst the lava, 
plumes of pumice stones slowly float to 
the surface of the ocean. If the wind is 
calm the individual stones form what 
some sailors have reported as floating 
islands that appear out of nowhere. The 
pumice raft has even been known to 
ferry flora and fauna to new shores. More 
than an illusion on the horizon, a pumice 
raft represents a vessel, a conduit, a 
vehicle; its very constitution cultivates 
an environment where things can come 
together in the spirit of collaboration.

Pumice Raft is also an alter ego, a lecture 
series, a tool, but most recently a non-
profit space in Tkaronto ON, Canada that 
advocates for an ecological approach to 
the display of visual art and the facilitation 
of related education. The physical space of 
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Installation View of Craig Spence’s monopole, Stephane Gaulin-
Brown’s Mountain Meaning’s Key, and Shannon Garden Smith’s The 
minor time of nilling

Stephane Gaulin-Brown, Mountain Meaning’s Key, ink on vellum, 2018.



Pumice Raft currently resides on the land 
of the Haudenosaunee, the Huron-Wendat, 
and the Anishinabewaki                       .  

About the artist: 

Stephane Gaulin-Brown is an artist, 
and architectural designer, working and 
living in Montreal. With a background in 
architecture, Stephane completed his 
M.Arch with theorist and historian Alberto 
Perez-Gomez at McGill University. His 
research concerned the intelligibility of 
lived space and a critique of the materialist 
concept of space as geometric void. 
These concerns occupy his art practice. 
In his work he often uses techniques of 
surrealist automatic drawing, natural 
symbolism, and the logic of Christian 
icons. He has given talks sharing his 
research at the Ontario College of Art and 
Design, the Universities Art Association of 
Canada, 8eleven gallery in Toronto, and 
the University of Montreal. 

Shannon Garden-Smith is an artist 
based in Tkaronto/Toronto, Canada. She 
received an MFA from the University of 
Guelph (‘17) and BA from the University 
of Toronto (‘12). Working primarily in 
sculpture and installation, she has 
recently exhibited at TIER: The Institute 
for Endotic Research (Berlin), YYZ Artists’ 
Outlet (Toronto), Art Metropole (Toronto), 
Cambridge Art Galleries (Cambridge 
ON), Birch Contemporary (Toronto), 
Erin Stump Projects (Toronto), and 8-11 
Gallery (Toronto). She will be presenting 
a project at Untitled Art Society (Calgary) 
with Amanda Boulos in 2020.

Craig Spence currently lives and works 
in Toronto, Ontario. After completing a 
BFA at Concordia University, he studied 
at Die Akademie Der Bildenden Künste 
in Vienna, Austria under Prof. Monica 
Bonvicini. Spence was previously a 
member of MAW, a sculpture and 
installation based collective, who has 
shown most notably at Parisian Laundry 
and CAFKA Biennial. More recently, 
Spence has adopted a curatorial practice 
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Craig Spence, mTBI #4, mixed media 
on sheetrock and artist made wooden 
frame, 91.5cm x  101.6cm x 7.6cm (36 x 
40 x 3 inches), 2019. 
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Craig Spence, De Ira, mixed media 
on sheetrock and artist made wooden 
frame, 91.5cm x  101.6cm x 7.6cm (36 x 
40 x 3 inches), 2019. 
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Stephane Gaulin-Brown, Drawing Out 
#1, ink on paper, 34.9cm x 26.2cm x 
5cm (10.75 x 13.31 x 2.5 inches) 2019.

3.

Stephane Gaulin-Brown, Drawing Out 
#2, ink on paper, 34.9cm x 26.2cm x 
5cm (10.75 x 13.31 x 2.5 inches) 2019.

4.

Stephane Gaulin-Brown, Altogether 
Flame and Fine, ink on paper, 10.2cm 
x 55.2cm x 5cm (27.63 x 21.75 x 2.5 
inches), 2018.

5.

Stephane Gaulin-Brown, Mountain 
Meaning’s Key, ink on vellum, 40.6cm x 
33cm x 5cm (16 x 13 x 2.5 inches), 2018.

6.

1.

2.

3. 4.

6.

5.

Works Available

Please feel free to enquire to 
pumice.raft.space@gmail.com for more 
information.

and is the co-founder of Egret Egress, 
a project space in Toronto. He works 
primarily in sculpture.

End Notes:

Roy Sorensen, “A Brief History of the 
Paradox: Philosophy and the Labyrinths 
of the mind” 2003.
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Craig Spence, monopole, inflatable 
children’s balls and aluminum ducts, 
25.4cm x 25.4cm x 304.8cm (10 x 10 x 
120 inches), 2019.

7.

Shannon Garden-Smith, The minor 
time of nilling, polymer clay, pewter, 
Dimensions Variable, 2019. 
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Upright is fine, but downright is where I am 
by Shannon Garden-Smith, Handmade 
Artist Book Set, 1st Edition of 5, 2019

1.

Imaging traces of touch that result from 
movement through the city, Upright is 
fine trains our looking at the ground, 
lingering on photos of our cities’ most 
pedestrian concrete surfaces, which 
are comprised primarily of sand. The 
project looks closely and slowly at this 
sand—a material we connect deeply 
with time and the infinite—as we find 
ourselves inconceivably but demon-
strably on the brink of exhausting this 
resource

15.1cm x 23cm x 0.5cm 
(5 7/8 x 9 x 1/6 inches)

text by Shannon Garden Smith



Portals can appear in many shapes, 
sizes, types, and varieties such as: 
celestial portals, emotional portals, fleshy 
portals, paved portals, portals to the 
underworld, portholes on quarantined 
cruise ships, or the video game Portal. 
The function of the portal is to expedite 
the transition between one context and 
another. Imagine wandering through a 
maze of winding corridors only to find 
an open door that reveals a direct route 
over, under, or through your previously 
meandering path. An epiphany! Indeed, 
in architectural terms the grand arched 
entrance to a place of worship is typically 
called the portal for its capacity to indicate 
the threshold between neutral space and 
sacred space. Here religious iconography 
and architecture becomes a way to bridge 
built space with psycho-space in order to 
dislodge the soon-to-be worshiper from 
the everyday and towards piety.

Portals are what allow us to break out 
of the loops we so often find ourselves 
in. Notions of identity can often become 
intertwined with geography as job titles, 
political leanings, sexuality, hobbies, and 
community situate the individual within a 
repeating set of localities. I wake up in my 
apartment, go to the coffee shop, sit at my 
desk at work, go home, and repeat. Day 
after day these loops become carved into 
our identity and might as well be carved 
into the sidewalk. 

Who would you be, and how would you 
feel, if you made it outside of the loop?

The Surrealists recognized the loop as 
a hurdle to the modern individual and 
regarded random acts of chance as the 
best way to hop through a portal and 

The Exquisite Corpse
Benjamin Freedman

March 8 - March 28, 2020
This exhibition was prematurely ended due to 
COVID-19.

348 Ryding Ave, Unit 103

Toronto, ON M6N 1H5

pumice.raft.space@gmail.com

pumiceraft.com

Installation view of Tunnel, Chromogenic Print, 63.5cm x 50.8cm x 5.1cm 
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escape repetition. Andre Breton mused 
that moving through a city at random 
could achieve a “psychic automatism in 
its pure state.” The result is an intuitive 
unconscious experience that defies that 
looping nature of reality’s status quo. 
Similarly, René Magritte popularized the 
Surrealist game of Cadavre exquis (The 
Exquisite Corpse) as a way to randomize 
his approach to art making. Breton and 
Magritte both embrace chance to achieve 
a type of assemblage that defies mental 
and/or literal pathways. 

The work selected in this exhibition 
provides views into a variety of portals in 
order to glimpse a much larger project. 
Over the last two years Freedman has 
been exploring, and coming to terms with, 
his own identity through the metaphor of the 
Golem, an anthropomorphic mythological 
creature derived from Medieval Jewish 
mysticism. For Freedman, the Golem 
made of clay by Rabbi Loew in Prague 
during the late 16th century becomes the 
central character within this photographic 
narrative. The Golem was created in 
response to anti-Semitic pogroms and 
blood libels that accused Jewish people 
of the murder of Christian children. 

After shaping the Golem’s form Rabbi 
Loew carved “emet,” the Hebrew word for 
truth, in its forehead to give the creature 
its power. Serving as the guardian for 
Jews within Prague’s Josefov ghetto, 
the Golem would eventually turn on its 
protected class shortly after it was given 
its newfound power. Here the Golem is 
a metaphor for difference and and the 
inverted notion that the things we think 
will keep us safe have the capacity to 
ultimately destroy from within.

Looking for evidence of this mythology, 
Freedman captures views of Prague, 
Rabbi Loew’s Altneuschul synagogue, 
and various other settings within this story. 
Through his own surrealist wanderings, 
Freedman moves through a 16th century 
Prague that no longer exists. In 1893, the 
Josefov ghetto was razed to the ground, 
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Installation View, dimensions variable, 2020

Installation View, dimensions variable, 2020



which simultaneously dislodges this 
mythology from the real and thrusts it 
further into the realm of fiction. This folding 
in of built space with narrative space is 
key to understanding Freedman’s own 
process.

The photographs and video on view 
suggest a pseudo-documentary approach 
to a subject that exists largely in the 
minds of those who believe it. Capturing 
views of mysterious structures and 
hidden corridors, Freedman suggests 
that this media is both evidence as well 
as total fabrication—a subtle nod to the 
properties of the photographic medium 
itself. The tension between the “truth” of 
Freedman’s photographs and the “truth” 
that brings the Golem to life establishes an 
in between of uncertainty that questions 
the ways in which we construct our own 
notions of identity. 

In this exhibition, Freedman ultimately 
offers a glimpse at an autobiographical 
story told through his own cultural 
heritage of Jewish mysticism. Through 
the metaphor of the Golem, Freedman 
is able to create artworks that establish 
new portals for the viewer as well as 
understanding the benefits of walking 
through them for himself.

About Pumice Raft:

a pumice raft is an ecological phenomenon 
that usually follows an underwater 
volcanic eruption. Amongst the lava, 
plumes of pumice stones slowly float to 
the surface of the ocean. If the wind is 
calm the individual stones form what 
some sailors have reported as floating 
islands that appear out of nowhere. The 
pumice raft has even been known to 
ferry flora and fauna to new shores. More 
than an illusion on the horizon, a pumice 
raft represents a vessel, a conduit, a 
vehicle; its very constitution cultivates 
an environment where things can come 
together in the spirit of collaboration.
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Installation View, dimensions variable, 2020

Study: Golem Nose, Chromogenic Print, 35.6cm x 28cm x 5.1cm (14 x 11 x 2 
inches), 1/10 + 1AP (Complete Edition of 30), 2020



Pumice Raft is also an alter ego, a lecture 
series, a tool, but most recently a non-
profit space in Tkaronto ON, Canada that 
advocates for an ecological approach to 
the display of visual art and the facilitation 
of related education. The physical space of 
Pumice Raft currently resides on the land 
of the Haudenosaunee, the Huron-Wendat, 
and the Anishinabewaki                       .  

About the artist: 

Benjamin Freedman is a lens based artist 
and curator working within sculpture, 
video and photography. His practice 
often revisits and examines complex 
histories through extensive research and 
study. Recently, Freedman is developing 
a new body of work that queers Jewish 
mythologies surrounding the Golem, an 
anthropomorphic monster created in 
the Jewish ghetto of Prague during the 
scientific revolution. This work reveals 
how art production and storytelling are 
powerful strategies that can combat 
sinister socio-political realities. He is 
interested in photographic research as 
a form of pseudo archaeology where 
reinterpretation and disruption lead to 
restorative discoveries. While probing 
the relative truths and deceptions of 
photography, he purposefully adopts 
visual vocabularies from genres such as 
science fiction and horror in an effort to 
create expanded documentary projects. 
He self-published his first photography 
book in 2015, and has exhibited 
extensively across the greater Toronto 
area, most recently at the Stephen Bulger 
Gallery, Ryerson Image Centre, 8eleven 
Gallery, Art Gallery of Mississauga, and 
Division Gallery and has shared his work 
internationally at the Aperture Foundation 
in New York City.

Benjamin dedicates the work in this 
exhibition to his father

pumiceraft.com
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Andre Breton, Manifesto of Surrealism, 
1924.

Astrological Clock, Chromogenic Print, 63.5cm x 
50.8cm x 5.1cm (25 x 20 x 2 inches), 1/10 + 1AP 
(Complete Edition of 30), 2019

Shadow of Faith, Chromogenic Print, 63.5cm x 
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(Complete Edition of 30), 2018
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5.1cm (25 x 20 x 2 inches), 1/10 + 1AP (Complete Edition of 30), 2019-2020.



pumiceraft.com

Window

Entrance

Tunnel, Chromogenic Print, 63.5cm x 50.8cm 
x 5.1cm (25 x 20 x 2 inches), 1/10 + 1AP 
(Complete Edition of 30), 2019

1.

Astrological Clock, Chromogenic Print, 
63.5cm x 50.8cm x 5.1cm (25 x 20 x 2 
inches), 1/10 + 1AP (Complete Edition of 30), 
2019

2.

Shadow of Faith, Chromogenic Print, 63.5cm 
x 50.8cm x 5.1cm (25 x 20 x 2 inches), 1/10 + 
1AP (Complete Edition of 30), 2018

3.

Poiesis Carousel, Digital Video, Size Variable, 
1/15 + 1AP (Complete Edition of 30), 2020

4.

Study: Golem Nose, Chromogenic Print, 
35.6cm x 28cm x 5.1cm (14 x 11 x 2 inches), 
1/10 + 1AP (Complete Edition of 30), 2020

5.

Soft as Stone, Artist Book, 26.7cm x 33 x 
0.64cm (10.5 x 13 x 0.25 inches), 1/2, 2020

6.

1.

2.

3.

4.

6.

5.

Works Available

Please feel free to enquire to 
pumice.raft.space@gmail.com for more 
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Soft as Stone, Handmade Artist Book, 
1st Edition of 2, 2020

1.

“Soft as Stone” by Benjamin Freed-
man is a hand bound portfolio of 
unique double-sided inkjet prints that 
show views of Prague through the 
eyes of Freedman’s Golem. The red 
and black duotone images provide a 
roaming and expanded perspective 
on Prague’s history and mythology.

26.7cm x 33 x 0.5cm 
(10 1/2 x 13 x 1/4 inches)



What’s the difference between sap 
and snot? Within a western context it is 
easy and even encouraged to create a 
false dichotomy between “humans” and 
“nature.” This suggests that humanity 
itself is somehow diametrically opposed 
to harmonizing with the planet. The term 
anthropocentrism and the idea that human 
beings are the most important entity in the 
universe is not only self mythologizing 
but a symptom of this type of ecological 
dualism. The current state of global 
health, climate change, and political 
instability would suggest that if the goal 
of the human project is to conquer nature 
then it is not without consequence. 

Duality via reduction is not an uncommon 
strategy for humans to make sense of the 
complexity that fill our lives. Cartesian 
dualism (mind—body), Saint Thomas 
Aquinas’s Law of Nature (good—evil), or 
sexuality itself are just some examples of 
concepts that are likely limited by such a 
binary assessment. With the creation of 
computer technologies, processing power 
and the ability to complete a given task 
became further contingent on a binary 
state change of ones and zeros. However, 
as early as 1957, quantum physicist Hugh 
Everett proposed a vision of a more 
pluralistic world with the many-worlds 
interpretation. This view is one where 
“our Universe [is] just one of numerous 
parallel worlds that branch off from each 
other, nanosecond by nanosecond, 
without intersecting or communicating.”² 
In other words, if you’re feeling uncertain 
while approaching a fork in the road, rest 
assured that in many-worlds you both 

A Hairpin Turn is like a 
Plot Twist1

Katharina Cameron, Cadence Planthara, 
Ekow Stone

August 1 — September 6, 2020
There will be no opening reception due to social 
distancing measures
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Ekow Stone’s Warrior Hunter, Hunter Warrior, and Cadence Plantha-
ra’s untitled (serpent egg vase)



turned towards route A, route B, and all 
combinations in between. Everything, 
everywhere, all the time. 

These ideas have been built upon and 
developed by philosophers and social 
theorists such as Karen Barad, Sara 
Ahmed, and Donna Harraway in order 
to develop a new politics of being that 
attempts to dismantle the privilege of the 
human position in relation to the rest of 
the universe. For example, by shifting 
notions of agency away from someone or 
something and towards an entanglement 
of intra-activity, Barad asserts the 
possibility of “dynamic (re)configurings 
of the world."³ Similarly, in Montreal 
Brian Massumi and Erin Manning work 
towards an ecology of experience at the 
SenseLab at Concordia University. Here 
a relationscape is cultivated between 
individuals and organizations where 
one can engage in both philosophical 
thinking and art making. The result is a 
hybrid animal where philosophy is doing 
thinking, and the art develops thinking in 
the doing.

My own development of thinking through 
doing began without planning or intention. 
I grew up on Vancouver Island and 
developed an early understanding of its 
geography through highway 19, a 521 
km stretch that efficiently moves drivers 
north/south along the east coast of the 
island. The highway establishes a linear 
understanding of place that begins from 
point A (Swartz Bay) and ends at point 
B (Port Hardy)—here again duality limits 
the scope of experience. It wasn’t until I 
started to work in the field of Silviculture 
(the growing and cultivation of trees) that 
I began to understand Vancouver Island 
as a complex network of roads, paths, 
trade routes, rivers, streams, and valleys 
that turned and twisted without the logic of 
efficiency or productivity. My time in these 
spaces was spent walking (sometimes 
wandering) in search of white pine trees. 
The mental drift that accompanied each 
footstep instilled a connection to the 
land that articulated the epistemological 
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distinction between knowing how and 
knowing that. 

Daydreaming wandering through dense 
foliage became a way for me to temporarily 
suspend my own subjectivity and relate to 
the complexity of the land in terms closer 
to Barad’s entanglement. In the book A 
Pattern Language (1977), author and 
architect Christopher Alexander proclaims 
“making wholeness heals the maker” to 
communicate a similar communion with 
space and place as a strategy towards an 
enhanced quality of life and community 
livability.

Although these concepts may appear to 
exist mostly on the fringes of academic 
and art theory, notions of moving 
towards a more holistic way of being 
and dismantling the status quo has 
recently become politicized. In urgent 
reaction to the rise of anti-black racism 
and systemic oppression that was 
ignited by the muder of George Floyd,⁴ 
writer and eco-activist Leah Thomas 
formalized the idea of Intersectional 
Environmentalism. In Thomas’ outline 
of this emerging ideology she describes 
how Intersectional Environmentalism 
“advocates for the protection of the 
people and the planet. It identifies 
ways in which injustices happening to 
marginalized communities and the earth 
are interconnected. It brings injustices 
done to the most vulnerable communities, 
and the earth, to the forefront and does 
not minimize or silence social inequality.”5 

Thomas’ initiative provided an important 
bridge between the proportionately 
white and privileged undertones of the 
environmentalism movement alongside 
Kimberlé Crenshaw’s afro-feminist 
concept of Intersectionality. 

The works on display in this exhibition 
illustrate a shared sensibility, or 
sensitivity, to a mental and spatial drift 
and its capacity to enhance a relationship 
to space, place, and land. The result is 
a proposition; a view into a way of being 
and living that embraces multiplicity and 
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Cadence Planthara, untitled (moon painting), acrylic, stonehenge paper, 
board, 45.7cm x  40.3cm x 4.6cm (18 x 15.9 x 1.8 inches), 1/1, 2020

Ekow Stone, Cutting Board I, Pyrography on used wooden cutting board, 
30cm x 45.2cm x 2.5cm (11.8 x 17.8 x 1 inches), 1/2, 2020



strives for wholeness.

Katharina Cameron presents a series 
of drawings that were made during a 
short term residency in Toronto. Born in 
Nürnberg Germany, Cameron spent time 
exploring Toronto and used the typography 
of street-level signage as the basis for 
her works on paper. NO FRILLS, BULK 
BARN, and VALUE VILLAGE, become 
a palimpsestuous base to be consumed 
and overgrown by layers of natural forms, 
hearts, and flowers that not only become 
a type of experiential narration but also 
a trace of the city as a tangled garden. 
Acting as both conduit and content, these 
works articulate the feeling of schwindeln, 
a German word that ecompases feelings 
of dizziness, defying the linearity of time, 
and being dislodged from reality.

Cadence Planthara’s paintings and 
sculptures appear at first as pure 
abstraction of form and colour. However, 
through an emerging figuration, 
Planthara’s work positions itself as 
relational not representational. Conducive 
to prolonged viewing, the gestural and 
iconic forms in Planthara’s paintings build 
a vocabulary for the viewer that does not 
strive for objectivity but rather glimpses an 
array of emotional states that propose an 
ethics of being. A small pearl nestled into 
the wall sits at the height of an outstretched 
arm above the head—this variance in 
scale from paintings to sculpture deepens 
the relationship between works and the 
body. Finally, the “misc img” books (2017-
2020) illustrate Planthara's veracious and 
routine practice of photography that acts 
as a notebook or diary as well as a type of 
image index for concepts and ideas that 
may later manifest in painted or sculpted 
works.

Ekow Stone employs a stippling technique 
to works on paper that use the archetypal 
figures of the hunter and warrior in order 
to recall a before now where divinity and 
ecology are intimately intertwined. These 
works create an entry point to alternate 
worlds of mythology while simultaneously, 
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Installation view of Katharina Cameron’s Untitled no.1 -  no.4, Graphite and 
Coloured Pencil on Paper, 21.75cm x 27.6cm x 4.1cm (8.6 x 10.9 x 1.6 
inches), 2020

Katharina Cameron, Untitled no.3, Graphite and 
Coloured Pencil on Paper, 21.75cm x 27.6cm x 
4.1cm (8.6 x 10.9 x 1.6 inches), 2020

Katharina Cameron, Untitled no.1, Graphite and 
Coloured Pencil on Paper, 21.75cm x 27.6cm x 
4.1cm (8.6 x 10.9 x 1.6 inches), 2020



and quite pertinently, calling for 
sustainability through the protection and 
stewardship of our own land. A history of 
labour and relations are visible in Stone’s 
sculptural pyrography works done on 
everyday objects. A warped cutting board 
and used chair are burned with symbols 
and scenes of a thriving communion 
between people and the earth with such 
intention that it feels as though Stone 
himself brought these objects back as 
proof of the existence of the very world 
he is creating. 

About Pumice Raft:

a pumice raft is an ecological phenomenon 
that usually follows an underwater 
volcanic eruption. Amongst the lava, 
plumes of pumice stones slowly float to 
the surface of the ocean. If the wind is 
calm the individual stones form what 
some sailors have reported as floating 
islands that appear out of nowhere. The 
pumice raft has even been known to 
ferry flora and fauna to new shores. More 
than an illusion on the horizon, a pumice 
raft represents a vessel, a conduit, a 
vehicle; its very constitution cultivates 
an environment where things can come 
together in the spirit of collaboration.

Pumice Raft is also an alter ego, a lecture 
series, a tool, but most recently a non-
profit space in Tkaronto ON, Canada that 
advocates for an ecological approach to 
the display of visual art and the facilitation 
of related education. The physical space of 
Pumice Raft currently resides on the land 
of the Haudenosaunee, the Huron-Wendat, 
and the Anishinabewaki                       .     

pumiceraft.com

Cadence Planthara, untitled (wavy frame painting), acrylic, coloured pencil 
on board, 30.2cm x 40.2cm x 4.1cm (11.9 x 15.9 x 1.6 inches), 1/1, 2017-
2020



About the artists:

Katharina Cameron finished her MFA at the 
Piet Zwart Institute in Rotterdam in 2018. 
She lives and works in Berlin. Recently her 
work was exhibited at Available&TheRat 
(Drama Pur), Rotterdam; Palazzo San 
Giuseppe (Baitball), Polignano a Mare; 
Schloss Callenberg (Affektive Allianzen), 
Coburg. 

Cadence Planthara creates functional 
objects and installations. Her work 
has recently been exhibited at Hearth 
(Toronto), Trinity Square Video (Toronto), 
the Ministry of Casual Living (Victoria, BC) 
and Xpace Cultural Centre (Toronto).

Ekow Stone is an emerging artist based in 
Toronto. His art practice focuses primarily 
on spirit, nature, and origins. His soul-
tappings (stippling pieces) often depict 
these themes as mythical happenings 
in primordial worlds. As a student of 
the environment and an aspiring earth 
worker, he is continuously striving to root 
his creative practice to land and explore 
what it might mean to be connected to the 
more-than-human. 

End Notes:

1. The title of this exhibition comes from a 
quote from Rebecca Solnit’s Wanderlust: 
A History of Walking.

Solnit, Rebecca. Wanderlust: a History of 
Walking, 72. London: Granta Books, 2014. 

Part of what makes roads, trails, and 
paths so unique as built structures is that 
they cannot be perceived as a whole all 
at once by a sedentary onlooker. They 
unfold in time as one travels along them, 
just as a story does as one listens or 
reads, and a hairpin turn is like a plot twist, 
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Ekow Stone, Chair I, Pyrography on wooden chair, 45.7cm x 43.2cm x 
88.9cm (18 x 17 x 35 inches), 1/1, 2020



a steep ascent a building of suspense to 
the view at the summit, a fork in the road 
an introduction of a new storyline, arrival 
the end of the story. Just as writing allows 
one to read the words of someone who is 
absent, so roads make it possible to trace 
the route of the absent.

2. Crease, Robert P. “The Bizarre Logic of 
the Many-Worlds Theory.” Nature News. 
Nature Publishing Group, September 2, 
2019. https://www.nature.com/articles/
d41586-019-02602-8.

3. Barad, Karen. “Posthumanist 
Performativity: Toward an Understanding 
of How Matter Comes to Matter.” Signs: 
Journal of Women in Culture and 
Society 28, no. 3 (2003): 816. https://doi.
org/10.1086/345321.

4. On May 25, 2020, George Floyd, a 
46-year-old black American man, was 
killed my police in Minneapolis, Minnesota, 
during an arrest for allegedly using a 
counterfeit bill. Derek Chauvin, a white 
police officer, knelt on Floyd's neck for 
eight minutes and forty-six seconds while 
Floyd was handcuffed, lying face down, 
and repeatedly saying "I can't breathe".

5. Thomas, Leah. Intersectional   
Environmentalist.  Accessed July 24, 2020. 
https://www.intersectionalenvironmentalist.
com/.
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Cadence Planthara, untitled (serpent egg vase), stoneware, glaze, 53.3cm 
x 15.2cm x 19cm (21 x 6 x 7.5 inches), 1/1, 2020
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Katharina Cameron, Untitled no.1, Graphite 
and Coloured Pencil on Paper, 21.75cm x 
27.6cm x 4.1cm (8.6 x 10.9 x 1.6 inches), 
2020

1.

Katharina Cameron, Untitled no.2, Graphite 
and Coloured Pencil on Paper, 21.75cm x 
27.6cm x 4.1cm (8.6 x 10.9 x 1.6 inches), 
2020

2.

Katharina Cameron, Untitled no.3, Graphite 
and Coloured Pencil on Paper, 21.75cm x 
27.6cm x 4.1cm (8.6 x 10.9 x 1.6 inches), 
2020

3.

Katharina Cameron, Untitled no.4, Graphite 
and Coloured Pencil on Paper, 21.75cm x 
27.6cm x 4.1cm (8.6 x 10.9 x 1.6 inches), 
2020

4.

Cadence Planthara, untitled (flower self 
painting), acrylic, water-based metallic paint 
on board, 1/1, 45.7cm x 40cm x 1.9cm (18 x 
16 x 1.75 inches), 2020

5.

Ekow Stone, Hunter Warrior, Ink on Paper, 
1/1, 27.8cm x 32.4cm x 4.1cm (10.9 x 12.8 x 
1.6 inches), 2019

6.

Works Available

1.

2.

3.

4.

5.

6. 7. 8.

9.

10.

11.

12.

13. 14.
15.

Ekow Stone, Warrior Hunter, Ink on Paper, 
26.37cm x 33.7cm x 4.1cm (10.4 x 13.3 x 1.6 
inches), 1/1, 2019

7.

Cadence Planthara, untitled (wavy frame 
painting), acrylic, coloured pencil on board, 
30.2cm x 40.2cm x 4.1cm (11.9 x 15.9 x 1.6 
inches), 1/1, 2017-2020

8.

Cadence Planthara, untitled (moon painting), 
acrylic, stonehenge paper, board, 45.7cm x  
40.3cm x 4.6cm (18 x 15.9 x 1.8 inches), 1/1, 
2020

9.

Ekow Stone, Chair I, Pyrography on wooden 
chair, 45.7cm x 43.2cm x 88.9cm (18 x 17 x 
35 inches), 1/1, 2020

10.

Cadence Planthara, untitled (little brown leaf), 
stoneware, glaze, 2.5cm x 6.4cm x 0.3cm (1 
x 2.5 x 0.125 inches), 1/1, 2019

11.

Cadence Planthara, untitled (memorial 
flower), stoneware, glaze, crystal, rayon 
ribbon, 7.1cm x 7.1cm x 2.5cm (2.8 x 2.8 x 1 
inches), 1/1, 2020

12.

Cadence Planthara, untitled (serpent egg 
vase), stoneware, glaze, 53.3cm x 15.2cm x 
19cm (21 x 6 x 7.5 inches), 1/1, 2020

13.

Cadence Planthara, haha (salt key), 
stoneware, acrylic, sea salt, 3.6cm x 12.2cm 
x 0.8cm (1.4 x 4.8 x 0.3 inches) 1/1, 2019-
2020

14.

Ekow Stone, Cutting Board I, Pyrography on 
used wooden cutting board, 30cm x 45.2cm 
x 2.5cm (11.8 x 17.8 x 1 inches), 1/2, 2020

15.



Publications Available

misc - img (2017-2020)
3 Volume Handmade Artist Book Set, 
1st Edition of 2, 2020.

1.

A Constellation in Communion
1st Edition of 60, Artist Zine, 2020.

2.

“misc - img” is a three volume set where 
each book presents a year of images 
captured by Cadence Planthara. 
Through hundreds of pages of images 
various typologies emerge to begin to 
build a visual grammar of Planthara’s 
own subjectivty.

13cm x 12.7cm x 3.5cm 
(5 1/8 x 5 x 1 5/8 inches)

“A Constellation In Communion” is a 
zine created and gathered by Ekow 
Stone. It includes dialogues, writings, 
and illustrations shaped and inspired 
by Blackness and Indigeneity.

15.25cm 22.5cm x 0.6cm 
(6 x 8 7/8 x 1/4 inches)



Haptic images dance on the surface 
of the eye. An analogy to the physical 
world interacts with the body to produce 
pre-conscious images that reside in the 
virtual realm of affect. The traces of such 
images—fleeting and elusive—appear 
only for a moment, for the very process of 
identification produces a paradox wherein 
conscious recognition of the image 
causes its dissolution. The haptic image 
glimpses what is beyond optical vision 
and embodies what is felt and seen.

The mystery of the missing half-second 
is a phenomenon that Brian Massumi 
muses on while having observed a 
medical experiment monitoring brain and 
skin responses to electric stimulation. 
When researchers administered mild 
electric pulses to either an electrode in 
the brain or on the skin, they found that 
stimulation had to last for at least a half-
second to be perceived by patients. A 
moment less and the pulse would not be 
registered as anything at all. Even “if the 
cortical electrode was fired a half-second 
before the skin was stimulated, patients 
[still] reported feeling the skin pulse first.”² 
So the obvious question becomes: what 
happens during the missing half second?

It is during this half second that the body 
exerts free will outside of consciousness by 
choosing to veto a response to stimulation 
after it arises if it is deemed unnecessary 
or unimportant. “In other words, the half-
second is missed not because it is empty, 
but because it is overfull, in excess of 
the actually performed action and of its 
ascribed meaning.”³ Imagine the body as 
a radically open vessel that funnels and 
reduces the complexities of the world for 
conscious resonances and experience. 

Lamp in the Hand1

Graeme Wahn

October 31 — November 28, 2020
There will be no opening reception due to social 
distancing measures

348 Ryding Ave, Unit 103

Toronto, ON M6N 1H5

pumice.raft.space@gmail.com

pumiceraft.com

Mental Pole Drawings IV, graphite and pen on watercolour paper, 32.6cm x 
27.3cm x 5.1cm (14.25 x 10.75 x 2 inches), 1/1, 2020



This process of elimination is possible 
because of the traces of past actions, and 
their contexts, that are conserved “in the 
brain and in the flesh.”⁴

The result is the space of affect where 
pastness (through an accumulation of 
action) “opens onto a future, but with no 
present to speak of. For the present is lost 
with the missing half-second, passing too 
quickly, actually, to have happened.”⁵ If 
something does actually happen too quickly 
to have happened at all, it then slips into 
the virtual. The virtual body, in this case, 
is the realm of potential. Futurity becomes 
intertwined with pastness and incipient 
actions coexist with their opposites to 
produce “a lived paradox where [...] what 
cannot be experienced cannot but be felt.”⁶ 
This ambiguous territory is home to the 
haptic image. Straddling the line between 
the actual and the virtual, the haptic image 
exists in multiple worlds simultaneously 
and baulks at the absurdity of reality as a 
fixed state.

In the keynote lecture of the 2014 
ABOAGORA symposium (Turku, Finland), 
British filmmaker Peter Greenaway 
proclaimed “the cinema is dead, long 
live the cinema!”⁷ Greenaway gleefully 
spouted this intentionally misleading 
statement as a means to provoke his 
audience just long enough before he 
explained himself. Often criticized for 
his focus on film’s structure as opposed 
to content, Greenaway’s inflammatory 
statement calls for the death of text-based 
cinema so that an image-based cinema 
can rise to its rightful place on the silver 
screen.
 
All film writers should be shot!⁸ By 
asserting that most films start from the 
written word, Greenaway believes that 
modern day cinema is more akin to 
literature than visual art; as a result, 
cinema forgoes many of the properties it 
inherits from, say, painting to become a 
version of illustrated text. This distinction 
between a text-based and image-based 
cinema shares qualities of the actual 

pumiceraft.com

Installation View, dimensions variable, 2020

Installation View, dimensions variable, 2020



and virtual image respectively. Indeed, 
by embracing the non-linear qualities of 
image making, Greenaway’s films are 
pushed into the realm of the virtual where 
visual harmony supersedes traditional 
narrative logic. 

In Drowning by Numbers (1988) the three 
female protagonists—all named Cissie 
Colpitts—are assumed to be grandmother, 
mother, and daughter; however, it is 
inferred that they are actually the same 
woman at three different moments in 
her life, repeating the same mistakes. 
Here the past collides with the future in 
such a way where the depicted “present” 
becomes dislodged from linearity like 
a swirling wormhole. By manipulating 
the rules of space and time inside the 
narrative, Greenaway forces the viewer 
to question the structure of the entire film. 

The Greek Cynic philosopher Diogenes 
of Sinope once famously walked through 
the streets of Athens carrying a lantern 
in broad daylight. With his lamp in hand, 
a frenetic Diogenes illuminated and 
inspected the faces of local passers-by in 
the marketplace. When asked what he was 
doing he exclaimed “I’m on the lookout for 
an honest man!”⁹ This philosophical stunt 
was meant to imply that humans had 
failed to live up to humanity’s potential for 
honesty and virtue; and that culture was a 
cacophony of injustice, exploitation, and 
inhumanity. In the tradition of the Cynics, 
Diogenes was a force that pushed against 
society’s status quo often through brutal 
honesty and absurdity. 

Lamp in the Hand, Graeme Wahn’s 
first solo exhibition in Toronto, presents 
photographs, drawings, and sculpture 
made in the artist’s own search for truth 
through absurdity. Here, Diogenes’ 
lantern becomes a metaphor for the entire 
photographic process. 

The photographs in the exhibition present 
images of the everyday that appear 
mediated to the viewer through the 
apparatus of the camera. A growing plant, 
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Detail view of Model Stamp, pastel on wood block, 68.6cm x 50.8cm x 
10.2cm (17 x 20 x 4 inches), 1/1, 2020

(from left to right) Installation view of Mental Pole Drawings I-III, graphite 
and pen on watercolour paper, 32.6cm x 27.3cm x 5.1cm (14.25 x 10.75 x 
2 inches), 1/1, 2020



a backlit ball cap, and a funeral parlour 
window are represented anew through 
the use of infrared film, cyanotype, and a 
malfunctioning lens. Representation turns 
into figuration and technical error becomes 
potentiality. Wahn describes this process 
of transformation as a type of dissociated 
relaxation whereby moving through the 
world becomes open to chance, mishaps, 
and happy accidents. In season 9, 
episode 1 of Curb Your Enthusiasm Leon 
explains to Larry that he is lampin, a level 
of relaxation that Larry is not familiar with. 
At first confused, Larry—a modern day 
Diogenes character—accepts that lampin 
is a deeper level of relaxation than simply 
chillin. Wahn’s own version of lampin is in 
collaboration with the lamp in hand. 

A selection of six drawings are spread 
throughout the gallery. Consisting of 
spirograph ink patterns and rough 
graphite sketches translated from Wahn’s 
own archive as well as magazines and 
book covers. These works indicate to the 
viewer that images can appear by means 
beyond photography. Patterns emerge 
out of mechanical reproduction and 
intersecting line work becomes a system 
for potentiality where chance can flourish. 
There are also several hand made 
sculptural works installed throughout the 
gallery. These woodblock compositions 
are made intuitively and quickly when 
the body leads the mind towards formal 
assemblage and embodied gesture. 

The variety of media assembled by Wahn 
coalesce inside the exhibition to open 
up a space between works that crest 
“in a liminal realm of emergence, where 
half-actualized actions and expressions 
arise like waves on a sea to which most 
no sooner return.”¹⁰ Like a soft glance 
in peripheral vision, the haptic image is 
not on display in Wahn’s work but rather 
invoked by it. The exhibited works show 
what the eye can already see in broad 
daylight; however, perhaps through a 
secondary light—such as the lantern or 
the camera—the viewer can glimpse the 
absurd truth of the haptic image.

pumiceraft.com

(from left ot right) Installation view of Mental Pole Drawings V-VI and 
Absurd Torch, 2020

Mental Pole Drawings V, graphite and pen on 
watercolour paper, 32.6cm x 27.3cm x 5.1cm 
(14.25 x 10.75 x 2 inches), 1/1, 2020

Mental Pole Drawings VI, graphite and pen on 
watercolour paper, 32.6cm x 27.3cm x 5.1cm 
(14.25 x 10.75 x 2 inches), 1/1, 2020



About Pumice Raft:

a pumice raft is an ecological phenomenon 
that usually follows an underwater 
volcanic eruption. Amongst the lava, 
plumes of pumice stones slowly float to 
the surface of the ocean. If the wind is 
calm the individual stones form what 
some sailors have reported as floating 
islands that appear out of nowhere. The 
pumice raft has even been known to 
ferry flora and fauna to new shores. More 
than an illusion on the horizon, a pumice 
raft represents a vessel, a conduit, a 
vehicle; its very constitution cultivates 
an environment where things can come 
together in the spirit of collaboration.

Pumice Raft is also an alter ego, a lecture 
series, a tool, but most recently a non-
profit space in Tkaronto ON, Canada that 
advocates for an ecological approach to 
the display of visual art and the facilitation 
of related education. The physical space 
of Pumice Raft currently resides on 
the land of the Haudenosaunee, the 
Huron-Wendat, and the Anishinabewaki                       
.                    .

pumiceraft.com

Absurd Torch,  Inkjet print, 92.7cm x 62.9cm x 10.2cm (36.5 x 24.7 x 4 
inches), 1/3, 2020



About the artist:

Graeme Wahn is an artist living and 
working on the unceded territories of the 
Syilx/Okanagan peoples. He holds an 
MFA from Simon Fraser University (’19), 
and a BFA From Emily Carr University of 
Art & Design (’15). His practice stems from 
ongoing engagements with photographic 
processes however now, his work looks 
towards alternative optical formations as 
means to pressure ways in which one can 
see, make, or be in new images of the 
world. He is currently a sessional faculty 
member at the University of the Fraser 
Valley (Abbostford) and has exhibited 
widely throughout Vancouver, most 
notably with solo and group exhibitions 
at venues including the Vancouver Art 
Gallery, TRAPP Projects, CSA Space, 
UNIT/PITT Society for Art and Critical 
Awareness, Audain Gallery and Polygon 
Gallery in North Vancouver.

End Notes:

1. https://www.youtube.com/
watch?v=P0l5gqiW9n4&feature=youtu.be

2. Massumi, Brian. “The Autonomy of 
Affect.” Cultural Critique: The Politics of 
Systems and Environments, Part II, 31 
(1995): 89.

3. Ibid, 90.

4. Ibid.

5. Ibid, 91.

6. Ibid.

7. Aboagora, “Peter Greenaway: The 
Cinema is Dead, Long Live the Cinema” 
YouTube Video, 2:11:02, October 
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Untitled, Inkjet print, 101.6cm x 91.4cm x 10.2cm (40 x 36 x 4 
inches), 1/3, 2020



10, 2014. https://www.youtube.com/
watch?v=BluXxpF3OP4.

8. BAFTA Guru, “Peter Greenaway 
on his filmmaking style & career 
| A Life In Pictures” Youtube 
Video, 58:40, September 23, 
2016. https://www.youtube.com/
watch?v=SK8RcscVu5I&t=6s.

9. Anecdotes of the Cynics, trans. Robert 
Dobbin (London: Penguin Classics, 2016) 
32.

10. Massumi, Brian. “The Autonomy of 
Affect.” Cultural Critique: The Politics of 
Systems and Environments, Part II 31 
(1995): 92.
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Model Stamp, pastel on wood block, 68.6cm x 50.8cm x 10.2cm (17 x 
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Works Available

1.

2.

3.

4.

5. 6. 7.

8.

9.

10.
11.

Mental Pole Drawings I, graphite and pen on 
watercolour paper, 32.6cm x 27.3cm x 5.1cm 
(14.25 x 10.75 x 2 inches), 1/1, 2020

1.

Mental Pole Drawings II, graphite and pen on 
watercolour paper, 32.6cm x 27.3cm x 5.1cm 
(14.25 x 10.75 x 2 inches), 1/1, 2020

2.

Mental Pole Drawings III, graphite and pen on 
watercolour paper, 32.6cm x 27.3cm x 5.1cm 
(14.25 x 10.75 x 2 inches), 1/1, 2020

3.

Mental Pole Drawings IV, graphite and pen on 
watercolour paper, 32.6cm x 27.3cm x 5.1cm 
(14.25 x 10.75 x 2 inches), 1/1, 2020

4.

Absurd Torch,  Inkjet print, 92.7cm x 62.9cm 
x 10.2cm (36.5 x 24.7 x 4 inches), 1/3, 2020

5.

Untitled, Inkjet print, 101.6cm x 91.4cm 
x 10.2cm (40 x 36 x 4 inches), 1/3, 2020

8.

Mental Pole Drawings V, graphite and pen on 
watercolour paper, 32.6cm x 27.3cm x 5.1cm 
(14.25 x 10.75 x 2 inches), 1/1, 2020

6.

Mental Pole Drawings VI, graphite and pen on 
watercolour paper, 32.6cm x 27.3cm x 5.1cm 
(14.25 x 10.75 x 2 inches), 1/1, 2020

7.

Third Space (Cabin), Inkjet print mounted on 
dibond, plywood, 43.2cm x 50.8cm x 6.4cm 
(17 x 20 x 2.5 inches), 1/3, 2020

9.

Cap & Light, Cyanotype with Gouache on 
watercolour paper, 17.5cm x 24.7cm x 10.2cm 
(17 x 20 x 4 inches), 1/1, 2019-2020

10.

Model Stamp, pastel on wood block, 
68.6cm x 50.8cm x 10.2cm (17 x 20 x 4 
inches), 1/1, 2020

11.

Please feel free to enquire to 
pumice.raft.space@gmail.com for more 
information.



Publications Available

Revealers, Handmade Artist Book, 1st 
Edition of 10 (4 signed), 2020.

1.

Revealers is a handmade artists 
monograph that provides further 
context to Graeme Wahn’s practice 
through a preface by Parker Kay, 
two theoretical texts written by Wahn 
(titled “Revealers” and “Marvelous 
Pictures”), and a selection of images 
from an ongoing series of infrared 
photographs documenting Wahn’s 
own foray into small scale urban 
agriculture. 

16.4cm x 24.2cm x 0.8cm 
(6 1/2 x 9.5 x 1/3 inches)
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