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The Marilyn I. Walker School of Fine and Performing Arts is located in the heart of 
historic downtown St. Catharines, only 15 minutes from Brock’s main campus, and at 
the centre of Niagara’s creative hub.

At the School’s Department of Visual Arts, students have access to state-of-the-art 
facilities (including a darkroom, digital media lab and separate foundation, drawing 
and painting studios) and mentorship by dynamic, personable faculty who are 
exhibiting artists and researchers themselves.

Critical thinking and independence of mind are encouraged as students study the 
history of art and visual culture required to further hone their skills and develop as 
artists. Small-class sizes ensure individual feedback and guidance, and generous 
contact hours in the School’s studios and gallery provide students with a dedicated 
place to showcase their work and an opportunity to gain a better understanding of the 
“behind the scenes” operations of an exhibition space.

The Visual Arts department has a long tradition of presenting the work of graduating 
students mentored in its Honours Studio program. Students in the Honours Studio 
VISA 4F06 course were given the unique opportunity to publicly present the results of 
their exploration and hard work in a year-end exhibition presented in two consecutive 
exhibitions at Rodman Hall Art Centre.

Occupying Rodman Hall’s third floor studios during the academic year, students in 
the Honours Studio course were mentored by gallery staff and professors Shawn 
Serfas and Donna Szőke, where they developed a focused body of work from concept 
to public exhibition. Such exhibits from the Department of Visual Arts are a key 
part of the Marilyn I. Walker School of Fine and Performing Arts’ mandate to build 
connections between the community and the breadth of talent and creativity at Brock 
University.



Now?
By Candace Couse

Two consecutive exhibitions, At the Bottom of Everything 
(Cynthia Richards, Emma Mary Sked, Amber Lee Williams) 
and, oh, that’s nice (Gianna Aceto, Teresa Badgley, Sarah 
Martin), present the crowning achievement of the 
Department of Visual Arts’ 2019 Honours Studio cohort. 

The last year of concentrated studio practice in the 
spacious, private ateliers of Rodman Hall cultivated 
works that act as intimate engagements with identity. 
The six female artists are at a peak of sorts—their artistic 
practice and sensibilities are as finely honed as they’ve 
ever been— yet it is a peak with a view of several larger 
and some smaller mountains; no shortage of crests and 
valleys to come. This is, of course, the quintessential vista 
of the emerging artist intersecting with the landscape 
of the graduating student. No hard-won success comes 
without the imminent promise (or, perhaps, threat) of 
“now what?”

At the Bottom of Everything and, oh, that’s nice capture 
stages of joy and tension — soaring leaps into the 
unknown and moments where toes curl at the precipice, 
and the body shudders back from the edge. There is 
common ground here, but a multitude of approaches. 
As is often the case, a uniting, mutual experience shared 
between people in close proximity also serves to highlight 
the differences of varied lived experiences. That is evident 
in how the artists choose to process their lives through 
their practice. The viewer is thus offered many lenses to 
look through, from child-like freedom, a celebration of the 

everyday and female desire to the frustrations of mental 
illness, the brevity of life and the complicated relationship 
between the self and other. The first of the two shows, At 
the Bottom of Everything, seems by its title to promise 
the viewer that all will be uncovered and revealed or, 
perhaps, that all is yet to come. And, indeed, the collective 
works of Cynthia Richards, Emma Mary Sked and Amber 
Lee Williams speak the strongest to the concept of 
thresholds. 

Cynthia Richards exhibits a wall of colourful suburban 
lawn and household objects. Lawn chairs float up the wall, 
rejecting the conventions of gravity while pink flamingo 
ornaments congregate at the base of the wall perched 
on fake turf. In the piece titled, Navigation, the brightly 
coloured objects, with their distinctly 1960s aesthetic, 
speak to a longing for the past. Interspersed among the 
objects are contemporary photographs of the artists’ 
friends in jovial, often madcap scenes. One is reminded 
of the double face of nostalgia here: often thought of as 
back-gazing, nostalgia has been theorized as a desire to 
return to the comfort of the womb. Conversely, Charles 
Zwingmann introduced a future-oriented concept of 
nostalgia, attached to the anticipation of coming change 
that sparks a symbolic return to the past. The union of 
past and present in Richards’ work evokes this future-
facing hue of nostalgia. Richards describes her wall 
as a representation of child-like freedom, but, as with 
Zwingmann’s nostalgia, this freedom is not as innocent 
or accessible as we yearn for it to be. Richards skillfully 
complicates this dynamic on the connecting wall with 
a series of large-scale photographs (Constrain/Invade 
1-3) that confront the viewer from their central position 
between the two arrangements. The pictures feature 

Amber Lee Williams, Femina Bulla Est, 2019, Pigment prints on cotton rag paper



five young women who heatedly hold the viewer 
in their glare, subverting the concept of the gaze 
while simultaneously initiating the viewer’s role as 
an arbitrator between a gaze that confines and the 
promise of careless frivolity. Richards’ threshold is 
here, flanked by the desire for child-like freedom 
and an authentic world where one is accountable to 
others in addition to themselves.  

Emma Mary Sked’s work feels monumental, far 
beyond the actual dimensions of the work. Two fibre 
works titled, This is Not the Answer and When You 
Feel Like Giving Up Just Remember Why You Held It 
Together For So Long, are hung upon adjoining walls. 
The works, made from bedsheets, are carved up in 
the words that form their respective titles. Between 
them juts out ropes of recycled fibre, woven into 
vines that act as a lifeline. Concerned with the state 
of mental health support in her community, Sked 
creates work that is as bold as it is challenging. 
The text she incorporates comes from messages 
left in the city at a location notorious for suicide. 
With this work, Sked desires to confront the viewer 
with their own role in the mental health crisis. Sked 
sees the messages as both comforting notes of 
encouragement and empty gestures, shouted into 
the void. Notes in a vitrine (Coping Mechanisms) read 
like pages from a personal journal and speak to the 
beauty, anxiety, and frustration Sked sees in her own 
struggle with mental illness. The work as a whole 
is unflinching; the soft textiles oscillate in meaning 
between fabric that beckons you toward a safe space 
for discussing more serious issues—like a hand patting 

a plush psychotherapist’s couch—and the textures of a dark 
depression that chains a person to their bed for days at a 
time, surrounded by windows darkened by blankets. Her 
work challenges the ways that we’ve become comfortable 
discussing mental illness in the media and polite circles: 
framing it as heroic when the struggle is controlled and 
preferring it hidden when it is messy and difficult. How do 
we, as a society, approach these issues? In what way do 
we collectively safeguard the threshold between ‘sick’ and 
‘healthy’ and in which direction do we face?
 
Amber Lee Williams has a prolific studio practice 
entrenched in experimentation-through-making, and this 
process has been particularly well-suited to the lavish 
abundance of the vanitas motif that informs Memento 
Mamma Mori. The vanitas still life is a style of genre painting 
popularized by the Dutch in the 16th and 17th centuries. A 
vanitas painting is powerfully symbolic, working in highly 
recognizable themes such as the futility of pleasure, fragility 
of life and the inevitable nature of death. Specifically, 
Williams’ work ties together death and motherhood, 
reflecting on the loss of her own mother which occurred 
around the same time Williams brought new life into the 
world: a baby girl. Thus, Williams’ threshold becomes the 
ethereal space between life and death, profoundly laden 
with symbolic intersections and complicated feelings. 
The bubble series, Femina Bulla Est, is a selection of macro 
photographs that take the traditional vanitas bubble motif 
and reimagine it through close-up, severely contrasted, 
pictures of deflated bubble gum. The membranes of the 
bubbles are visceral, evocative of wombs recently emptied 
of their contents. Found and fabricated sculptures are 
bathed in resin in the table installation (The Table), and 

Amber Lee Williams, The Table (detail), 2019
Silver platters, glass, resin, brass candlestick holders, shells, 
lemon peels, acrylic paint, tobacco tins, bubblegum, saucer



her hanging sculptures (Overturned Chalices). There is a 
heavy longing to these works—with their frozen liquids 
never quite spilling—that identify them as incongruous. 
The sculptures appear to be plucked from their traditional 
paintings and placed on new surfaces. They are in the 
world, but they do not seem to belong. Through her 
skillful interventions, Williams expertly draws forward in 
time the firmly rooted metaphors of the vanitas and maps 
onto them fresh, deeply intimate and equally recognizable 
meanings.

The second show, cleverly titled, oh, that’s nice, with 
lowercase typography, takes an indecisive tone that 
teeters between a pleasant, though unassuming surprise 
and a note of wearied cynicism. The artists Gianna Aceto, 
Teresa Badgley, and Sarah Martin take up that ambivalent 
question, “now what?” in their work through three diverse 
approaches. 

Gianna Aceto is a translator. She takes moments from 
everyday experiences and transforms sensory stimulus 
into paintings. She presents us with two large-scale 
works, titled Monster (Let Us See) and Monster (Where 
Are You Hiding). The paintings are formal celebrations 
of shape, line, colour, texture, and space. Three smaller 
paintings (Through Here, Through There, Try Not to Miss 
It and Standard) appear to break up, spitting out debris 
as Aceto converts elements from these paintings into a 
sculptural work, Jigsaw and Glob, returning the elements 
to a three-dimensional geometric plane wholly different 
from how they began. The sculpture contains wooden cut-
outs that mimic the shapes and colours of her painting, 
appearing to have broken free from the flat picture plane. 

Interspersed here are construction materials that mirror 
the lines of the paintings. Her work is loud – loud like a 
trumpet blast. It is joyful, energetic and a proclamation 
of existence in colour, shape and form. Like the great 
formalist painters who preceeded her, dominating modern 
art until the 1960s, Aceto’s work finds power in its 
affective qualities. Her methods, too, are intuitive, driven 
by gut feeling as much as they are by proper training. 
Although her work is undeniably form-driven, there is 
also narrative movement in Aceto’s process of translation: 
life (now what?), painting (now what?) sculpture (now 
what?), life (now what?). The cyclical nature of this 
sequence ensures Aceto will never run out of fuel for her 
fire.

The success of Teresa Badgley’s experimental self-
portrait work lies in her insightful use of both the viewer 
and exhibition space. Self-dependent 1 – 11 is a wire 
sculpture series that mimics the proportions of the artist 
over several figures that spiral upwards. Behind the wire, 
the gallery wall is covered in a full-length swath of black 
paint. As the viewer moves through space, the cinematic 
nature of the repeated form, now in visual motion from 
the path of the viewer, is realized.  Interested in how 
identity is constituted in relation to the other, Badgley’s 
work tidily incorporates the body of others in the 
exhibition space to complete the art. Her photo series, 
Self 1 – 6, is made through a darkroom process and traces 
the movements of the artist’s hands across the paper 
using the undeveloped negative space as a dominant facet 
of the subject matter. Both the installation and the photo 
series refuse to capture a likeness without the condition 
that identity always remains a porous and ready vessel for 



change. Badgley’s work is a rejection of the neoliberal 
fantasy of self-containment; of methodological 
individualism. One is reminded of a particularly 
powerful line from Gertrude Stein’s 1923 poem that 
attempted to capture the likeness of the elusive, 
impossible figure that was Picasso: “Now. Not now. 
And now. Now.” This line seems to speak particularly 
well to Badgley’s understanding of identity: the 
subject can be recognizable but indefinite, always 
already becoming something else.
 
Sarah Martin’s work hums with an anxiety embedded 
in toxic gender expectations from the perspective of a 
young woman who wants to rewrite desire as female. 
The peak of Martin’s installation is the flayed chair 
(Architecture of Fear) with its supple fabric and fleshy 
tones. The chair finds its covering ripped apart and 
paraded up and across the wall, where the defined 
sections, as one viewer pointed out, quickly become 
reminiscent of a butcher’s cut chart. The work walks 
a thin line between an imposed objectification of the 
reluctant body and a body’s desire to imprint itself 
on the world. Photographs on several walls hung at 
varying heights blend the chair motif (Untitled Chair 
Series) with close shots of skin and the body pressed 
into nylons, called Husk and The Second Sex. These 
titles, with their ties to feminist literature, position 
the profoundly gendered focus of Martin’s research. 
Brooding, reflective, feminine, and tactile, Martin’s 
work carries a force that is reminiscent of the YBAs’ 
Sarah Lucas’ anthropomorphized found objects. The 
draped nylons and inkjet prints on voile that pepper 
the installation feel like a skin shed by an expanding 
organism. The body located in this work is restless: 

tired of being a tool for the pleasure and comfort of 
others, weary of being trained into this silhouette from 
infancy by the pressures of the patriarchy that policed it. 
The real hook in Martin’s work is here: the snake is most 
venerable at the moment between its two protective 
casings. Martin’s “now what?” moment is undoubtedly a 
pleasure touched by fear.

At the Bottom of Everything and, oh, that’s nice were both 
advanced through the intensive studio environment that 
was born from Brock’s marriage to Rodman Hall in 2003, 
together with the close mentorship of faculty and the 
committed, expert gallery staff who ensured the work 
was installed exquisitely in the space. The artists have 
each spoken passionately about the impact that this 
opportunity has had on their practice and their futures, 
preparing them for the duel landscape of the emerging 
artist and graduating student. Poignantly, it is at this 
time of celebration that these students find they share 
more common ground with the gallery itself than they 
might have initially thought: the institution is engaged in 
conversations that threaten the future of Rodman Hall’s 
union with the university. It appears the threat of “now 
what?” may be looming over the building itself. Perhaps, 
reader, the overwhelming success of these two shows 
and the immense growth that has clearly come from 
a year spent within the walls of the gallery space—the 
fifteenth year, in fact, that honours students have had 
this immersive opportunity—can add significance to the 
question we all ought to pose:

What does it mean for the community and our artists if 
we lose Rodman Hall? 
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Meet Eyeball to Eyeball is a body of work made up of two parts. The first series is called
Confrontation, consisting of five large scale photographs and the second, titled Navigation, 
is a wall collage consisting of photographs, painting and found objects.

Portrait photography allows me to capture and transform a person. The Confrontation portraits
are of my friends, but I do not see my friends when I look at the photographs. The photograph
lets me reconstruct them, from their everyday happy, joyful, carefree selves, into figures 
of uneasy intimidation. These five women embody the experience of confrontation. These 
portraits are larger-than-life, and these women do not look inviting, but still the viewer is 
drawn to enter into a confrontational relationship with these women. This is because human 
interaction is needed. They are all women, and as a woman, this piece becomes a reflection of 
my life. I find humans to be fascinating and complex, and using portrait photography I am able 
to capture a person’s individual identity.

Navigation is fun and playful and helps the viewer find the beauty in randomness.
The bright colours and merriment of the found objects within Navigation portray a child-like
freedom. The objects seem unrelated but are connected through my artistic practice.

Confrontation is judging, imprisoning, and intimidating. It invites the viewer to engage in a
serious pause. While Navigation is random, genuine, colourful and free, it is also contained. 
The child-like freedom that is experienced through Navigation becomes contained by the 
five staring women. The confrontation opposes and diminishes the growth of the child-like 
freedom. But the five women do not come face-to-face with it, they just come face-to-face 
with the viewer. They cannot fully confront the beauty of randomness because it is genuine, 
and genuineness is more powerful than a restricted presence. There is a tension that is created 
because of the visual debate between the five confrontational women, and the colourful, 
happiness of Navigation. One contains you, while the other gives you permission to embrace 
your inner child-like freedom.

CYNTHIA RICHARDS   
Meet Eyeball to Eyeball, 2019



Navigation (photographs and found objects), 2019 Navigation (photographs and found objects), 2019



Starry Messengers, 2018, oil on canvas

Confrontation, 2019



EMMA MARY SKED
Don’t Mention It,, 2019, acrylic on wall

Working with themes of mental illness, psychology, and environmentalism have always been at the forefront of 
my artistic practice. For these works, I have brought in repurposed textiles to offer a comfortable environment. 
I have always been interested in the amount of waste the world produces, especially textile waste from old or 
mass-produced clothing. Therefore, I have sourced donated materials for this work. Textiles offer comfort with 
their soft textures, offering a safe environment for people to discuss more serious issues. These pieces bring 
attention to mental illness, specifically depression and anxiety. Mental illness is something millions of people 
struggle with daily and I believe many people either ignore these issues or approach them in the wrong way.
 
Untitled (Vines) are the life lines that keep us holding on, whether that is someone’s spouse, parent, job, or pet. 
This work looms over the viewer and invites them to interact with the piece by moving within and through the 
vines. I wanted to create a comforting environment within the white cube for people to feel more at home.
 
The bedsheets, This is Not the Answer and When You Feel Like Giving Up Just Remember Why You Held It Together 
for So Long, bring up the conversation about depression; how this illness causes people to physically be stuck in 
bed all day, with no energy to wake up. The cut-out phrases are meant to be comforting, but more likely useless 
and expose the people trying to help others for selfish reasons. The phrases come from notes left on the Burgoyne 
Bridge after two people committed suicide within the same week. Most of these phrases are generic and I have 
seen them a thousand times on social media. The ones chosen for this work (out of hundreds) are the ones that 
I feel are the most helpful. The problem is that other people may not find these helpful; it is all relative to each 
person’s situation. The combination of (useless) sympathetic words and bedsheets that should offer comfort, 
create a paradox between mental illness and a society that does not concern itself with understanding mental 
illness, but instead uses these types of circumstances for their own advantage. 

My own mental illness comes through within the pages of a soon-to-be constructed book, Coping Mechanisms, 
that explores beauty, anxiety, frustration and coping mechanisms. I latch onto good and beautiful things to 
make myself happy and to forget the woes of life that we all wish to forget. These pages expose my own coping 
mechanisms and some of my less happy thoughts. The soon-to-be book is vague and displayed in pieces so that it 
may permit others to relate to its content and take it all in at once. The patterns and bright colours, a signature of 
my style, offer an invitation to those who may otherwise be wary of looking through someone’s journal.

A life-sized elephant, Don’t Mention It, painted as a quilted and colourful mural, offers a connection between the 
drawings and textile works. Elephants are symbols of strength and compassion, connecting the ideas of comfort 
and mental illness within these other works. 

Talking about mental illness seems to be something people either avoid altogether or try too hard to understand. 
I hope that bringing forward these ideas within a soft, comforting, and brightly coloured environment will 
encourage questions as well as give some people answers. Everyone has their own battles, but society needs to be 
more accepting and understanding of mental illness. These ideas of anxiety and depression are something many 
people struggle with on a daily basis and society needs to address these issues and be more compassionate.  



Untitled (Vines), 2019, various braided fabrics Untitled (Vines) (Details), 2019, various braided fabrics



Coping Mechanisms,
2019, ink on paper



Memento Mamma Mori is a body of work that began with an investigation of vanitas still life 
paintings and other vanitas-related works such as: memento mori, the five senses, Dutch flower 
paintings, and other variations of the still life genre. These types of paintings are rich with symbols 
that remind the viewer of the fragility and brevity of life and the inevitable ending that we all 
face, death. I connect the themes of death and motherhood through my personal experience: 
the birth of my daughters followed the death of my mother. I am the tether between these two 
worlds.

When I began to create work from the symbolism found in still life paintings, I did not intend for 
the theme of motherhood to be part of it. What I discovered in each piece was that motherhood 
was at the core. With each symbol there was a transformation of meaning that was made 
through my personal involvement and the feelings that came to the surface when I interacted 
with the various symbols. This would happen at different times, during the collecting process, the 
making, the altering, or even in conversation when discussing the work with my family.
The symbols I use—the lemon, chalice, flowers, shell, and bubble—are objects that already 
have meaning, both in old paintings and in everyday life. It is what I chose to do with them that 
changes the meaning. While the objects are familiar and recognizable, they are presented in a way 
that is unfamiliar and puzzling. They are altered and appear differently than they would in the real 
world.

The overarching themes of motherhood and death in Memento Mamma Mori bring together 
several specific areas of exploration. Femina Bulla Est is a series of macro photographs, 
investigating the symbol of the bubble. The vanitas soap bubble is replaced with inflated and 
deflated bubblegum. The Table builds on ideas of the traditional still life, creating clusters of 
contemporary versions of these symbols and compositions with found and fabricated sculptures. 
No More Tea, a wall installation, is a fictional space that uses broken or absent tea cups to 
suggest the permanence of loss and the ephemeral details of everyday life. The winged insects 
of Horror Vacui represent the fear of empty spaces and the spaces that are left behind. There are 
also several quieter pieces, such as Reassembled Hibiscus, that examine personal symbolism in a 
singular way.

My approach to making this body of work involved trying many different things—part meticulous 
planning and part spontaneous experimentation. I have a very nonlinear way of working and 
thinking. A number of different approaches and processes were happening simultaneously in the 
same space, moving from one idea or medium to the next. I like to think of my art practice, my 
thinking, and the way I work in the studio as a constellation of ideas and bodies of work; there are 
multi-directional connections and anything can influence or change anything else.

AMBER LEE WILLIAMS
Femina Bulla Est #1, Femina Bulla Est #2, Femina Bulla Est #3, Femina Bulla Est #4, 2019
Pigment prints on cotton rag paper



     
The Table (detail), 2019
Silver platters, glass, resin, brass candlestick holders, shells, lemon peels, 
acrylic paint, tobacco tins, bubblegum, saucer

Horror Vacui, Femina Bulla Est #7, Femina Bulla Est #8, 2019
Fabric, acrylic paint, pigment prints on cotton rag paper



Installation photo of 
Memento Mamma Mori, 
No More Tea, and  
The Table, 2019
Sculpture and 
photography





My body of work is an amalgamation of painting and sculpture that reflects my curiosity about shape. This 
series, titled Painted-Like Things, is generated through paintings that place emphasis on line, shape, colour 
and form, using bold, gestural brushstrokes and a broad-toned palette. The larger paintings, Monster (Let Us 
See) and Monster (Where Are You Hiding), act as the main focal point while the other paintings, Try Not to 
Miss it, Through Here, Through There and Standard act as studies of the larger scale works. The shapes that I 
paint are generated through my observation of everyday, tangible items. I transform these everyday objects 
into paintings by responding to what I see around me. I am not concerned about the functionality of these 
objects, but rather the shape and structure that these objects and things are made from. We live in a world 
that is 3-dimensional and the way that I interpret what I see is through painting a variety of shapes in a 
2-dimensional composition. These shapes are not new, but rather they are extensions of pre-existing shapes, 
creating new dialogue.  

Abstract Expressionism has greatly influenced my way of creating and understanding
what I produce in the world. Abstraction is about taking a concrete idea and no longer making it so concrete; 
the point is to challenge the viewer and create different interpretations. I feel a deep connection with the 
sense of freedom that lies within this style of art. My work focuses specifically on pure-abstraction; creating a 
composition which focuses on abstract elements of either geometric or indefinite shapes, finding inspiration 
in how my perception of abstraction differs from the viewer.

Jigsaw and Glob is a sculptural series that consists of wooden shapes that vary in size and colour and occupy 
space in the gallery. Other materials, such as various ropes and colourful tubes, are integrated into the 
sculptures to respond to the gestural nature of the work. These shapes become extensions of the paintings 
— from 2-dimensional compositions, they are brought back into a 3-dimensional space. My approach to 
constructing the shapes into sculptures remains organic and fluid; I tend to play around with the placement 
and let my intuition guide me. If the shapes feel right, then they are allowed to reside in that particular space. 
Other elements of this series include dried acrylic paint, layered and shaped into paint skin sculptures. Given 
the variety of this work, these paintings and painted-like things are an interaction with the familiar despite 
their formal abstraction. 

My body of work is an exploration of the elements of formalism (line, shape, colour, and form) displayed 
through our 3-dimensional environment. I aim to create a visual parallel that emphasizes how these shapes 
rival and make-up the tangible objects of our world. The relationship built around each painting and sculpture 
reflect my own understanding in regards to shape and form. In this process, I allude to art’s expressive nature 
and challenge each viewer to question the significance elemental formalism holds in their own 3-dimensional 
space.

  

GIANNA ACETO
Jigsaw and Glob Series (Detail), 2019
Acrylic paint markers, plastic tubes, rope, paint skin sculpture, glass jar, paint skins



Jigsaw and Glob Series (Detail), 2019
Acrylic on plywood, rope, aluminum tubes, spray paint, plastic tubes, paint skin sculpture Monster (Let Us See), 2019

Acrylic on canvas 



The Daylight Veil, 2018, paper, spray paint, gold leaf

Painted-Like Things 
(Install Shot), 2018-2019
Acrylic on canvas, paint 
markers, paint skins, 
acrylic on plywood, rope, 
aluminum tubes, spray 
paint, plastic tubes, paint 
skin sculptures



I am an interdisciplinary artist who works with experimental and conceptual photography 
and sculptures. My work is self-focused, highlighting my relationships with others and how 
they tie into my own identity and personality.

Self- dependent
#1-5
These self portrait sculptures are my interpretation of drawings that inhibit the space of
the gallery. For materials, I decided to go with wire because it can hold its shape with little
support. The wire mimics line work drawings and the thin wire works for these large scale
sculptures. At first glance, the wire almost disappears, or appears flat. These figures are 
held up by string and simultaneously support each other. Though based on myself, they are 
unique from each take on various poses from open and reaching out to quiet contemplation. 
This body of work is an introspective upon myself while I am at a point of change as the 
structures that have held me up and are holding me up are shifting and disappearing.

Dependent-self
#6-11
These sculptures are wire-based. These are loose interpretations of the human form. 
Through these sculptures, I explore how little information is needed for these sculptures to 
read human and read as myself. To read as myself these sculptures have high ponytails, and 
are based on my own body measurements. These sculptures do not rely on string support, 
they appear to be crawling on the walls on their own. They group together but do no require 
each other. They represent a future self, that has gone through the changes that I am 
currently going through.

Self 1-6
These photogram continues my interest on the impact of the artist’s hand as my hand is
present in each stage of processing the photo. They are self portraits in the way that these
images could not be created in the same way by someone else. These six images are made
through a darkroom process. After the photosensitive paper is exposed to light I painted
developer on through various brushes and my gloved hands. What drew me to this process is 
the subtractive element. Though it appears to be a drawing on paper, the black is not added 
to these photograms but revealed through developer. The white seen on these 
images is not untouched, but undeveloped, the black of the image is underneath but is 
forever hidden.

TERESA BADGLEY  Dependent Self, 2019, wire



Self, 2019, photogram  Dependent Self (Detail), 2019, wire



Self and Dependant 
Self, 2019,  installation
photograms and wire



Using photography and found objects, this body of work speculates on ideas of fear, everyday 
anxieties and an exploration of the human figure. Multiple transformations of the figure and 
its environments developed into a focus on domestic spaces and chairs. The work started as a 
testament to anxieties and developed into the realities of fear and gender expectations.

The Architecture of Fear emerges into tangible materials by physically introducing the object 
into the space.  The chair is stripped and the fabric is carefully ripped and torn from its shell.  
The shell of the chair is left bare, as the fabric gravitates up the wall and expands into space, 
representing an out-of-body experience.

Found objects interweave with large format and analog photography moving off the wall to 
the floor, integrating with everyday materials and objects to inhabit the gallery environment. 
The nylon bodies throughout the installation serve as ghostly figures of a shedded skin that 
is stitched together to represent a body.  To me, nylons reflect the pressure to act and look a 
certain way, but, when removed from the figure, they become a body of their own that grows 
and evolves into self-acceptance.

Chairs as an everyday object become a replacement of the form.  Here, I wanted to consider 
the relationship of the body to rest, where the chair is an idle object and the body is restless, 
constantly in motion in a still world.  I began to recognize how this restlessness speaks to the 
female body, and the expectations of providing pleasure and comfort to others. 

In the Untitled Chair Series, I use the chair as my subject to represent a narrative using 
dramatized angles and lighting for a cinematic effect.  These scenes represent the chair as a 
stand-in for the body, frozen in a moment of heightened anxiety and anticipation.

This body of work has challenged me to push myself beyond photography and consider the 
power and opportunities afforded by other mediums. Through found objects, I feel excited by 
introducing a tactile component, and opening a potential connection with embodied viewers 
to viscerally react to the work.

SARAH MARTIN
Just like Elastic, 2019, inkjet print on voile, deconstructed chair



Architecture of Fear, 2019, fabric, deconstructed chairs, nylons, inkjet print on voileShedding Skins, 2019  nylon stockings, embroidery thread
Expectations (Stigmata), 2019, transparency, plexiglass



Studio Space Stills, (set of 2), 
2019, inkjet prints

Untitled Chair Series 
(set of 12), 2018
silver gelatin prints

Husk, 2019 inkjet print

The Second Sex (set of 5), 
2019, lasal matte prints
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