Tectonics
bringing together artistic practices
united by lithic thinking
beyond human scales

Tectonics
Tectonics: bringing together artistic practices united by lithic
thinking beyond human scales

A variety of artists today are working with geoaesthetics and/or
long-term scales of thinking that relate to geological processes or
geological timescales. Volcanism, earthquakes, weathering and/or the
stages of change in plate tectonic processes are dealt with directly,
or as analogical and metaphorical terrains for wider issues. The
artists recognise the large-scale processes that may go backwards or
forwards in time at scales that are more-than-human. Tectonic thinking
looks at social, ecological, political, and human issues through the
lens of ‘deep time’, particularly recognising forces causing change
at different scales: from the local and structural to the significant or
considerable. It reverses the polarity of human-centred reasoning.
Diverse approaches and media are included in the online exhibition.
Some creative works explore exchanges of energies or radiation;
others work with geo-materiality. Responses include speculations,
performance, video, sculpture and site specific works.

First published in 2021
Lethologica Press
PO Box 747
Fremantle WA 6959
www.lethologicapress.org
Editor: Perdita Phillips
Catalogue Design: Perdita Phillips
Participating artists: Erich Berger, Ecological Gyre Theory (Chantelle Mitchell and
Jaxon Waterhouse), Ilana Halperin, Lee Harrop, Rob Kettels, Linda Knight and Alys
Longley, Kelly Leonard, Christine Lorenz, Annette Nykiel, Perdita Phillips, Nien
Schwarz, Elizabeth Shores.
Curator: Perdita Phillips
Web: lethologicapress.org/tectonic
Artwork, biographies and statements copyright © individual artists/authors.
Photography copyright © artists unless otherwise noted.
This book is copyright. Apart from any fair dealing for the purposes for private study,
research, criticism or review, as permitted under the Copyright Act, no part may be
reproduced without written permission from the publisher.
Tectonics: bringing together artistic practices united by lithic thinking beyond
human scales was an online exhibition featured as part of the Ngā tohu o te
huarere: Conversations beyond human scales, 23-26 November 2021
Te Whanganui-a-Tara/Wellington
Typeset in GT America
Front cover design/images: Christine Lorenz
Title page: En echelon section of the Meckering Fault from Gordon and Lewis (1980)
Back cover: Erich Berger Kovela-REE, field work documentation (2020). Photo: Till Bovermann
ISBN 978-0-6488852-1-4
We acknowledge the Whadjuk people of the Nyoongar Nation as the original
inhabitants and traditional owners of the land in and around Walyalup/Fremantle.
This land was never ceded and remains stolen.
Always was, always will be, Aboriginal land.
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The majority of participating artists were present in a
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huarere: Conversations beyond human scales, the 8th
ASLEC-ANZ Conference Aotearoa 23-26 November
2021 Te Whanganui-a-Tara

Spectral Landscapes - Kovela-REE, gamma
radiation intensity mapping

Kovela-REE, gamma radiation intensity mapping by Erich Berger
(2020) is the first in a series of works under the umbrella Spectral
Landscapes. Kovela in Finland is one of several field sites, in Berger’s
project, which show naturally occurring radioactive mineralisation
close to the surface. The emitted radiation produces a landscape
and colours which are invisible to human senses. In Berger’s own
words:
When I enter Kovela and close my eyes I imagine a bizarre
topography not ever seen by any human, rising from the
beautiful landscape. Unreal shapes, large but soft bodies of
gamma radiation are protruding from the smoothly shaped hillrocks and fade into the sky beyond the forest canopy, where
they merge with the continuous rain of background radiation
and particle showers in the earth atmosphere. The shapes
follow the features of the stone, and are rooted within shallow
puddles of beta and alpha particles, all products of the ever
ongoing radioactive decay in the bedrock.

Erich Berger is an artist, curator and cultural worker based in Helsinki.
His artistic work and research concentrate on hybrid ecologies,
deep time as well as biological and ecological processes which led
him to work with radiogenic phenomena and their socio-political
implications in the here and now. He moves between visual arts
and science in an area which he also investigates and develops as
director of the Bioart Society in Helsinki.

Erich Berger

randomseed.org

Facing page: Erich Berger, Kovela-REE, gamma radiation intensity mapping (2020),
digital print on Hahnemühle Photo Rag® Ultra Smooth on Dibond, 300 x 160 cm

As Above, So Below: mirrored earthly movements
between surface and depth

Chantelle Mitchell is a writer, researcher and arts worker living
in Naarm. She wants to learn how to move with the Earth. Jaxon
Waterhouse reads and writes on Ngarluma Country. He wants to know
why the Earth keeps moving out from under him.

Ecological Gyre Theory

Retroactivating the database is a video work emerging from
ongoing engagements with differing scales of the geologic, looking
in turn at landslides, landslips, citizen science and Fleetwood Mac.
Attuning to our cosmic origins, we see this original movement of
matter reverberate through time and through us, affecting and
becoming affective, shaping our present and future engagements
with the lithic. This work draws from our interventions into NASA’s
Landslide Viewer and Database, seeking to expand its limited
historical scope, and find footing amidst destabilisation.

Above: Chantelle Mitchell and Jaxon Waterhouse, retroactivating the database (2021), installation at Spectrum Project Space, Edith Cowan University, Australia.
Facing page: Chantelle Mitchell and Jaxon Waterhouse, retroactivating the database (2021), video still.

We trouble the sonorous movements of tectonic plates amidst
depth and against the contemporary jittering of topsoil
through landslides. We trace, between the accelerated slip of
the landslide and the extended temporal frame of continental
drift, movement which unsettles surety; a material union in
which the stable and grounded is revealed to move in ways
beyond our control.

We seek to engage with geologic movement as agentic,
tracing surface/depth relationships through frames of
catastrophe, force, drift and form. Endorsing understandings
which recognise the lithic as dynamic and active, we consider
temporal distensions across geo-human boundaries, between
the terraforming of continental drift and the terror-forming of
the landslide.
ecologicalgyretheory.com

The Rock Cycle

Over the last few years, I spent days collecting eroded bricks from the
beach in Kilchattan Bay on the Isle of Bute. From around 1844 until 1915
there was an old brick and tile works in the Bay that produced 1,250,000
tiles and half a million bricks every year. The bricks were quite porous,
so production eventually stopped. Numerous remaining bricks were then
thrown into the Firth of Clyde, where for over one hundred years they
tumbled in and out with the tides each day, becoming more like rocks
again. In a nearby bay, there was a tradition of throwing plates into the
water when someone died—from ground, to table, to ocean. These
bricks from Kilchattan Bay call to mind the idea of Domestic Deep Time.
Ilana Halperin was born in New York and is based between Glasgow
and the Isle of Bute. Her work explores the relationship between
geology and daily life. She combines fieldwork in diverse locations—
on volcanoes in Hawaii, caves in France, geothermal springs in Japan
with an active studio-based practice. Her work has featured in solo
exhibitions worldwide including Berliner Medizinhistorisches Museum
der Charité, Artists Space and Mount Stuart. She was Inaugural Artist
Fellow at National Museums Scotland. The Library of Earth Anatomy, a
permanent commission at The Exploratorium in San Francisco opened
2017. Minerals of New York toured to Leeds Arts University and The
Hunterian in 2019. Felt Events, a forthcoming volume on her work
edited by Dr. Catriona McAra will be published by Strange Attractor/
MIT Press in Spring 2022. Ilana shares her birthday with the Eldfell
volcano in Iceland.

Ilana Halperin

There is another rock cycle, one that incorporates our own geologic
processes. I remember that at the same time my mother was diagnosed
with dementia, I met with a geologist in Yosemite. He told me that the
Lyell Glacier will likely be completely gone in five years, about the same
length of time it could take for my mother’s cognition to melt away. I have
been thinking about the act of geological grieving. I wrote down the phrase
BEARING WITNESS and underlined it several times the other day. This is not
a passive act, just as grief is not a point of stasis. I guess with all the current
seismic upheaval of our contemporary moment, geological grief asks us to
consider the relevance of what we do, while simultaneously demanding
that we forge active responses in the face of the incomprehensible. So, in
a discrete geologic action, I picked up bricks from Kilchattan Bay and sent
them to Saint-Nectaire in the Auvergne in France.
There, seven generations ago, the Fontaines Pétrifiantes were founded
to create limestone sculptures through the same process that forms
stalactites in a cave. In a normal limestone cave, it takes one hundred years
for limestone to grow one centimetre, but in these caves it takes only one
year. At the Fontaines objects are left to rapidly encrust in new layers of
stone as part of a unique geo-cultural alliance. To cultivate a new branch
of this hybrid geology, eroded bricks from the Isle of Bute merge with
layers of French rock to create new international conglomerates formed
by hand, sea, carbonate life, and cave – through a process of mineral-rich
accumulation that began 70,000 years ago in a chain of volcanic eruptions.

geologicnotes.wordpress.com

Images: Ilana Halperin, The Rock Cycle (2021), Terracotta bricks and drainage tiles encrusted in a new layer of limestone over 3 months
in the calcifying springs of the Fontaines Pétrifiantes de Saint-Nectaire. Install view at Mount Stuart, Isle of Bute. Photos: Keith Hunter

In Ovid’s Metamorphoses, he recounts “Nothing perishes in this world; but
things merely vary and change their form.” The rock cycle is a geological
concept that describes how rocks change from one type to another through
geologic time. Rocks also evolve from life to stone. We are part of a deep
time calcium carbonate family tree—from molluscs, starfish, coral and
fish, to limestone, marble, our teeth and bones. We are animal and mineral
at the same time.

Above: Lee Harrop, Thousands of corpses (2019), rhythmic limestone, Tindal
Lime-stone (Middle Cambrian ~520–495 Ma), Daly Basin, NT. From drillhole NTGS
86/1;(629.48–636.05m) -14.16247, 131.39842. Sourced from NT core library. From
Still Lives: a beautiful science project. Photo: courtesy the artist.
Right: Lee Harrop, Still Lives (2019), rhythmic limestone, Tindal Limestone (Middle
Cambrian ~520–495 Ma), Daly Basin, NT. From drillhole NTGS 86/1;(622.86–623m)
-14.16247, 131.39842. Sourced from NT core library. From Still Lives: a beautiful
science project. Photo: courtesy the artist.
Lee Harrop, Rock a Little (2017), hand engraved geological ½ core sample (xenolithic
basalt) from the Yilgarn Craton, Western Australia, 28.5 x 5 x 2.5cm x 0.65kg. Photo:
courtesy the artist

Lee Harrop is a PhD candidate at Charles Darwin University. She
has a Master of Fine Arts, First Class Honours, from Whitecliffe
College of Arts and Design, New Zealand. Her recent artworks offer
a representation of mining to be considered alongside wider global
discourse surrounding mining and its environmental impact.

Lee Harrop

Rock a Little

Here I have selected artworks that engage with key social and
philosophical questions about the arts and sciences of mining. More
specifically, artworks that reference mining-induced seismicity. For
example, my sculpture Rock a Little, is created from a geological
core sample that has been cut in half lengthways. Core samples are
cylindrical pieces of rock created during extractive drilling in mining
exploration. The words Rock a Little are hand engraved into the cut
flat surface. Resting upon its curved base, I invite viewers to activate
the work, by pressing the edge. Setting the work in motion causes
it to rock to- and fro- until eventually slowing to a complete stop.
Participating in rocking the work serves to mirror on a micro scale the
human hand in mining that has the potential to cause earthquakes
on a macro scale.

@Lee_Harrop

Below: Rob Kettels, W74 the oldest known terrestrial material on Earth (2020). Photo Rob Kettels.
Facing page: Rob Kettels, A day in the life of a Hadean eon zircon crystal (2020-2021), single channel
time-lapse AV 30mins. Photo Rob Kettels

Rob Kettels is an artist and PhD candidate in Perth, Western Australia.
His art practice involves site-specific field trips into remote and
arid geographies. Rob’s work centres around how the geologic is
imagined and represented–raising further questions concerning
conventionalised geo/social formations and narratives.

Rob Kettels

Geo-imaginaries: A day in the life of a Hadean eon zircon crystal

robertkettels.com
@robkettels

In late 2020, Kettels undertook a durational performance that lasted one
full rotation of the earth (or 24 hours). He stood facing an outcrop of ancient
meta conglomerate rock at Erawondoo Hill, Western Australia. Erawondoo
Hill is the location of the oldest known rocks on Earth. Zircon crystals held
within the meta conglomerate rock can reach the age of 4.4 billion years.
The experience of standing in this profound area produced a multifaceted
engagement with site, sensory experience and temporal scales. Shortly
before the end of the performance, he recorded a 30-minute monologue

about the experience which now forms the audio of a time-lapse video.
Before the performance, Rob thought the work would stand as a critique
on humanism, dismantling the myth of the human subject at the centre of
time. But due to the sheer difficulty of the endeavour, he eventually draw
upon his individual subjectivity, widening the originally imagined dialogue,
enabling personal reflections concerning the hyper-alienated construction
of the human within the geological imaginary.

Right: Linda Knight & Alys Longley, Chaosgraph: scales of infection (2020-2022)
textile, video, movement. Photo Linda Knight.
Facing page: Linda Knight & Alys Longley, Chaosgraph: scales of infection (20202022) textile, video, movement. Photo Linda Knight.

Linda Knight specialises in critical and speculative arts practice.
Linda is also a methodologist, she devised ‘Inefficient Mapping’ as a
methodological protocol for projects informed by ‘post-‘ theories. In
her role as Associate professor at RMIT University, Australia Linda
creates transdisciplinary projects across early childhood, creative
practice, and digital media. Linda is Director of the Mapping Future
Imaginaries research network, an international group of artists,
academics, designers, and industry specialists exploring ideas about
our future lives and the world.
As an interdisciplinary artist, and through methods of choreographic
experimentation, Alys Longley investigates dance as professional
performance, creative expression, community practice and
education. Alys is in the Dance Studies Program at the University of
Auckland, NZ. Formerly a theatre director and creative writer, Alys
explores wellness of young people, healthy societies, creative arts in
education and environmental issues. Alys specialises in practice-led
research, interdisciplinary projects, ethnography, somatic practices,
ecology, and inclusive dance education.

Chaosgraph, Scales of Infection

The project maps scales of infection of COVID-19 through statistical
data. Chaosgraph, Scales of Infection is a cross-border material and
corporeal exchange that interrogates the multiple effects and spread
of a complex virus through the charts and ranking statistics of popular
data. A chaosgraph is purposefully difficult to read and does not distil
information, subverting the easily-digestible intentions and design of the
info-graph.
In Chaosgraph, Scales of Infection a series of acts and gestures perform
the datalogical world during COVID-19. A length of silk is altered. Sewn
onto the fabric are the landmasses defined as countries, that have been
ranked 1-10 in terms of their numbers of COVID cases at a particular
moment. The project offers a mapping of the ways borders between
countries are reinscribed and how we have become isolated and separated
through social and physical shutdowns.
@lk_inefficient_urban_maps
mappingfutureimaginaries.com
alyslongleymoving.com

Linda Knight and Alys Longley

Tr a n s i s t o r

In the time of the Corona Virus, the weaver sat at the loom weaving
recycled Bell Wire. It was used to set the explosives deep underground
in that place where she lived. When she had woven a number of the
ribbons she walked out deep into the desert picking up pebbles of
quartz, inserting them into the pockets formed by the structure of the
weaving. Eagles flew overhead. Laying the ribbons out in a pattern she
connected her headphones to listen. The signals started coming in,
fast pulses of energy, a broadcast to future past. Something shifted
underground, the quake moved seams and so it began.

Right: Kelly Leonard, Circuitry (2021),
handwoven bell wire and quartz,
15cm x 6m.
Facing page upper: Kelly Leonard,
Transistor Woven (2021), handwoven bell
wire and quartz,15cm x 10 m.
Facing page lower: Kelly Leonard,
Wrap (2021), handwoven bell wire and
quartz,15cm x 10 m.
Photos: Kelly Leonard

Kelly Leonard is a Broken Hill NSW based artist living on Wilyakali Land
of the Barkindji Nation. As a teenager, she was taught hand-loom
weaving by a second-generation Bauhaus weaver, Marcella Hempel, in
Wagga Wagga, Wiradjuri Land NSW. Her current practice and research
is centred around bridging hand-woven (floor loom-based) textiles
with conductive technologies to produce sound works. The textiles
use recycled copper wire from the mining industry as a conductive
yarn, to act as a receiver for the inherent energies transmitted from
the environment. In particular, she is exploring the potential interaction
between space, time, objects and experiences. She uses fieldwork as
a primary methodology to interact with the environment and to record
sounds, installations and performances for human and more-thanhuman audiences.
kellyleonardweaving.com

Kelly Leonard

@kellyleonardweaving

Christine Lorenz

Christine Lorenz uses photography to examine the ordinary, overlooked,
disposable, and forgotten. She earned her MFA at the University
of California, Santa Barbara, and BA at Ohio State University. Her
photographs have been seen at photo-eye gallery in Santa Fe, in
Pittsburgh galleries, and elsewhere across the United States and
Europe. Online, her work has been featured by Vice, Photolucida, Rogue
Agent Journal, Magenta Foundation and Humble Arts Foundation. She
lives with her family in Pittsburgh, PA, where she teaches art history,
the history of photography, and art writing at Duquesne University and
Point Park University.
cmlorenz.com
@zatopa

Below, from left: Christine Lorenz, Dissolution 5, Dissolution 2, Dissolution 9, (2021). Digital images, dimensions variable.
Facing page left: Christine Lorenz, Salt 1677 (Terrain) (2020). Digital image, dimensions variable.
Facing page right: Christine Lorenz, Salt 0510 (Cello) (2020). Digital image, dimensions variable.

Images: Ilana Halperin, The Rock Cycle (2021), Terracotta bricks and drainage tiles encrusted in a new layer of limestone over 3 months
in the calcifying springs of the Fontaines Pétrifiantes de Saint-Nectaire. Install view at Mount Stuart, Isle of Bute. Photos: Keith Hunter

We tasted salt before we could name it, and it’s been cycling through our
bodies ever since. Salt is a mineral that’s universally familiar, although
most of the time we’re unlikely to think of it as something from the earth.
The systems of industry and commerce that bring consumable salt to our
daily lives have liberated it from its origins; we can have no idea whether
it was evaporated on islands in the Caribbean or mined from beneath
Lake Erie. In its purified form, it’s both commonplace and essential, and
its familiar ways of dissolving in water and appearing again can make
it feel like it has a life of its own. Leave it alone, and eventually it will
reassemble itself in one form or another. It crystallizes in forms that
reflect the changing circumstances. Over time we’ve found countless
roles for salt in our languages, in poetry, alchemical lore, and everyday
figures of speech. We see our own human qualities in its ebbs and flows,
in states that are always liable to change.

The lithic thinking of plant miners

The floristic region of South Western Australia is a biodiversity
hotspot on some of the most nutrient depleted soils over some
of the oldest rocks in the world. Western Australia is also
in/famous for its exploitation of mineral wealth. Even the plants form
industrial conglomerates to mine, transport and refine minerals. The
phytotarium concept developed by William Verboom and John Pate
(Verboom & Pate 2006), demonstrates that the Eucalypt woodlands
and Proteaceae rich heathland ecologies bioengineer their soils and
geomorphology to their advantage. The plants and their microbial
companions chemically change the soil profiles to form clays and
ferricretes and concentrate metallic elements. This enhances their
survival by monopolising water and nutrients, influencing the nature
of the ecosystem and driving local evolutionary changes.
The trees and shrubs do the heavy lifting and transporting, while
the rhizosphere microbiota process and precipitate out the minerals.
The understory generally benefits from the mining. Everyone is
responsible for the maintenance and upkeep and keeping trespassers
and poachers at bay. Like most miners, they enjoy drinking sessions
on long summer evenings and a great view over a verdant landscape.
Some are keen gardeners with cultivated gardens or monoculture
plantings, others do not get on with their neighbours and will not
tolerate the neighbour’s trees. Most have friends and family to
support and pay taxes for community upkeep.
Artist-researcher, Annette Nykiel PhD, wonders about the
interdependence of ecological systems, including her own, in
heathlands and woodlands. She uses gathered natural materials
and cloth with a history to relate to the materiality of non-urban
spaces while wandering amongst semi-urban and regional areas as a
geoscientist, artsworker and fibre/textile artist.

Annette Nykiel

Above: Annette Nykiel Downhole work in progress (2018-2020), repurposed mineralogical sample bags and finger-plied string with metal, earth and plant
pigments (detail). Photo Annette Nykiel.
Facing page upper: Not just one plant (2021), earth pigment and plant dyed cloth, thread, finger-plied string. Photo Annette Nykiel.
Facing page lower: The Pit (2018), repurposed mineralogical sample bags with metal, earth and plant pigments. Photo Louise Gan.

Verboom, W.H. and Pate, J.S. (2006). Evidence of active biotic influences in pedogenetic processes.
Case studies from semiarid ecosystems of south-west Western Australia. Plant Soil 289, 103–121.
https://doi.org/10.1007/s11104-006-9075-6

annette-nykiel-artist.com

www.perditaphillips.com
@perditaphillips
Below: Perdita Phillips, En échelon gash fractures (filled with Quartz) (2021), ink on
paper, 9 x 18 cm
Facing page: Odd enlarged detail of the Robinson Fault, with barely visible En échelon
fractures (original photo from Gordon, F. R., & Lewis, J. D. (1980). The Meckering and
Calingiri earthquakes October 1968 and March 1970 (Geological Survey of W.A. Bulletin
126).

Perdita Phillips

En échelon: A story about holes

In the ruins of a farmhouse, a lamplight flickers on and off, transmitting
the jitters of the earth. The bed long-abandoned, the nightstand
continues signalling to the cosmos. A ladder points upwards to the
sky. Packets of seismic data arriving in near-real time from the internet
are contrasted with records of the 1968 Meckering Earthquake. Fault
lines brought down houses and erupted, crossing salty creeks. Today,
many ephemeral traces of the earthquake have been eroded but a
low snaking scarp remains. Australia is moving north at a rate of up to
7 cm per year, but this does not appear fast enough to be responding
to the pressures around us. When the ground jerks, en échelon cracks
occur that are like creeping ladders of holes. These cracks can cross
scales: mirrored in rock cracks to fault swarms – all responding to
the same shearing stresses. Reversing the usual models, how does
lithic plasticity and deformation impel human slipping, cracking and
shifting?

Dr Perdita Phillips is an Australian interdisciplinary artist, researcher
and walker living on unceded Whadjuk Noongar land. Working
across installation, environmental projects, walking, sound,
video, publishing and object making, she is committed to
a re-sensitisation to ecological processes. She explores
the shifting border zones and accidental beauty found
between humans and their environments. Her practice
often revolves around science as practised in the field
and drawing out ‘conversations’ with the nonhuman. She
aims in her work to problematise, revitalise and evolve
understandings of places and environments. ‘Ecosystemic
thinking’ is manifest in often collaborative walks such as Dealing
with the runoff (2019), multispecies listenings (Wattie (2018) and A
forecast of rain (Derbarl Yerrigan) 2020) and in books such as Fossil
III (as part of the Lost Rocks project, 2019).

We must get together (some time)

An ongoing project is researching ceramic glaze recipes using mineral
exploration local Bunbury Basalt volcanic lava flows that erupted
135 Ma years ago during the breakup of Gondwana; the widening rift
resulting in formation of the Indian Ocean and the Indian, Australian
and Antarctic shorelines. The Bunbury Basalt flows yield deep brown
glazes. We must get together (some time), my installation of 100+
clay spoons, and vessels cast from many different human knees,
symbolise community, of paying respect to the Earth, of being grateful
for every meal, and acknowledging the multiple skills and forms of
energy that go into producing food that nourishes our individual and
collective life force. The unbalanced nature of the bowls alludes to
climatic and ecological tipping points. What we consume collectively
is shaping the future of everything.
Nien Schwarz is an interdisciplinary artist living near Fremantle on
unceded Noongar land. Since 1981 she has cooked for geoscientists
conducting fieldwork in remote regions. Geology and ecology
thematically underpin her large-scale site-specific installations and
public art commissions, hand-made objects made from hand-built
clays, art videos, and mixed-media paintings, prints, collages, and
activist wear. Her works intend to provoke consideration of human
relationships to the underground. Nien recently retired from teaching
environmental art at Edith Cowan University where she now holds
an honorary position in the School of Arts and Humanities. She is
a founding member of the Western Australian artist collective We
Must Get Together Some Time and recently exhibited at Holmes a
Court Gallery as part of the Indian Ocean Craft Triennial (IOTA21).
Career highlights include Beyond Familiar Territory, a key visual arts
feature of the Perth Arts Festival (2001), and Over My Shoulder at
PICA (2006).

Nien Schwarz

@nienschwarz

Facing page: Nien Schwarz, We must get together (some time) (2021), hand-built
clays, glazes, aggregates; bisque raku and high fired. Photos Nien Schwarz (front)
and Daniel Wilkins (rear).

The author is the sole proprietor of the legal liability corporation
My Presence is Productive (MPIP), created in 2015 as a conceptual
strategy to eliminate the legal distinction between their research
and themself. Their goal is to effectuate alternative methodological
strategies to portray objective data with regards to the monetization
of land.
The author will present the project Whereas The Sun, first enacted
on March 4, 2021 at the University of Pennsylvania Program in
Environmental Humanities when MPIP encouraged the ethical
management of solar resources by moving to legally grant the sun
personhood in the same way that other natural resources have been
granted personhood. The author will ask attorney Vikram Patel to
read My Presence is Productive’s formal recognition of the Sun’s
environmental personhood into the public record.
Soldier, L. L. (2017). WHEREAS: Poems. Graywolf Press.

Elizabeth Shores is an interdisciplinary artist, writer, and curator
who uses multi-sited transnational collaborative design to study
the language of empire in material culture. Elizabeth received their
MFA and BFA degrees at the Universities of New Mexico and Iowa,
respectively, as well as completing coursework at Shanghai University.

Elizabeth Shores

Attorney Vikram Patel’s personal notations written
upon My Presence is Productive’s formal recognition
of the Sun’s environmental personhood that was read
into the public record during the Solar Imaginaries
event on March 4, 2021
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