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MARNIE TEMPLE

[ am a multidisciplinary artist who works primarily with textiles. I am
biracial of African and European descent. My current research primarily
focuses on the Transatlantic Slave Trade and how it intertwines with my
lived experiences. The Middle Passage —the journey taken by 12.5 mil-
lion Africans who were forcibly transported across the Atlantic Ocean
to the Americas—is traced throughout many of my installations.

I also have a creative letter writing practice that I use to connect to

the paternal side of my family and ancestors. This engages me with

an examination of enslaved life. The process culminates in large-scale
drawing installations that mostly use textiles to interpret a history that
is new to me. I have arrived at a time where I see a different world - and
specifically what it means to be living in the Black Diaspora.

Being the firstborn of a teenage mom, who was given no choice to raise
me, led to my adoption. With adoration, I acknowledge and honour my
first mother of European descent, who endured extraordinary circum-
stances that led to my birth. I recognize and accept my biological father
who is of African descent and a descendant of the Transatlantic Slave
Trade. As a biracial woman, adopted and raised in a white family, it is
vital to explain my genealogy because it has been a process of discovery
that informs my work deeply and is ever-unfolding.

Marnie Temple is a multidisciplinary artist based on the traditional and unceded territory of the Ktunaxa Nation, a.k.a. Cres-
ton, B.C. Her practice draws from lived experiences and engages the viewer in a process of self-exploration with otherness
and attitudes around racism. Temple constantly looks at ways to interrupt current thinking and investigate the intercon-
nected ways we harm each other or leave each other behind. Temple received a B.F.A. from the University of Calgary and is a
recent M.F.A. graduate of Emily Carr University. Her artistic practice is at times shared with her responsibility as a Director

at the Empire of Dirt Residency.
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CAROL WALLACE

Silk organza sewn into translucent cobbles suggests multiple iterations
of matter. In looking at stone one sees the past, the present, and the
future. Stone tells a story of a time that is not ours; like the 200 million
year old volcanic island that is now folded into a mountain belt just west
of Kaslo, or the fifty million year old fault, a conduit for hot mineral-rich
fluids which cooled into silver that lured settlers to the area. The rocks
that surround us today are in the process of becoming other rocks, well
beyond our time here; eroded, transported, buried, solidified, melted,
and folded over and over again.

I think about where the minerals that occupy and sustain my own body
come from. [ purchase food grown in soil from Mexico in the winter
and the Slocan Valley in the summer. The geography and geology in
my blood, bone, and tissue extends far beyond our local mountains,
connecting me to other places.

Connection to place through stone is at the core of my art practice. The
sewn “cobbles” in the LOOT exhibition are translucent, light, and frag-
ile. Stitched veins, dykes, and fractures cross-cut topography and folds
of fabric. These stones must be handled with care. The viewer is invited
to see beyond the opaque, heavy, and dense rocks they are familiar with
and reflect on the porosity, persistence, and possibilities in stone.

Carol Wallace is a visual artist of Scottish ancestry, privileged to be living and working on the tum xula7xw/traditional territory of
the snGayckstx/Sinixt, otherwise known as Nelson, B.C. Her art practice includes drawing, painting, textile and sculptural installation
informed by Earth’s ongoing processes, unimaginable timescales, and the agency of stone. Carol holds a degree in Geology from
the University of Calgary (1992) and worked as a geologist for twenty years locally, and in the Yukon Territory and Ellesmere Island.
Since 2014, Carol has focused exclusively on her art practice and has been active in arts culture in her community, including six
years as a board member with Oxygen Art Centre. She has received financial support from the Canada Council for the Arts and

Columbia Kootenay Cultural Alliance.

Seeing Through Stone
Silk organza, thread, 2025
307x 30"x 10”
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WEATHERING TOGETHER
ASTRIDA NEIMANIS & JENNIFER MAE HAMILTON

Adapted from How to Weather Together: Feminist Practice for Climate Change, Bloomsbury, 2026

If it feels safe for you to do so, close your eyes.

Take a deep breath in and out.

To whatever extent it feels possible, start to pay attention to your body.

Feel yourself grounded and in your body.

Notice what part of your body is in contact with the chair, the ground, or floor.
Feel yourself supported by this connection.

You are supported by the ground and the planet beneath you.

Now notice the weather. What is the weather in this room?

Where is the weather? Can you sense it on your body? How and where is it touching you? (Is it in your hair?
Is it in your hands? Is it in your gut? Your feet?)

Notice as the weather swirls and rests, pulses and subsides—in, through, and as your body.
What does it feel like? (Is the weather hot? Is it cold? Is it moving? Is it dry? Is it damp?)
Notice the weather on, and in, your body.

How is this weather you?

Return to where you are grounded in your body (perhaps in your back if you are lying down, or your sit bone if you are cross-legged, or in a chair.
Maybe it is in your feet).

Feel the weight of the weather. And as you feel this, perhaps you can start to feel yourself begin to fall deeper into that ground- through the floor-
boards of this built structure, through the foundation, and into the earth it rests on.

Remembering to breathe in, and out, as your breath allows you to drop more deeply into the ground.

You are falling into the dirt, other decaying matter, oxygen, nitrogen. Old leaves, and plants, insects and worms. You are falling into and past the
traces of Snayckstx, Syilx and Ktunaxa lifeways, buried deep and also still here. Can you feel yourself falling deeper, feeling the cold, but also the
warmth of the spirit of nupika wu'u? What is the weather here? How is the weather in and around you here?

Can you sink even deeper?

Can you sink into the complex tectonic and magmatic history of this place’s deep time? Through lead-zinc carbonate-hosted deposits, past fingery
veins and sparkling traces of copper, silver, gold? Can you find your way deeper still, into the tumultuous movement, tremendous heat, and massive
pressure of the slow-motion collision that formed what we now know as the Omineca Belt? Can you sink into time immemorial, back to when this
place was ocean?

Breathing deeper. Moving deeper. What is the weather? How is the weather of your body connected to this deep time weather of all the time and all
the weather that has ever been?

Breathe in. Breathe out. Breathe in the weather of this Land, older than time itself.
How is this weather also you?

When you are ready, slowly open your eyes.

sk
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In a time of climate change, weathering means recognizing our own
bodily vulnerabilities and working towards more equitable shelter for
bodies, human and not. Weathering is feeling the weather change us—
on and in our bodies—and noticing how we are changed differently
depending on who we are, where we are, and what we have been asked
to endure. Weathering is making it through, together. Weathering also
means we, too, are weather-makers: we weather other bodies through
the atmospheres we create.

Weathering as feminist practice for climate change is a life practice,
and a commitment to a life of certain practices. We offer exercises like
the one above (adapted from our script on “Cosmic Weathering”) as a
way of building ephemeral, community-scaled infrastructures that we
believe can help us both notice the weather, and the different ways it
weathers all of us. Weathering together means seeking a different and
better distribution of both shelter and vulnerability in these troubling
times. These exercises are often quaint and playful, but taken further,
weathering promises serious, large-scale, long-term change: a total
revolution by bodies and slowness.

By weathering in this expansive way, we aim to sense which agencies
need to be revered and which ones need to be resisted. From this place
we can sense the heat and sense the cool, and ask what it does, while
refusing the way powerful regimes try to mimic the weather, protect their
interests, and oppress us in the name of nature. Some weather is nothing
if not change beyond our control. Some weather is the effects of fascism.
Agencies that seek to control change may say they have our best interests
at heart because they care for our losses, while they might just be mone-
tizing the chaos.

But some weather comprises community, beauty, and joy, as well.
Weathering also means redistributing pleasure as a specific kind of
shelter. In particular, we want a redistribution of ‘the pleasure of those
most impacted by oppression’, but we don’t want disposable luxury. As
adrienne maree brown clarifies for us in Pleasure Activism, ‘moderation
is key’.! We need to ‘learn how to sense when something is good for you,
to be able to feel what enough is’. If the weather were perfect all the
time, we'd get bored. And anyway, too much heat causes heat stroke,
and too much cold shuts down our vital systems.

Sitting in this room, with people and feelings and words and weather
and histories that are new to many of us (at least on a cosmic scale), on
lands and waters that will nurse us all if we let them, under a sky that
can shelter us all if we let it, on a wildly spinning planet that will outlast
us all, breathing in, sinking down, breathing out, floating up... we are all
simultaneously big and powerful and small and insignificant. We pursue
the pleasure of this paradox. Of breath entering and exiting. Of bodies
sharing.

Of weather, of weathering, always.

'brown, adrienne maree. Pleasure Activism: The Politics of Feeling Good.
AK Press, 2019.

Astrida Neimanis is Canada Research Chair in Feminist Environmental Human-
ities and Associate Professor at U.B.C. Okanagan, on the unceded lands of the
syilx people. As a practice-led, feminist theorist, Astrida writes about water,
weather, and bodies, often in collaboration with artists, scientists, writers, and
other community members. They are the author of Bodies of Water: Posthuman
Feminist Phenomenology (2017), and co-author (with Jennifer Mae Hamilton) of
How to Weather Together: Feminist Practice for Climate Change (2026). Astrida is
also Director of The FEELed Lab—a feminist environmental humanities creative
research lab in Kelowna, B.C.
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