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THROWN

Introduction

Ceramic supersedes functionality, art, time, and geography. It is restrained only by the science 
and precision of the medium itself, and in the hands of the artist, can come to life in new and 
unexpected ways. 

Touchstones Nelson: Museum of Art and History was honoured to showcase such a breadth 
of contemporary Canadian ceramic artists who have further encouraged the ancient form to 
multidisciplinary, socially relevant work that still holds the medium of clay as central. 

THROWN, an exceptional exhibition at Touchstones Nelson Museum from March 13 to May 29, 2021 
was in the midst of the coronavirus pandemic and presented further challenges and complexities to 
all involved. Our staff team, in collaboration with the artists across Canada, persevered to bring this 
exhibition to life both physically and virtually.  

I thank them for their dedication and passion. 

We are also very grateful for the support of the Canada Council for the Arts.  

- ASTRID HEYERDAHL, M.A., M.ED.

EXECUTIVE DIRECTOR, TOUCHSTONES NELSON:  
MUSEUM OF ART AND HISTORY 

JODY GREENMAN-BARBER

JOHN KUROK

ROBIN DUPONT

SAMANTHA DICKIE

SERGIO RAFFO

SHARY BOYLE
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Somewhere between water,  
earth and fire exists the limitless  
potential of clay.
The artists contributing to THROWN represent ceramics 

through a diversity of means and method, perspective and 
scale, and from across the geography of Canada. The rev-

erence and offering of Robin DuPont’s cups and stools; the im-
possible architecture of Jody Greenman-Barber’s akin to kinetic 
sculptures that dance shadows on the wall; the figurative phan-
tasm of Shary Boyle’s silver polished study of perfectly articulated 
unease, John Kurok’s anthropomorphic burnished urn, the repose 
and human scale of Sergio Raffo’s ‘Absence’; and the ethereal, 
spatial disruption and augmentation of Samantha Dickie’s ‘Drop’. 
There is a vast distance travelled, if you follow the gaze and tra-
jectory of every piece, intention, emotion, and the frozen fluidity 
of the work. 

The physicality of ceramics is felt in the spaces both within and 
between these works, the pull and push and plasticity, the weight 
and balance of self-standing infrastructure, the risk of rise and 
fall, the whirl of centrifugal force. The privilege of medium-centric 
group exhibitions such as THROWN is a gamut of perspective as 
opposed to a single one; a range or visual study of commonality, 
difference and divergence. 

There is a somewhat unresolved relationship within many artis-
tic disciplines and mediums, ceramics included, a sense that the 
divide between art and craft, expression and utility, is an insur-
mountable divide, a creative chasm uncrossed. This idea has been 
addressed within the THROWN exhibition by a diversity of expres-
sion and a recognition/erasure of the aforementioned divide. 

Robin DuPont’s spine of stools down the center of the room, in a 
very deliberate but symbolic sense, grounds the body of the exhi-
bition to the room and to each component part. There is a com-
munion in this arrangement, an even ground where all forms are 
celebrated and connected. Curator Carol E. Mayer writes about 
the extraordinary exhibition ‘Playing with Fire’ that “…the artists 
defiantly and boldly challenge the notion that all things made of 
clay are required to be functional; in their works, clay is released 
from this constraint and elevated into extraordinary works of art.” 
Rachel Gotlieb describes this as “releasing the medium from the 
tyranny of function” (Contemporary Ceramics, The Canadian En-
cyclopedia). And while there is truth in these statements there is 
equal truth in the celebration and perfection of form, the recog-
nition of component parts that create the whole, breaking free of 
all boundaries that constrain creativity.

Plastic art forms, such as ceramics, or any art forms that involve 
manipulation, both honour age old forms as well as explore the 
potential parameters of where the medium can and will go. By 
finding the limits and also recognizing the roots, artists contribute 
to an endless legacy of discipline and departure. The archaeolog-
ical expanse, from time immemorial to present day, illustrates all 
manner of vessel and shard. The constituents of civilization and 
the creations and contributors of/to culture, illustrate who we are 
and were in the same way that figurative and architectural embel-
lishment and abstract forms, from minute to massive scale, do.

 -ARIN FAY, CURATOR
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Dancing the Boondangle
Jody Greenman-Barber
What you call the external world is as much you as your own body.  Your skin doesn’t separate you from this 
world, it’s a bridge from which the external world flows into you and you flow into it.    

Allen Watts, “The Nature of Consciousness” 

Inspired by dance and driven by risk, these ceramic sculptures are rhythmic and lyrical in the abstract form.  
My work stems from a twenty-year studio practice that is multi-disciplinary, process-based, and experimental 
and that is driven by an interest in advancing technique and expression.  I create forms that are emotionally 
charged and animated, communicated through the language of movement and contextualized within the 
field of ceramics. While these sculptures reference historical concepts and methodologies that are inher-
ent to ceramics, they are also abstract interpretations of an embodied narrative and improvised experience. 
Drawing upon dance and improvisation as a methodology, I have been exploring movement, experienced in 
and through the body and translated to ceramic material, since early in my career. Through sensory inquiry, 
intuitive gestures, experimentation, and dance, I draw upon my body to investigate these relationships be-
tween it, the ceramic form, language and expression.  The role of my body, especially when engaged in dance 
or improvisation, has been a focus as I aim to achieve a kinesthetic expression in my works. 

My early introduction to the ceramic field was intimately tied to the pottery wheel and my initial interest 
to master the basic techniques required to work with the tool and clay material and find my own voice and 
expression in the shapes I was making.  Mesmerized in the act of throwing pots, I was intrigued by the medita-
tive space that centralized my attention and thoughts.  For years, I focused my practice on the wheel-thrown 
form with the goal of capturing an expression of movement in them.  

“AUTOTELIC”  
JODY GREENMAN-BARBER 
Porcelain, colored slip, glue 
and fired to cone 10 reduction 
and cone 6 oxidation, 2020.

- JEREMY ADDINGTON PHOTO
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I spent years exploring and developing a style that reflected how I 
was relating and responding to material and process while throw-
ing pottery forms. It is not uncommon in my process that I reach a 
point where the pieces I am creating no longer resonate with me; 
they don’t capture an energy and they lack the qualities I want the 
forms to embody.  When I reach this point, and out of frustration, 
I will disrupt and possibly abandon the techniques I employ in fa-
vor of discovering new methods and skills to build on. This stage 
opens up possibilities of what might unfold as I open myself up to 
experimentation and failure.  I allow for the work to unfold organi-
cally, improvising and working intuitively.  Working with the wheel, 
I reached a point where I became unsatisfied with the forms I was 
producing.  They were even, straight, uniform, and in my mind, 
boring.  Wanting them to be more organic, fluid and less perfect, 
I approached the material and tool in a manner that was contrary 
to how I normally worked.  For example, when you begin to throw 
a form on the wheel, you aim a ball of clay onto the center of 
the wheel head.  Instead of following this general rule, I began 
to intentionally aim it to land outside of the center.  Additionally, 
I chose not to position myself in a way that you would normally 
anchor yourself while throwing.  Rather, I loosened my body and 
allowed myself to physically respond to the spinning of the clay 
so that I could move with it as it was spinning.  In this approach, 

I discovered reciprocity in the process; the clay was moving in re-
sponse to my movement and I was responding to the outcome 
that consequently directed my next move to shaping the clay.  The 
result was a technique wherein the clay twists in response to a 
cyclical movement that stems from the torso of my body.  

My history working on the pottery wheel combined with my inter-
est in performance and dance lead to the creation of two perfor-
mance videos: Clay Play and Thrawan1. Both performance pieces 
laid the ground work for my studio practice today and the sculp-
tural works I have been developing over the past decade.  These 
videos are a presentation of my studio practice and process, and 
the relationship between my physical body, the clay material and 
the pottery wheel.  

I position my body central to my practice and therefore consider 
my work to be “body made” rather than “hand-made.”  Emphasiz-
ing the relationship between my physical body and my art making 
is instrumental, not only to discover techniques but also concep-
tually, as I make connections to the ceramic vessel and the embod-
ied narrative.  Placing myself in the center of the creative process 
has brought about a sensory awareness with the materials/tools 
I work with and the various interdisciplinary processes I employ.  
Working intuitively, and through spontaneous and improvised 

‘AUTOTELIC’, 2020 
JODY GREENMAN-BARBER

- JEREMY ADDINGTON PHOTO
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‘DODGING PRAYER’, 2020 
JODY GREENMAN-BARBER

- JEREMY ADDINGTON PHOTO

acts, stimulates an awareness of thoughts, feelings and emotions, 
and my embodied narrative, all of which aids in the dynamic and 
energetic, and at times frenetic, expression in my sculptural forms.  

These current sculptures are part of a new body of work I have 
been developing over the past four years from a series I have titled 
Dancing the Boondangle.  Drawing upon experiences and playing 
with narratives, my underlying goal driving this work and my pro-
cess was to create “gigantic” porcelain forms that are confronta-
tional and dramatic.  In my approach, I structured my practice to 
work between the abstract and the narrative. I wanted to achieve 
sculptural forms that are technically and conceptually challenging, 
beautiful, and also crazy and wild.  

The title is based on a comment made by my former mentor and 
friend Jack Sures after my unsuccessful attempt to fix a sculpture 
that broke during shipment to Japan; the piece was selected in a 
competition to be included in the Mino, Japan International Ce-
ramic Exhibition2.  Since this experience, and others similar to it, I 
decided to challenge my process and consider personal narratives 
and experiences that stir up different sensations experienced in 
the body and develop a body of work that would be staged in 
a gallery setting as a performance.  My focus in developing this 
series is therefore based on an embodied narrative that would be 

playful but also cynical and a bit quirky. These works not only re-
cord and convey a drama felt inside the body, but they are also 
performative, a quality conveyed in each sculpture’s gestural ex-
pression.  These narratives have been reduced to gestures and 
postures and are expressed in an exaggerated sensation of em-
bodied drama.  

The finalized works are open and exposed, revealing the relation-
ship between the interior and exterior.  Strips of fired clay pierce 
the space of the form in a perpetual cyclical pattern, creating an 
illusion of movement; an interpretation of movement and sensa-
tions I embody.  Movement is an abstract concept; there is no 
defined shape or form in the flux of energy or in a transforming 
shape.  The formed lines in these sculptures are abstract expres-
sions of interpreted movement contained inside the body; they 
echo my response to improvised acts.  The lines are formed 
through intuitive and impulsive gestures and are layered in a re-
petitive spiraling motion throughout.   To emphasize the fluidity of 
movement, the lines are a combination of smooth and perfectly 
round, coiled shapes as well as wheel-thrown elements stretched 
into flat-ribbon like strips.  The anthropomorphic qualities, the 
shape of the form, and the suggestion of movement generated by 
surface and volume evoke a feeling that each piece is, in its own 
way, a dance. 
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‘IN SERVICE OF ART’ 
ROBIN DUPONT 
Wood andKiln fired clay, 2020.

- JEREMY ADDINGTON PHOTO
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‘ART SHOULD BE PART  
OF OUR EVERYDAY LIVES’  
ROBIN DUPONT 
Kiln fired clay, 2020.

- JEREMY ADDINGTON PHOTO
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Functional pottery has been used for centuries to cook, store and to serve food and drink. We 
use pots when we gather to celebrate, to feast and dine together. We use pots in ritual, to nour-
ish and contemplate. 

Pottery is also reflective of a specific time and place from which it is made and tells a story of its 
origins and purpose. 

Objects made by humans bring meaning to my life, and as a potter, making and sharing my work 
is how I can proliferate meaning and spread positivity as a reaction to the negativity that sur-
rounds us. 

So please take one. It is a gift and a gesture to bring people together in some way. I hope it brings 
you a moment of reflection and a memory of these times. 

Art should be part of our everyday lives. 

These cups were made in the spirit of relational art, and propose a deconstruction of the con-
ventions of the traditional art gallery setting. By bringing utility into the gallery space, these cups 
are meant as a gift to the viewer, to take from the wall and go out into the world as beacons of 
something positive in a challenging time.

During this pandemic when people are feeling isolated and polarized, my intent is that this piece 
is inclusive, and will be received as a gift. Perhaps these cups will facilitate a meaningful moment 
during a time when we cannot gather to celebrate; they will live on through the relational as-
pects long after this exhibition is over.

In Service of Art 

A potter makes objects in service of nourishment, both physical and mental. I am endlessly fasci-
nated by what role objects can play in our everyday lives. Every object has the potential to carry 
meaning and information, which can be read and become nourishment for the mind.

Utility has a played a significant role in the evolution of the ceramic arts. These ceramic stools are 
part of a deep exploration into the process of both utility and woodfiring. Woodfiring is a process 
that in essence is about surfacing ceramics with the mineral content of various species of wood. 
This process is synonymous with place and the history of making and firing ceramic objects. 

These ceramic stools are placed in such a way that they are in service of viewing the other work 
in this show. These stools are meant to be used, so please sit, if you feel compelled. 

Art in service of art.

Art Should be Part  
of Our Everyday Lives
Robin DuPont
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‘ART SHOULD BE PART OF OUR  
EVERYDAY LIVES’ 
ROBIN DUPONT

- JEREMY ADDINGTON PHOTO
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‘ABSENCE’  
SERGIO RAFFO 
Stoneware and chair, 2020.

- JEREMY ADDINGTON PHOTO
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‘ABSENCE’  
SERGIO RAFFO
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My first concern consists of procuring in ceramics a characteristic that calls for interaction, which approx-
imates a real experience. I attempt to give to ceramics the properties that transmit complicity; as well as 
the creation of a perfect jewel. I believe that with ceramics it is possible to touch the same chords that 
motivate the sensitivity of the most current art form.

Three-dimensionalism aspires to approach the human experience in the purity of the imperfection and 
the scar. I favor reaction to my pieces with the use of forms rooted in visual memory where a previous 
definition can be found; to reframe all paradigms.

Absence
Sergio RaffoSergio Raffo



24  | THROWN

‘IN SERVICE OF ART’  
ROBIN DUPONT  
- JEREMY ADDINGTON PHOTO
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‘CLOVERLEAF’  
SHARY BOYLE 
Porcelain, silver luster. 2014.

- JEREMY ADDINGTON PHOTO



THROWN  |  27

Shary works across diverse media, including sculpture, drawing, installation and performance. She is 
known for her bold, fantastical explorations of the figure. Highly crafted and deeply imaginative, her prac-
tice is activated through collaboration and apprenticeship. Shary’s work considers the social history of 
ceramic figurines, animist mythologies and folk art forms to create a symbolic, feminist and politically 
charged language uniquely her own.

Cloverleaf
Shary BoyleShary Boyle
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‘TALKING ABOUT SPRING’  
JOHN KUROK  
- JEREMY ADDINGTON PHOTO
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One of the younger ceramic artists working at the Matchbox Gallery in Kangiqliniq (Rankin Inlet), Nun-
avut. Born in 1977, his ceramic work demonstrates his tremendous talent and potential. He began work-
ing with clay as a student in high school and was soon instructing others.

John has had a strong attraction for masks, clay busts, and other images of faces. He works with sensi-
tivity on each piece, developing a personality for every one – from austere and contained to a spirited 
youthful look.

John works with several types of finishes and clay bodies. Of all the finishes, sawdust firing gives his work 
a surface and patina which compliments his heartfelt and personal approach. The details and subtle nu-
ances of his craftsmanship can be seen easily with this type of finish.

Situated on the west coast of Hudson Bay, Rankin Inlet (Kangiqliniq in Inuktitut) has been home to such 
master stone carvers as John Tiktak (1916–1981) and John Kavik (1897–1993), both acclaimed for their 
powerful, minimalist renditions of the human form. This Nunavut community is also the site of a unique 
ceramics project that has its roots in the 1960s. More recently, the Matchbox Gallery has reawakened 
interest in this project in exhibiting hand-built clay works by established and emerging artists such as Yvo 
Samgushak (b. 1942) and John Kurok (b. 1977).

Talking about Spring
John Kurok
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‘DROP’  
SAMANTHA DICKIE 
700-component, with porcelain 
and glass. 2020.

- JEREMY ADDINGTON PHOTO
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‘DROP’  
SAMANTHA DICKIE  
- JEREMY ADDINGTON PHOTO
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As a contemporary ceramic artist, I work in abstraction to create large-scale installations and minimalist 
sculptures for public exhibition. My work is situated within a lineage of art history that challenges the fixed 
nature of ceramics. In creating large assemblages of abstracted clay multiples, possibilities open for reflecting 
on the relationships that exist between entities—as well as on the spaces that exist within relationships. As 
each individual form is reiterated into a multicomponent installation, the whole evolves as a culmination of 
its many parts; a dynamic fulcrum where micro and macro meet. Working in this vein allows me to explore 
particular dyads, such as subject-object, seen-unseen, individual-collective, viewer-viewed.

This 700-component installation is hand-built with porcelain and glass. The 2,100 strands of microfilament 
used to hang the individual components creates a reflective and light buoyancy as the piece undulates and 
slightly sways in response to movement in the room. There is a porosity to both the individual forms and the 
clustered installations that highlight a sense of spaciousness and invites viewers into generative pause.

The visceral nature of working in abstraction, and its refusal to align with any functional or representational 
identity, creates room for viewers to experience their own, immersive narratives when encountering each 
project. I’m always curious to hear what people see in each installation. 

Drop
Samantha Dickie



36  | THROWN

‘DROP’  
SAMANTHA DICKIE  
- JEREMY ADDINGTON PHOTO
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Artist Biographies
John Kurok had a major exhibition at the Winnipage Art Gal-
lery of Rankin Inlet Ceramics in the Spring and Summer of 2003. 
John was one of the six participating artists in that prestigious 
showing. His works were included in the exhibition held at the 
Cerny Inuit Collection in Switzerland, at Nunavut-wide arts festi-
vals, in several showings at the Legislative Assembly, and featured 
in publication like the Inuit Art Quarterly, and Ceramics Monthly 
Magazine. In 2006, his works were on display at the Canadian Clay 
and Glass Gallery in Waterloo and in 2008, he was part of a group 
exhibit of Rankin Inlet Ceramics at the National Gallery in Ottawa. 
He continues to be collected and displayed around Canada.

In the Summer of 2016, John was invited to the Medalta Pottery 
Artist in Residence Program. The work that was produced became 
part of a show at the Esker Foundation Gallery in Calgary, Alberta 
in January 2017. 

Jody Greenman-Barber has a BFA (1998) and MFA 
(2016) in ceramics from the University of Regina.  Inspired by 
contemporary dance and improvisation, her expressive and 
animated ceramic sculptures record and convey the essen-
tial feeling of embodied sensations in forms that derive from 
pottery concepts and methodologies.  Her interest in perfor-
mance and dance, inherent in the making of ceramics, has 
led to explorations and collaborations with photography and 
film making.  In 2010, her short film Clay Play was screened 
with Ateliers d’Art de France 7th International Film Festival 
on Clay and Glass with additional screenings at the Centre 
de Ceramique Contemporaire de la Borne, and at Malicorne 
Espace Faïence in Malicorne-sur-Sarthe, France.  Throughout 
her career, Jody has participated in residency programs includ-
ing the Medalta International Residency program in Medicine 
Hat, Alberta and the International Research Centre for Ceramic 

‘ART SHOULD BE PART OF OUR EVERYDAY LIVES’  
ROBIN DUPONT  
- JEREMY ADDINGTON PHOTO
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Arts at the Guldergaard in Skaelskor, Denmark.  Jody has 
received numerous grants, scholarships and awards includ-
ing the Saskatchewan Innovation and Opportunity Grad-
uate Scholarship and runner up for the Winifred Shantz 
Award for Ceramics in 2014.  In 2015 one of her sculptures 
was selected for the 2015 Gyeonggi International Ceram-
ic Biennale competition in Icheon, Korea. Jody resides and 
works in Buena Vista, Saskatchewan.

Robin DuPont is a ceramic artist and educator spe-
cializing in atmospheric firing techniques. His work is an in-
quiry into the ceramic process and the relational aspects of 
useful objects. Having travelled extensively to teach, build, 
and fire kilns across North America and abroad, Robin main-
tains a studio practise in the Slocan Valley, outside of Nel-
son B.C. where he has researched and built multiple kilns 

on the property for the purpose of exploring the potential 
of atmospheric kilns as mark-making tools that reveal the 
process.

With a Masters Degree from Utah State University, his pro-
fessional development also includes apprenticeships, artist 
in residencies, several research and work studies in Cana-
da, the USA, Australia and Korea. Robin has led residencies 
at the Banff Centre for the Arts and Medalta International 
Ceramics Residency. He has taught ceramics at Utah State 
University, the Alberta University for the Arts, University of 
Manitoba and is currently faculty at Kootenay Studio Arts – 
Selkirk College in the ceramics department.

His work is exhibited in galleries and collections across 
North America.

‘IN SERVICE OF ART’  
ROBIN DUPONT  
- JEREMY ADDINGTON PHOTO
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Samantha Dickie is a Victoria-based contemporary ce-
ramic artist, focused on abstract expressionism and minimalist 
sculpture within an installation practice. Following a Bachelor of 
Arts degree from Trent University, she completed a diploma in 
Ceramics from the Kootenay School of the Arts. Over the past 15 
years, her practice has included attending various residencies 
in Canada and abroad; receiving national and provincial grants 
to create large scale projects for exhibition in public galleries 
across Canada, as well as teaching workshops and presenting 
at provincial conferences such as the Canadian Clay Symposium 
in B.C. and the Fusion Ceramics Conference in Ontario. Recent 
and upcoming public exhibitions include the Canadian Clay and 
Glass Gallery and the Art Gallery of Burlington, in Ontario; as 
well as commercial commissions for Louis Vuitton.  She is cur-
rently represented by Madrona Gallery in Victoria, B.C., and Jon-
athon Bancroft-Snell Gallery in London, Ontario.

Shary Boyle is exhibited and collected internationally. She 
has performed at the Brooklyn Academy of Music, NY (2008), 
The Hammer Museum, LA (2006) and the Olympia Theatre, Par-
is (2005), and her work has been included in the National Gal-
lery of Canada’s previous three Canadian Biennales. In 2016 she 
exhibited in Ceramix: Ceramics and Art from Rodin to Schutte, 
organized by the Bonnefantenmuseum in the Netherlands and 
travelling to La Maison Rouge in Paris, and Cite de la ceramique 
in Sevres, France. In 2017, Shary co-curated and participated in 
the Esker Foundation-produced touring exhibition Earthlings, 
her sculptures were featured in South Korea’s Gyeonggi Inter-
national Ceramic Biennale, and the Phaidon, UK publication 
Vitamin C: Clay and Ceramic in Contemporary Art. Shary is the 
recipient of the Hnatyshyn Foundation Award and the Gershon 
Iskowitz Prize. She represented Canada with her project Music 
for Silence at the 55th Venice Biennale in 2013.

‘DROP’  
SAMANTHA DICKIE  
- JEREMY ADDINGTON PHOTOS

‘IN SERVICE OF ART’  
ROBIN DUPONT  
- JEREMY ADDINGTON PHOTO
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Shary’s public art commission Cracked Wheat was installed 
August 2018 on the front grounds of the Gardiner Museum in 
Toronto. Her work was also featured at the Gardiner Museum 
in a major solo exhibition.

Sergio Raffo graduated with a MFA from the National 
Academy of Fine Arts, San Alejandro, Havana, Cuba with a 
major in Ceramic Sculpture and Technology. He also received 
a diploma in General Chemistry from the Instituto Politecnico 
Jose Antonio Echeverria, Havana. From 1998-2004, he was a 
professor of Ceramics at the Instituto Superior de Arte (ISA), 

University of Havana. He is founder of the Experimental Ce-
ramic Studio at the ISA. He is director of the project, Barro 
Espiritual, which is a group of professors and students whose 
objective is to develop the application of contemporary ce-
ramics within the urban landscape. From 2004-2005, he was 
an artist in residence by invitation at the Masters Sculpture 
Dept., Concordia University, Montreal, Quebec. Sergio is the 
winner of various national and international prizes for large-
scale ceramics works. His pieces can be found in the National 
Museum of Cuba, as well as galleries and private collections 
internationally.

‘CLOVERLEAF’  
SHARY BOYLE

- JEREMY ADDINGTON PHOTO
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Endnotes by Jody Greenman-Barber
1 Thrawan,(Latin meaning to twist, turn and throw) is a per-
formance piece where I use the silhouette of my body, as both 
tool and material, in a sensual dance to re-enact the process 
of working on the pottery wheel. This physical re-enactment 
reveals the nature of the pottery wheel, referencing the move-
ment, the repetitive spinning motion and the transformation of 
material into various wheel-thrown forms.   

2  Dancing the Boondangle was titled based on a comment my 
former friend and mentor Jack Sures noted in an email to me 
after an unsuccessful attempt to “save” a sculpture that was se-
lected for the 11th International Ceramic Competition in Mino, 
Japan (2017). I was notified my piece broke in shipping, but it 
could still be considered for the exhibition.  I had one week to 
decide if I wanted to continue in the competition.  I was visiting 
Kim Houghtaling at the Swift Current Art Gallery at the time 
and after sharing my story, he responded: “sell me a piece.”  
Within 36 hours, I was on a flight to Japan.  I arrived at the gal-
lery  two days prior to the jurors returning to select the awards, 
took my shattered piece back to my hotel room and worked 
around the clock to re-construct a new piece.  I returned it to 

the gallery and left feeling accomplished.  On my flight return-
ing home, just before take-off, I checked my emails and was 
notified that my piece would not be included in the exhibition.  
When Jack learned that my piece did not make the Mino show, 
his response to me in an email was: “I’m really upset about 
your piece.  What a boondangle.  I don’t need to tell you what 
a learning experience that was.”  I had never heard this term 
before; in my response to Jack, I mentioned that I liked how this 
word “boondangle” sounded.  I looked it up in the dictionary 
and I learned that Jack meant boondoggle which is defined 
as: “waste of money or time on unnecessary or questionable 
projects.”   Hence the title of this body of work, Dancing the 
Boondangle.

“DANCING THE BOONDANGLE” 
JODY GREENMAN-BARBER

- JEREMY ADDINGTON PHOTOS
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