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by Michèle Pearson Clarke

Questions of visibility and
representation have long been queer
concerns, tied as they are to hopes
and demands for greater acceptance
and civil rights. LGBTQ+
communities have frequently
employed photography to positively
reflect their complex and diverse
experiences in the face of
mainstream absences and
distortions. We Buy Gold examines
current grapplings with this legacy,
alongside more recent strategies
that move beyond the impositions of
conventional visibility and
respectability politics.
In bringing together primarily
emerging LGBTQ+ artists living and
working in Canada, the exhibition
foregrounds the perspectives of
younger queer generations. Largely
using various forms of portraiture,
but also still life and sculptural
elements, these artists are
concerned less with representing

queerness and more with
performing, challenging, and
interrogating it. Collectively, their
images lay bare both the frictions
and intimacies of working between
community and self to bring the
value of their experiences into view.
With Coats (2016–), Nicholas Aiden
magnifies perceptions of the body,
targeting the simultaneous
fascination and repulsion associated
with body hair. Draped across the
gallery, Aiden’s works take on their
own corpulent form as fabric prints,
their materiality emphasizing the
queer embodiments contained
within. Tom Hsu’s photographs play
too with the body’s physicality,
highlighting the carnal present in
the banal and the everyday. Drawn
from a larger portfolio of work, loop
holes (2017–20) approaches desire
as ever-present and infinite.
Inspired equally by drag culture and
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Séamus Gallagher, A Slippery Place 4, 2019

video game aesthetics, Séamus
Gallagher also foregrounds the
utility of excess in their elaborately
staged and deeply chromatic images.
Located at the intersection of
performance, installation, and selfportraiture, A Slippery Place (2019)
situates Gallagher amid constructed
digital 3D renderings to question
virtual space dynamics in
contemporary queer life. Likewise,
Christopher Lacroix deploys camp to
interrogate the tension inherent in
being concurrently positioned
between submission and defiance.
The photographs in We do not know
when we started, we will not know
when we will end (2019) feature the

artist brandishing the remnants of
foil letter balloons, previously
popped in the accompanying video
performance. The statements “I AM
SORRY,” “YOU’RE WELCOME,”
“YOU’RE SORRY,” and “I AM
WELCOME” disappear as quickly as
they appear, pointing to the
negotiations required for selfpreservation.
For Michelle Panting, selfportraiture functions to contravene
the boundaries set around her
identity and appearance by the
religious, patriarchal community in
which she was raised. Composed
with found light and often bizarre
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gestures, Something like Jangoan
(2018–20) troubles notions of
a linear progress narrative and the
assumed comfort of younger queers.
Turning the camera on both
themselves and each other, trans*
artists Wynne Neilly and Kyle Lasky
document their decade-long
friendship in their quiet series,
Have / Hold (2018–19). In depicting
the vulnerability, adoration, and
physical closeness between them,
their photographs confront the fear
and stigma surrounding masculine
intimacy, and expand definitions of
queer romance.
Kinship also infuses the work of
Lacie Burning, whose Blockade Rider
(2019) portrays M.V. Williams, a
Skwxú7mesh/Wet’suwet’en photobased artist. Lasso in hand, they
straddle a concrete blockade
underneath the Lions Gate Bridge
that sits on their territory,
visualizing Indigiqueer people’s
relationships to land,
representation, and the gaze.

Similarly, the works of Isabel Okoro
and Brianna Roye centre
relationships forged in communities
forever impacted by colonialism,
using portraiture to archive Black
diasporic worldmaking. Bridging the
gaps between Lagos and Toronto,
Okoro’s colour and feel (2020–)
explores an imagined Black utopia
through monochromatic images of
the people she encounters. Shooting
on medium-format film, Roye
illuminates the tenderness and
strength of LGBTQ+ people of
Caribbean descent in her ongoing
series, Out of Many, One People
(2018–).
Together, these works assert the
queer realities of the artists’ lives,
capturing their longings and
contradictions, while raising critical
concerns. They make legible a queer
politic that embraces both ease and
discomfort, without yet conceding
the desire to be seen.
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Nicholas Aiden, Armpit 1, 2019

In a Queer Time
and Body
GUEST ESSAY

Nicholas Aiden, Back 2, 2019

excellence. The American writer Don
DeLillo once wrote: “Time binds
itself to aging flesh.” The body is a
clock, ticking ever so turgidly toward
a destiny whose only promise
appears to be decay and death.

by Ricky Varghese

Psychoanalysis tells us that the
unconscious knows no time. There is
no distinction between the past, the
present, or the future in it. It is a
veritable blank slate in the truest
sense, inscribed only by experience
and uncatalogued by the restless
vagaries of time. Conversely, the
body, in all its interiority and
exteriority, is the slate of time par

What then, to make of the queer
body within such a time that appears
only to progress toward this body’s
inevitable finitude? Queer time
means a time that is anything but
linear, outside of any normative
sense of time which is often
delimited by reproductive
heterosexuality. There are many
ways to queer time. The history of
AIDS, for instance, queered the time

| 5

of sex and sexuality for queeridentified men by reconstituting
how we came to perceive our bodies
against a backdrop of unaccountable
loss. There are still other ways, as
Nicholas Aiden seems to suggest, to
queer time.
Here you find the body fragmented
and held at a standstill. In today’s
app-saturated culture, where the
question of beauty is answered
through a body presented as a
unified whole, Aiden presents an
alternate vision of the body and its
beauty. Presented in parts, its
surface is treated like a textured
landscape, its nooks and crannies
presented as placeholders of and for
intimate memory. One might argue
that photography as a medium is
itself queer. French philosopher
Jacques Derrida suggested about
photography, that “[it] not only
‘gives to be seen’ what exists,
photography invents.” In a sense,
here, Aiden invents a new language
for beauty itself.

Liminal
NDNs
GUEST ESSAY

by Jas M. Morgan

Visibility is a tricky beast for queer
and trans NDNs (or is it invisibility)?
In rural places, queer and trans
NDNs are somehow both invisible —
erased, hidden, made afterthought
— and hypervisible, surveilled by
white rural and Indigenous
communities alike, if they find the
codes and customs of a colonial
gender binary to be an
uncomfortable fit.
It is invisibility that makes queer and
trans NDNs the running kind, the
kind that flees to the flashing lights
of the city. But invisibility meets
NDNs in the city too, in spaces where
Indigenous representation can mean
identity claims based on vague and
distant ancestry. Sometimes NDNs
can be surprised to encounter an
Indigenous art community with no
NDNs at all, composed of peoples
who would wear their skin, put them
to their grave, and make them
disappear. Yet, ironically, it is
visibility in the city that marks the
bodies of queer and trans NDNs as
undesirable within the necropolitics
of white-dominated communities. It
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Nicholas Aiden, Armpit 1, 2019

Lacie Burning, Blockade Rider, 2019

is visibility that makes Indigenous
queer and trans NDN youth in cities
over-policed and often streetinvolved.
In response, Lacie Burning’s
photograph Blockade Rider contends
the queer and trans NDN desire to
just be, while always somehow
existing liminally, somewhere
between struggling to be seen and
fighting to blend in. Burning
photographs queer and trans NDNs
as they are. Sometimes they are city
dwellers with a classic James Dean
style, like the individual in Blockade
Rider. These city slicker

NDNs might ride concrete and
brandish black leather whips that
are far cries from the horses their
ancestors made kin with, and the
traditional whips made lovingly by
kokums, but they are still NDNS,
nonetheless. Their environment is
equal parts urban development —
nature carved out in designated city
grids — and steel beams, much like
the spirit of queer and trans NDN
themselves, caught in a tumbling
abyss between their traditional land,
the imposition of city space, and the
cyborg adaptations of their
traditional knowledges. Still,
whatever your kink is, there’s no
denying that the life atop that
concrete does have the advantages of
its worldly pleasures. Because what
is an NDN if not a lover of a little
chaos and absurdity at the end of
time?

Stuck
Aesthetics
GUEST ESSAY

by Jon Davies

Shaka McGlotten’s book, Virtual
Intimacies, describes how mediated
spaces of connection like hookup
apps and multiplayer video games
are not only “virtual” in existing in
digital space, but also in terms of
being seen as inferior and lacking
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Séamus Gallagher, A Slippery Place 3, 2019

compared to the supposed
authenticity of experience available
in “the real world.” McGlotten
generatively shifts the conversation
by suggesting that much of what we
consider intimacy is itself “virtual,”
never totally fulfilled and existing in
potentiality and fantasy rather than
something concretely tangible in the
world.
What Séamus Gallagher calls A
Slippery Place animates this unstable
terrain of the virtual. Drawing on
drag, Gallagher created 3D models of
outfits and environments in a

program called Pepakura that were
printed on paper, sculpted and hotglued into shape. With Gallagher as
model, the rigid yet fragile paper
costumes appear constricting and
demobilizing. While the digital
promises speed and fluidity, the
transformation of code into crude
DIY physicality deflates these
techno-aspirations. Instead, like a
glitch, the figure appears “stuck” in
the ground. This avatar, while open
to gendered and other kinds of selffashioning, is doomed to pose this
way forever. The artist’s body seems
caught partway through a
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mutation from carbon-based flesh
to silicon-based fabrication, with
the printed paper masks they wear
frozen in uncanny grimaces. And
yet, I’m seduced by this world’s
dazzling colour palette…
I think of the globalized RuPaul’s
Drag Race industrial complex and
how young queens now grow up with
a “virtualized” knowledge of drag
gleaned largely from social media
and the TV show itself, a dolled-up
Ouroboros. Performing to the
camera — for Instagram, for the
fans watching in HD — crafts a
desirable image and brand. But
Gallagher’s cut-and-paste fantasia,
precisely in its stiffness and
“failure,” seems to offer the
possibility of new aesthetic
pleasures and embodiments in being
an image.

Banana
Binoculars
GUEST ESSAY

by Geoffrey Farmer

While clumsily typing on my phone,
in relationship to Tom Hsu’s
exhibition title, loop holes, my phone
inexplicitly autocorrects my entry to
the word, nefarious; i.e. outrageous,
vile, vicious, odious, heinous,

Tom Hsu, Two Bananas, 2018

shameful, degenerate, corrupt,
criminal, depraved, evil, flagrant. This
slip gives me pause to think about
the means of escape, or the laws to
be evaded that Hsu’s title and work
might propose. If this feels heavy, I
use it only to establish the field of
gravity to which the lightness and
playfulness of Hsu’s observations
orbit.
Of the twelve photographs selected
for We Buy Gold, the largest
photograph, Two Bananas is the
alchemical centre of this solar
system. Here, fruit eyes comically
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Tom Hsu, Tree Climber, 2018

slump exhausted over a mirror,
creating a face that wryly grins back
at us, a Cheshire Cat, as we look at
the bare butt of a naked figure,
suspended supernaturally on a huge
phallus growing up from the forest
floor. In Hsu’s Wonderland, looking
through banana binoculars, ears
speak, heads turn to gold, fingers
shrimp, and the Red Glows Behind
evokes the sensual heat of an
extraterrestrial atmosphere, or
premonition of what might happen
to the butt in Tree Climber. Libidinal
energy and kinship function as dark
matter binding these various

Tom Hsu, Red Glows Behind, 2020

clusters. Fallen Tree is humorous or
allegorical in relationship to Tree
Climber and Shrimp Fingers evokes
fingers in mouths, or the sensually
stretching of what lays between Legs
Crossing.
In the spirit of double entendre, the
word loop could also refer to the
photographer’s loupe, the small
magnifier that Hsu most likely uses
in his analogue approach and this
evokes an image of close inspection,
of the pupil held close to image. I
cannot help but think of the
“Fruit Machine” devised by the
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Canadian government to measure
the diametre of the pupils for
supposed erotic response, as a way
to weed out gay people from civil
service. This takes me back to Hsu’s
proposition made by his title, and
the playful freedom felt in his work,
as a force challenging and
circumnavigating those that seek to
label our natural and beautiful
desires as anything but that.

Stranger Than
Queer

long insisted that queerness is
embedded in genes: that some
people are born a certain way, and
that’s that. But a recent major
genomic study has revealed the
implausibility of pinning sexuality to
genetics. Queerness is neither
entirely biological nor necessarily
confined to a small minority.
Queerness is simply inevitable. It
will flourish when condoned, and
resist when suppressed. It is part of
being human — humans being but
one of many hundreds of species
that engage in homosexuality.

GUEST ESSAY

by Justin Ramsey

To risk a tautology: being queer is a
strange experience.
Not because being queer is, in itself,
strange. There is nothing aberrant
about non-heteronormative desire
or expression. For most of human
history, such roles and relations
have been accepted, even celebrated,
as normal. From ancient Greece to
feudal Japan, to 19th-century
America and England, the
occurrence of queer existence is as
widespread and enduring as
civilization itself.
To dispel the social stigma
surrounding non-straight sexual
identities, LGBTQ+ advocates have

Christopher Lacroix, We do not know when we started,
we will not know when we will end (2019),

No, being queer isn’t strange.
What’s strange is having to justify or
apologize for it.
It is this exact strangeness that sits
at the crux of Christopher Lacroix’s
video and photographic series We do
not know where we started, we do not
know when we will end. Lacroix’s
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Christopher Lacroix, We do not know when we started, we will not know when we will end (2019), video stills

work is an exercise in making
meaning out of incoherence; an
attempt to declare dignity despite
irrational prejudice and pervasive
myth. Tired of seesawing between
apology and justification — between
“I’M SORRY” and “YOU’RE
WELCOME” — Lacroix enacts
rejection by crushing these words, in
the form of balloon letters, against
his body. Sometimes he fails; when
he succeeds, the blowback looks
painful.
The video is humorous, but also
uncomfortable. There is something
too familiar about Lacroix’s struggle
— the outsized effort and simple,
anticlimactic outcome. Watching it
is bittersweet. This is a work I hope
to return to one day, years from
now, and watch again with
bemusement: “Remember when
being queer used to hurt?”

Private
Routines
GUEST ESSAY

by Allyson Mitchell

I know my most significant
relationship through the intimate
private routines that my partner and
I live out, in the day-to-day, some
that may even go unnoticed until we
document them.
No matter the method, once the
moments and actions are held
through a photograph, they stand
out as glimmers of potential as well
as archive. They make our life real.
Making tea, folding the laundry,
putting away groceries, scooping out
the cat box. These are the moments
of our daily lives that, over a period
of time, “make” our lesbian
relationship intimate and known.
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Wynne Neilly and Kyle Lasky, Our Favourite Spot, 2018

Getting dressed, lying in bed,
lighting a cigarette, and hugging —
these are some similarly intimate
queer life captures in the series,
Have / Hold, by Wynne Neilly and
Kyle Lasky. The project documents a
queer trans* romantic friendship
between the two and offers a
glimpse of some of the moments
that make their connection visible.
Individually, the images may not do
this; it is through the collection and
installation that the queer intimacy
can be read. The photographs are

embedded in each other on the wall
for viewing. This mode of queer
representation stands on the
shoulders of others who have
worked in this way including Jim
Verburg, Sunil Gupta, Rhys Ernst
and Zachary Drucker, Tammy Rae
Carland, Laura Aguilar and A.L.
Steiner.
Following this path, Neilly and Lasky
collage the images together, adding
the dimension, meaning and scale
that move the work beyond the
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individual and private. A blown-up
photobooth image, depicting their
beautiful, goofy, full-faced grins,
holds up the images layered on top
and brings fragments of a story of a
friendship. It’s the kiss. It’s the
flirtatious eye contact over a lit
cigarette. It’s the hot tub and the
shower scene and the morning in
bed that bring another layer of
closeness that defies what we think
we know.

biases — converge on how we relate
to colour, which can, in some
circumstances, induce physiological
reactions. With her series colour and
feel (2020-), the photographer
Isabel Okoro asks these questions of
the viewer’s psyche: how, and to
what extent, might colour affect the
response to these monochromatic
portraits, which capture quiet
moments in the artist’s imagined
black utopia?

As I document my own relationship
and move towards an uncertain
future, these recordings hold great
significance. It seems so much more
important than it ever did, to
document a life and the ways we are
connected.

These images, quoted from a larger
diaristic project, take inspiration
from Carrie Mae Weems’s Colored
People (1989-90). This series of
portraits of black children —
captured at the age when race begins
to disrupt innocence — referenced
the multitudinous “shades of
blackness” and reflected on those
social hierarchies built solely on
colour and its corresponding
privileges. Where Weems asks what
colour means, Okoro is interested in
what colour does. The psychological
question she poses is reciprocal: how
might the viewer’s present mood
determine how they match a colour
with an emotion, and how might
that colour then, in turn, modify the
viewer’s mood?

In Living
Colour
GUEST ESSAY

by Connor Garel

An encounter with the colour red
isn’t the same for a person who is
angry as it is for one freshly in love,
although it’s ostensibly the same red
both people are seeing. To the jazz
musician, blue could easily recall
melancholy where someone less
sentimental might see calm, or
balance. All our characteristics —
our cultures, our histories, our latent

Okoro’s subjects, caught in states of
tenderness and introspection, are all
young black people in late
adolescence or early adulthood,
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Isabel Okoro, colour and feel 1, 2020

around the photographer’s own age.
If a sense of ease or innocence or
possibility permeates them, it’s
because they belong to a remote
society of the artist’s making:
Eternity, a black utopic space free of
violence and oppression, populated
by Okoro’s friends and family, each
of whom she “immortalizes” by
photographing them. The
photograph becomes not an act of

possession, but a gesture of love.
The subject is not captured, but
freed.
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If Not This,
Then What?
GUEST ESSAY

by Dunja Kovačević

The title Something Like Jangoan is
Michelle Panting’s best attempt to
capture an expression in
Plattdeutsch, meaning “one who is
against others,” that her mother
once used to describe her.

Michelle Panting, Don't , 2018

Expressions like this one, from a
fading family tongue, signal
difference early, before other words
take shape in mouths and
imaginations. In its ambiguity, it

manages to evoke the multiplicity of
the word that would follow: queer. At
the intersection of both identifiers is
a tension between an oppositional
force (one against) and an intimate
longing (against an/other).
The triptych, “I want,” “Don’t,” and
“Dual,” wrestles with this
generative and open-ended tension,
locating it within and throughout
the body, in gestures that can only
be described as queer. Here, the body
runs up against barriers, including
its own doubled image, physical
discomfort, and outstretched
extremities. The images invite then
startle, their allure is found in
abjection.
Here, queerness is a lens and a
sensibility, directed as much against
oppressive structures that exclude so
many as towards a future not-yethere that might invite through
contradiction. To be against what is
already exclusive is then not a
negation, but an opening, asking: if
not this, then what? The question is
probing, like a camera lens or
human touch itself and driven by the
same longing. It grows: and when
will it arrive?
It is reaching, hopeful, forming at
the horizon, just beyond the frame.
Then it is there, glimmering in the
reflected sunset in her eyes.
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Brianna Roye, TJ 2, 2019

A Caribbean
Constellation
GUEST ESSAY

by Roya DelSol

There’s a quietness and grace
afforded to its subjects that is
immediately striking when stepping
back to experience Out of Many, One
People, Brianna Roye’s portraiture
series documenting LGBTQ+ people
of Caribbean descent.
Roye’s photographs throughout this
series present her subjects
vulnerably, and tender in their

Brianna Roye, TJ 1, 2019

stance. Warm, colourful and often
shot outdoors, many of the images
evoke a sense of continuity across
geographies. Lush greenery and the
bold colours so commonly seen on
the facades of Caribbean houses are
prominently featured. Conversely,
muted tones convey the poignancy
of existing at the margins of a
culture where one’s queerness never
allows them to feel quite at home.
Seeking to disrupt the ways that
queerness has been invisibilized in
Caribbean communities, the series
represents a powerful
recontextualization of the Jamaican
idiom “Out Of Many, One People.”
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The phrase was originally conceived
to highlight the racial diversity of an
island whose history of violent and
forced migration has resulted in a
mosaic of racial identities.
Repurposed in Roye’s portraiture
series, it becomes a question
reframed through the lens of
queerness. Who is rendered visible
throughout the diaspora in a culture
with a discordant dialectic
concerning sexual & gender
expressions?

An expansion of queer, diasporic
geographies, Out Of Many, One People
functions as an intra-communal
conversation, archiving connections
made and stories gathered. Through
this exercise in documentation, lone
stars become a constellation — one
that can hopefully serve as a guide
for continued, intergenerational
explorations of what it means to be
queer and Caribbean.

Shot on medium format, Roye
describes the process of shooting the
series as slow and intentional,
stating that “queerness has
informed the way I photograph
people.” Depicting subjects with the
care so commonly found and
nurtured in queer spaces (often out
of necessity), Roye likens the
process to an embrace.
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BIOGRAPHIES
Dutifully using photographic
grandeur, Nicholas Aiden conjures
the faceless romance of sensuality to
entangle the visual modelling of
persona with tender queer intimacy.
Originally from St. John’s NL, they
hold a BFA in Photography from
OCAD University. Their work has
been exhibited across Canada in
galleries such as The Rooms
Provincial Art Gallery, the
Confederation Centre Art Gallery,
and the Art Gallery of Hamilton.
Their work has graced publications
produced by the San Francisco
MOMA, the Madeleine Co., and
Mireille Eagan. In 2019, they were
longlisted for the Scotiabank New
Generation Photography Award. In
aid of their practice, they have
graciously received support from
ArtsNL.
Lacie Burning is a Kanien’kehá:ka
and Onöñda’gega (Mohawk &
Onondaga) multidisciplinary artist
and curator from the Six Nations of
the Grand River Reserve, who is
currently working out of Vancouver,
British Columbia which is situated
on Unceded Coast Salish territory.
Their work focuses on politics of
Indigeneity and identity from a
Haudenosaunee perspective through
photography, performance

and sculpture. They hold a BFA from
Emily Carr University of Art + Design
with a focus on photography and
Indigenous art. In 2019, they won
the Renee Van Halm + Pietro Widmer
Graduation Award for Visual Arts,
and most recently, they were first
runner-up for the 2020 Philip B.
Lind Prize and longlisted for the
2020 New Generation Photography
Award.
Michèle Pearson Clarke is a
Trinidad-born artist, writer and
educator whose work situates grief
as a site of possibility for social
engagement and political
connection. Clarke has exhibited
both nationally and internationally,
including in Chicago, Lagos, Los
Angeles and Montréal, and she has
forthcoming solo exhibitions at
Mercer Union, Toronto and the Art
Gallery of Hamilton. Based in
Toronto, Clarke holds an MSW from
the University of Toronto, and in
2015 she received her MFA in
Documentary Media Studies from
Ryerson University. She is currently
the inaugural 2020-2021 artist-inresidence at the University of
Toronto’s Bonham Centre for Sexual
Diversity Studies, and the Photo
Laureate for the City of Toronto
(2019-2022).
Jon Davies is a Montreal-born
curator, writer, and PhD Candidate
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in Art History at Stanford University.
Between 2008–12, his curated
retrospective People Like Us: The
Gossip of Colin Campbell toured
across Canada. In 2011–12, he
curated the queer group exhibition
Coming After while working as
Assistant Curator at The Power Plant
Contemporary Art Gallery, Toronto.
His book Trash: A Queer Film Classic
about the Paul Morrissey film was
published in 2009. His edited
anthology More Voice-Over: Colin
Campbell Writings will be published
by Concordia University Press in
2021.
Roya DelSol (she/her) is a Black
media artist & cultural worker
currently living in
T’karonto/Toronto. As a
photographer, she has worked on
projects for NXNE, Spotify, Adidas
and Maggie’s: Toronto Sex Workers
Action Project, with work published
in outlets such as FLARE, Lez Spread
the Word, West End Phoenix and
NOW! Toronto. Creating motion
work ranging from experimental
video art pieces to music videos, her
video content has been featured in
online outlets such as The Globe &
Mail. She is currently in preproduction for her first VR project,
which is scheduled for completion in
late 2021.

Over more than two decades,
Geoffrey Farmer (b. 1967,
Vancouver; lives/works: Kauai,
Hawaii) has developed a complex
body of work that incorporates
drawing, collage, sculpture, film,
video, performance, and writing. A
1992 graduate of Emily Carr
University of Art + Design, he
represented Canada at the 57th
Venice Biennale in 2017. He has
presented solo exhibitions at
Schinkel Pavillon, Berlin (2017); The
Institute of Contemporary
Art/Boston (2016); Vancouver Art
Gallery (2015); Art Gallery of Ontario
(2014); Pérez Art Museum, Miami,
and Kunstverein in Hamburg (2014);
Migros Museum für
Gegenwartskunst, Zurich and
Nottingham Contemporary (2013);
The Curve Gallery, Barbican, London
(2013); REDCAT, Los Angeles (2011);
Witte de With Center for
Contemporary Art, Rotterdam
Séamus Gallagher is a non-binary
photo and virtual reality artist
currently based in K’jipuktuk
(Halifax, Nova Scotia). They recently
graduated from NSCAD University
with a double major in Photography
and Expanded Media (BFA 2019).
Their work has shown in
festivals/exhibitions across Canada,
as well as in Germany, England,
Switzerland and Los Angeles. They
are the recipient of the 2017 AGO |
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AIMIA Photography Scholarship, the
2018 NSCAD Student Awards, and
the 2019 BMO 1st Art! Awards. They
were also recently longlisted for the
2019 and 2021 Scotiabank New
Generation Photography Awards.
Connor Garel is an arts and culture
writer and editor from Toronto. His
writing on arts and culture has
appeared in BuzzFeed, VICE,
Canadian Art, Vanity Fair, and
FASHION Magazine, among other
places. Previously, Connor was an
associate editor at HuffPost Canada,
and he is the current Cannonbury
Editorial Fellow at The Walrus
Magazine. You can find him on
Twitter at @nopecon.
Tom Hsu is a visual artist whose
work seeks to investigate the curious
condition of spaces, and their
correlation to the bodies that attend
them. He comes from a base in
analogue photography, and this
stability allows him to extend into
made, found, and choreographic
sculpture, all of which deal with the
everyday mundane. He currently
lives and works in Vancouver and
holds a BFA in Photography from
Emily Carr University of Art +
Design. He undertook a residency at
Burrard Arts Foundation in Spring
2018 and has exhibited at Macaulay
& Co. Fine Art, Centre A, Yactac
Gallery, Unit/Pitt, and Index Gallery.

Dunja Kovačević is a writer, editor,
and community worker situated in
Winnipeg on Treaty 1 territory. A
queer femme and immigrant settler
born in the Former Yugoslavia, her
work circles questions of belonging,
disorientation, and archival bodies.
She holds an MA in Cultural Studies
from the University of Winnipeg and
is currently working towards an MA
in Family and Marriage Therapy. Her
work appears sporadically in
publications and exhibitions, such as
jeunesse: young people, texts,
cultures; Border Crossings and
Martha Street Journal.
Christopher Lacroix is an artist of
Scottish, French, and Irish settler
ancestry. His ancestors participated
in the colonial project as farmers,
arriving to this stolen land between
the early 1700s and early 1800s. In
the hundreds of years since their
arrival, Lacroix has lost all
emotional connection to his
ancestral homelands in Europe,
leading to the false naturalization
that he “belongs” in the land
occupied by Canada. He lives and
works in Vancouver which is located
on the unceded territories of the
xʷməθkʷəy̓əm (Musqueam),
Sḵwx̱wú7mesh (Squamish), and
Səl̓ílwətaʔ (Tsleil-Waututh) nations.
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Kyle Lasky is a visual artist living in
the woods of Upstate New York.
Their photographic work centers
around trans* and lesbian/postlesbian identities in a mission to
contribute to a living archive of the
queer experience. Kyle’s work has
been exhibited across the United
States and Canada, including at the
Annenburg Center for Photography
(Los Angeles, CA), Art Gallery of
Burlington (Burlington, ON), and
Gallery 44 (Toronto, ON). In addition
to their artistic practice, Kyle serves
on the board of Allies in Arts, a nonprofit supporting artists who are
women, BIPOC, and LGBTQQIA2S+.
In 2020, Kyle cofounded
@transanta, a viral social media
campaign that facilitated over
$500,000 in holiday gifts for trans
youth in need. Kyle has three cats.
Allyson Mitchell’s individual and
collaborative art practice uses
sculpture, performance, installation
and film to explore feminist and
queer ideas. These articulations have
resulted in a coven of lesbian
feminist Sasquatch monsters and a
room-sized Vagina Dentata.
Recently, Mitchell and collaborator
Deirdre Logue presented Killjoy’s
Kastle: A Lesbian Feminist Haunted
House (Toronto, London, Los
Angeles and Philadelphia).
Mitchelland Logue also directed the
F.A.G Feminist Art Gallery in

Toronto and satellite spaces from
2010-2020. Currently, they are
developing a permaculture queer
artist residency in rural Ontario
called An Other Way. Mitchell is an
Associate Professor in the School of
Gender, Sexuality and Women’s
Studies at York University.
Jas M. Morgan is a Toronto-based
Cree-Métis-Saulteaux SSHRC
doctoral scholarship recipient, a
McGill University Art History Ph.D.
candidate, and an assistant
professor in Ryerson University’s
Department of English. They
previously held the position of
Editor-at-Large for Canadian Art
and served as the Arts and Literary
Summit programmer for MagNet
2019. Morgan’s first book nîtisânak
(Metonymy Press, 2018) won the
prestigious 2019 Dayne Ogilive Prize
and a 2019 Quebec Writer’s
Federation first book prize, and has
been nominated for a Lambda
Literary Award and an Indigenous
Voices Literary Award. Morgan is the
co-founder of gijiit: a curatorial
collective that focuses on
community-engaged Indigenous art
curations, gatherings, and research
dealing with themes of gender, sex,
and sexuality.
Wynne Neilly is a Canadian, queer
and trans identified, visual artist and
award-winning photographer who is
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currently working out of Hamilton,
ON. His artistic practice, most often,
is an investigation into engaging
with the queer and trans identity,
both on an individual level and
relationally within the community.
Since completing a BFA in 2012,
Wynne has continued to focus his
practice on investigating and
observing the vastness that lies
within the individual identity and
the outdated ideals of intimacy
through portraiture and selfportraiture. Over the years, several
of his works have been included in
exhibitions at The Canadian Lesbian
& Gay Archives; Gallery TPW; Joseph
Gross Gallery (Tucson); The Art
Gallery of Burlington; International
Center of Photography (New York);
Wignall Museum of Contemporary
Art (Los Angeles); The Annenberg
Space for Photography (Los
Angeles); and Sørlandet Art Museum
(Norway).
Isabel Okoro is a photographer and
budding director currently living,
working and schooling in Toronto
ON. Isabel developed an interest in
photography at the age of 12 while
attending a boarding school in
Lagos, but it wasn’t until she moved
to Toronto in 2016 and received her
first camera that she began to
develop her artistic practice. Isabel is
currently in her senior year at the
University of Toronto, completing a

double major in Neuroscience and
Psychology. Isabel’s work largely
focuses on the Black youth
experience and exploring the
interactions between the
motherland and the diaspora. She is
interested in how photography and
film can be pushed to tell stories that
we need to see but haven’t been
awarded the opportunity to create. A
self-proclaimed dreamer, Isabel’s
work is a combination of thoughts
that acknowledge the past, confront
the present and imagine a future.
Michelle Panting is a lens-based
artist living in Winnipeg, Manitoba
on Treaty 1 Lands. Rooted in
photography, Michelle’s practice
extends the medium to material
explorations of installation and
sculpture, and troubles themes
ofmemory, identity, and perception.
Michelle graduated from the
University of Winnipeg with a
Bachelor of Arts and Education in
2010, and while working as a
teacher, she ran the culture blog
FULL from 2013–2018. She left
public education after seven years to
explore her identity as a queer artist.
Michelle’s arts practice is tethered to
her queerness, pursuing the
question, “How might queerness aid
in developing a politic for a more
just society and healthier planet?” A
2018 graduate of the Cartae Open
School program at aceartinc.,

| 23

Michelle has exhibited in Canadian
galleries and businesses.
Justin Ramsey is a curator living and
working on unceded territories of
the Sḵwx̱wú7mesh, xʷməθkʷəy̓ əm,
and səl̓ilwətaɁɬ Nations. As a queer
nonbinary person of mixed-race
Black heritage, his interests include
identity formation and performance,
gender-queerness, and issues of
visibility and exclusion within the
visual arts. Ramsey is Assistant
Curator at The Polygon Gallery, and
holds a Masters of Arts in
Comparative Media Arts (2015) from
Simon Fraser University. His current
projects include an international
group exhibition of artists working
primarily through self-portraiture,
examining how costume, make-up,
and masquerade reveal rather than
conceal identity.
Brianna Roye is a film photographer
specializing in portraiture. A
graduate of Humber’s photography
program, she has accumulated six
years of experience during which she
has extended her lens to Adidas, had
her work featured in publications
like Macleans and FLARE, and shot
festivals inclusive of ManifesTO and
Afropunk. Inspired by her Jamaican
roots, she uses her ongoing project,

“Out of Many, One People,” to
chronicle portraits of queer, AfroCaribbean people. Using intention as
a guiding principle, she strives
towards a level of organicness in her
imagery. “I try to take photos of
people as they are. I like to capture
people’s beauty and essence in as
much of an honest way as I can,” she
says. Hailing from Toronto’s west
end, Roye is passionate about using
her talent to tell stories and
document underrepresented
communities.
Ricky Varghese is an art writer and
psychotherapist based in Toronto.
His writings have appeared in
Canadian Art, C Magazine, Modern
Horizons, Art Asia Pacific and esse
arts + opinions, and he is an
associate editor for Drain: A Journal
of Contemporary Art and Culture. He
holds a PhD in Sociology of
Education from the Ontario Institute
for Studies in Education at the
University of Toronto, and he is the
current Tanis Doe Post-Doctoral
Fellow in Gender, Disability, and
Social Justice at Ryerson University
(2020-2022). He is also currently
completing his training to become a
psychoanalyst at the Toronto
Institute of Psychoanalysis.
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These essays accompany We Buy Gold, a group exhibition at Gallery TPW
presented in partnership with the Mark S. Bonham Centre for Sexual
Diversity Studies and the 2021 Scotiabank CONTACT Photography Festival.
We Buy Gold was developed by artist and curator Michèle Pearson Clarke
through the Artist-in-Residence program at the Bonham Centre.
For more information, please visit: https://webuygold.art/

COVER IMAGE: Tom Hsu, Two Bananas, 2018
GUEST ESSAYS IMAGE: Isabel Okoro, colour and feel 4, 2020
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