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Gallery 44 Centre for Contemporary Photography is a 
charitable, non-profit, artist-run centre committed to 
supporting multi-faceted approaches to photography and 
lens-based media. Founded in 1979 to establish a supportive 
environment for the development of artistic practice, Gallery 
44’s mandate is to provide a context for meaningful reflection 
and dialogue on contemporary photography. Gallery 44 is 
committed to programs that reflect the continuously changing 
definition of photography by presenting a wide range of 
practices that engage timely and critical explorations of the 
medium. Through exhibitions, public engagement, education 
programs and production facilities our objective is to explore 
the artistic, cultural, historic, social and political implications 
of the image in our ever-expanding visual world.

Mariana Muñoz Gomez is an artist, writer, and curator. Born 
in Mexico and immigrating to Canada at a young age, they 
are a settler of colour based in Winnipeg, Manitoba (Treaty 1 
Territory), which includes unceded lands of Dene and Dakota 
Peoples; ancestral territories of Anishinaabe, Ininiwak, and 
Anishininiwak Peoples; and the homeland of the Métis Nation. 
Mariana’s lens-based practice involves a variety of media 
including text works, screen prints, video art, and photography. 
Their interests include language, identity, diaspora, and 
displacement, and these topics’ intersections with coloniality, 
temporality, relation, and place.

Karice Mitchell (b. 1996, Toronto, Canada) is a photo-based 
installation artist whose practice uses found imagery and 
digital manipulation to engage with issues relating to the 
representation of the Black female body in pornography 
and popular culture. Her work seeks to re-contextualize 
pre-existing images to reimagine the possibilities for Black 
womanhood and sexuality detached from the white gaze and 
patriarchy. She received her BFA at York University in 2019 
and her MFA at the University of Waterloo in June 2021. She 
currently resides on the unceded territory of the xwme0kweýem 
(Musqueam) people where she is a full-time lecturer at the 
University of British Columbia Vancouver campus. 

Lan Florence Yee is a visual artist and serial collaborator based 
in Tkaronto/Toronto and Tiohtià:ke/Mooniyang/Montreal. They 
collect text in underappreciated places and ferment it until it 
is too suspicious to ignore. Florence’s work has been exhibited 
at the Museum of Contemporary Art (2021), the Art Gallery of 
Ontario (2020), the Textile Museum of Canada (2020), and the 
Gardiner Museum (2019), and many others. Along with Arezu 
Salamzadeh, they  co-founded the Chinatown Biennial in 2020. 
They obtained a BFA from Concordia University and an MFA 
from OCAD U.

Fehn Foss (she/her) is an artist and writer based in Tkaronto. 
She is an MFA candidate in Visual Arts at York University. 
Recently, she was awarded a Canada Graduate Scholarship to 
fund her thesis project at York. Her work explores grief, the 
environment, and collaboration with material. Foss has had 
her creative writing published by indie publishers, including: 
Successful Press, Cross Process, and online for L'Oeuvre.
co. Foss has had her images printed in Function Magazine, 
Ryerson Folio Mag, and in The Vault Zine. Most recently, Foss 
has exhibited work across Canada, including: Eastern Edge, 
Ryerson Image Centre, Gallery 44, and the Art Gallery of 
Hamilton.
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There is an element of comfort in finishing a project. When 
it is done (even though it is true that an artwork or project 
could conceivably go on forever) there is ease. We can 
put our instruments down, breathe a sigh of relief and 
turn away from the thing that had been our world. The 
process of finishing the work releases it from our control. 
We cannot own it anymore. So what then is a proof? It is an 
intermediate space, a rough draft: one where the project 
is made public a little bit, the water is tested, but then it 
comes back home to the artist—we get to work on it, change 
it, keep it a little longer. What is a proof if not a place of 
vulnerability and power? 

The word proof shapeshifts through different contexts as 
well; a noun, proof is evidence: a document, object, or fact. 
In the context of printmaking, a proof is the trial impression, 
a test pull. An adjective, proof describes something that 
withstands damage, is resistant to it. A verb, it makes 
something resistant: you can proof fabric to make it 
hydrophobic. These many meanings are entangled together 
in this show—evidencing process, resisting entrenched 
power structures and recording histories over aeons. The 
artists participating in Proof 28 ask us to confirm ourselves 
as engaged viewers in relationship with their projects.

Florence Yee was drawn to this exhibition through a 
connection in titling, with their works sharing the same 
name. Using cell phone images, Yee printed them on cotton 
voile, then hand embroidered the word PROOF in capital 
letters across the material. This series of image objects are 
both perfectly realized as they are—while still presenting 
themselves as unfinished enough to resist becoming a 
consumable product. Their existence is a precarious 
one—holding a dialectical tension between value and 
redundancy. PROOF - Chinatown Anti-Displacement Garden 
shows this tension, this waiting-for-the-other-shoe-to-drop 
predicament. The photograph was part of their work for 
Tea Base, a Toronto-based community/art space started 
by Yee, Hannia Cheng and others. Located in the heart 
of Chinatown’s Centre Mall, Tea Base was home to anti-
gentrification activism—even as the space’s physical location 
closes this month, that spirit remains. On this diaphanous 
cotton, an awkward pairing of school chairs sit facing each 
other, placed on a raised red stone platform, surrounded by 
the anti-displacement community garden that Yee started 
with fellow Tea Base members. Tending to the garden during 
2020, Yee had placed these found chairs there after the 
mysterious disappearance of their picnic bench—a place 
where Chinatown's seniors would gather to play mahjong 
or Chinese checkers. The chairs signal the importance of 

social connection during a time of aching loneliness. COVID-
19 measures such as social distancing have exacerbated that 
solitude. But the missing picnic bench—the empty red stone 
platform—signified something more being taken away, a 
further familiar comfort removed. 

As with many areas in Toronto, the Chinatown 
neighbourhood is under direct threat of new condo 
developments. As I write this, in the middle of Toronto’s 
sixth wave of the pandemic—rental prices have jumped 11% 
in a city already unfriendly towards its renters.1 Yee’s work 
with Tea Base and their work in Proof 28 bring evidence 
to the gentrification of a neighbourhood made vibrant by 
Chinese immigrants and their descendants. This pragmatic 
seating meant for students holds a certain tension as the 
chairs sit facing one another, silently wondering when things 
in Toronto will feel less hostile towards the communities 
whose labour creates the city’s rich heritage, its lifeblood. 
Through using PROOF as process, Yee refuses to let the 
viewer in on the finality of the design. The embroidered 
words and swatches of colour create a barrier between 
image and viewer, protecting the spaces Yee loves, refusing 
to let their histories become set in the unhandsome stone 
of gentrification. The images are only partially accessible 
and not entirely evident through the embroidered barrier. 
Their story is not yet complete.

To proof fabric protects it from water, allowing the wet 
to run along its surface and not sink in. Karice Mitchell 
takes vintage photographs from erotic magazines and 
imagines worlds for Black women—worlds that repel 
white supremacist constructions of Blackness. Carved 
into plexiglass coverings, Mitchell overlays phrases on top 
of some of the framed works. Words like, take care; the 
meaning is open-ended and challenges us to construct new 
ways in which to envision care.

As Mitchell makes, she reads: phrases are put-together in 
her mind while encountering pivotal material, such as Audre 
Lorde’s famous words from 1988: “Caring for myself is not 
self-indulgence, it is self-preservation, and that is an act 
of political warfare.”2 The 1970s and 1980s saw people of 
colour and queer people unearthing the idea of self-care 
after many decades of disuse as a gesture of defiance to 
the status quo.3 Defiantly caring for bodies and creating 
space for rest, intellectuals like Lorde5 reminded queer 
people and people of colour that they deserve to love their 
bodies and that love is a politically radical action. This 
horizontal and continuous practice of self-preservation is 
in contrast to notions of self-care promoted today: the idea 

1 Tess Kalinowski, “Toronto-area rents soar eleven percet in February,” Toronto Star, March 29, 2022. https://www.thestar.com/amp/news/
gta/2022/03/29/toronto-area-rents-soar-11-per-cent-in-february.html.

2 Audre Lorde, “Epilogue,” in A Burst of Light: Essays (Ithaca: Firebrand Books, 1988), 131.
3 Jordan Kisner, “The Politics of Conspicuous Displays of Self-Care,” The New Yorker, March 14, 2017.https://www.newyorker.com/

culture/culture-desk/the-politics-of-selfcare.
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of self-care as procuring products wrapped up in networks 
of capitalist production and exploitation.4 So, when Mitchell 
asks the viewer to take care, she is asking us to remember 
the important roots of caring for oneself—both its dark 
beginnings as an argument that championed the exclusion 
of women, Black people and immigrants as fully human, as 
well as the ingenious political tool of re-appropriation used 
to transform its impact by activists like Lorde. Mitchell’s 
work challenges us to remember that self-care can connect 
us to community and must always intrinsically involve 
reparative action rather than be an excuse to further 
participate in corporate cultural phenomena. 

Mitchell asks the viewer to meet head-on the largescale 
images rested from vintage erotic magazines: the blown-
up detail views of Black skin, hints of pubic hair and 
magnificently done fingernails subtly touching erogeneous 
zones. We need a self-care that resists fetishization, a self-
care that comes from the time it takes to defamiliarize one’s 
self with how things are now, to care differently and better.6 
By re-narrativizing meaning through scale, Mitchell reminds 
us that the work to be done looms large, but the joy of doing 
it looms larger.

An object of evidence, proof holds us on steady ground. 
Vinyl images of volcanic stonewalls and subtropical flora 
adhere to a warm orange gallery wall. Beneath them are 
stately wedges of Tyndall stone. The vinyl images depict the 
exterior of Mariana Muñoz Gomez’s grandparents’ home in 
Morelos, México. Volcanic stone was a common building 
material in Morelos, used to build a large tribute collection 
centre during the Aztec empire. However, after the arrival 
of the Spanish expedition led by Hernán Cortés in the early 
16th century, these centres were destroyed, the volcanic 
rock was repurposed to erect the Palace of Cortés—a 
fortress Cortés lived in, a show of violent authority in these 

“new lands.” In Winnipeg where Gomez lives, Tyndall stone is 
a common building material. A dolomitic limestone quarried 
in Manitoba, is used in the construction of government 
buildings located on Treaty One territory, the heartland of 
the Métis people.7 Both volcanic rock and limestone have 
witnessed time on an immense scale. These stones bear 
witness to the social histories they are being used to prop 
up across Turtle Island. Through the very underpinnings on 
which they stand, Gomez investigates her relationship to 
these places.

If the viewer chooses to spend a moment looking closely 
at the works, their curiosity will be rewarded. Orange vinyl 
text, barely visible on the orange walls, weaves a narrative 

through the research Gomez has done. An epistolic poem, 
Gomez’s auto-theoretical musings guide us through the 
work. The text flows seamlessly between English and 
Spanish, engaging with personal and political experiences 
of migration, history and geologic time. The orange walls 
remind Gomez of México, warming up impenetrable images. 
Like sun baking into the surface of a rock calling hands to 
press upon it, Gomez’s orange words gently ask us to get 
a little closer to the work. For the bilingual English and 
Spanish reader, a fuller picture of the work emerges—while 
for the monolingual English or Spanish reader, only certain 
information is legible, gently reminding the viewer of 
the structures of power embedded in language. Through 
language, Gomez asks us to come back, re-see, and 
re-experience the works anew—perhaps, after doing some 
groundwork ourselves.

The artists’ works in Proof 28 stand as fully functioning 
projects that live and breathe in the world. They also allow 
us generative viewing space—the gallery feels alive with 
possibility; that is the power of the unfixed space these 
artists work in and have created for us to walk with them in. 
It is a role, as the viewer, to take seriously.

4 Gabriel Levine, Art and Tradition in a Time of Uprisings (Cambridge: MIT Press, 2020), 219.
5 Kisner, “The Politics of Conspicuous Displays of Self-Care.”
6 Natalie Loveless, Art at the End of the World (Durham: Duke University Press, 2019), 106-107.
7 The University of Winnipeg, “Land Acknowledgement,” Indigenous UWinnipeg, https://www.uwinnipeg.ca/indigenous/land-acknowledgement.html.

Lan Florence Yee, PROOF series (installation detail), exhibited 
at the Warren G Flowers Gallery, hand-embroidered print on 
cotton voile, 2022, photo by Alignements.




