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Syphon is an arts and culture publication produced by Modern Fuel Artist-Run Centre 
that is meant as a conduit between the arts community in Kingston and communities 
elsewhere. It was created in response to the lack of critical arts commentary and 
coverage in local publications, and seen as a way to increase exposure to experimental 
and non-commercial art practices. Syphon has a mandate to feature local arts coverage 
in conjunction with national and international projects, and an emphasis on arts scenes 
and activities that are seen as peripheral. It acts, in essence, as a record and communiqué 
for small regional arts communities throughout the country.

Modern Fuel Artist-Run Centre is a non-profit organization facilitating the presentation, 
interpretation, and production of contemporary visual, time-based and interdisciplinary 
arts. Modern Fuel aims to meet the professional development needs of emerging and 
mid-career local, national and international artists, from diverse cultural communities, 
through exhibition, discussion, and mentorship opportunities. Modern Fuel supports 
innovation and experimentation and is committed to the education of interested publics 
and the diversification of its audiences.
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F O R E W O R D

As a science fiction buff, I have always been obsessed with the future- or, at least, speculating 
about it. The future was the fertile ground for imagining a world different from this one, and 
a space where anyone or anything was possible. When I was younger, the future was always 
away. It was something that I could speculate about, but it felt like it was out of reach vis 
a vis my ability to manipulate and understand it. I felt like the future formed itself and we 
as humans simply adapted to what the future had in store- I mean, that’s what everyone 
always used to say, right? “See what the future holds”.

As I began down a path of academic exploration of science fiction and the larger concept of 
futurity, I realized that, contrary to what the popular imaginary held, we shape the future 
every single day with our actions and intentions. What’s more, I realized that our history, 
those events and actions that we somehow dedicate to the “past” were really part of the 
future too- and without going down the rabbithole of time itself, it became obvious that 
our past and present need to be brought into conversation with each other, as they are 
fundamental to the shaping of our future.

These explorations led me to interrogate what it really means to think about the future. 
Instead of being a time and space beyond our own and beyond our actions, it became part 
of the everyday, because every single day of our lives we are acting in ways that will impact 
our future. And, with that, it has become all the more important to not only understand 
what our present actions will mean for that future, but also how our history plays into its 
outcome as well. Through that interrogation of the past and introspection of the present, 
we have uncovered multiple histories, multiple layers of actions and intentions that create 
a palimpsest to complicate our future all the more. We have uncovered truths that were 
buried for a particular vision of the future, a vision that largely excludes most of the humans 
(and non-humans, more-than-humans, and post-humans) that exist on our planet and are a 
fundamental part of this future. This has come to inform the vision that I had for this issue 
of Syphon- one that brought together multiple histories, perspectives, and ways of knowing 
and thinking about the future to create a more holistic and relational understanding of 
what the future could hold for us. 

In this issue, we feature works of ck nosun, whose work portrays the beheading and removal 
of statues of colonizers and others who enacted great violence on the Indigenous people 
who live in what we call “Canada”; of Alex Jourdain, a trans, non-binary Ojibwe artist whose 
analog collage pieces imagine new worlds and new futures. That of Maxwell Hyett, whose 
thought-provoking essay imagines a new futurism that situates the cyclops as an essential 
mode of thinking; and of many other beautiful artists, poets, and writers whose works come 
together to create a space to think through the future that leaves behind science fiction’s 
tendency for the colonial and humanist interpretations. I hope that you find this issue to 
be as thought provoking, and future-informing, as the process of developing it and bringing 
the contributors together was for me. I leave you, gentle readers, to enjoy this work and to 
ponder one question: what future will you help create?

Emily Veysey
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C O V E R  Alex Jourdain, Last Night, analog collage.

Alex Jourdain (they/them) is an indigenous artist, videographer, 
and photographer originally from Couchiching First Nation in 
Northwestern Ontario. After moving to Fredericton, New Brunswick 
to complete their BA in Media Arts and Cultures, Alex discovered 
a passion for analogue collaging as a means of capturing and 
exploring the thoughts and ideas they discover through their 
experiences and surroundings.
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All Humanisms, Until Now
Angel Callander

In his prominent 1969 Playboy interview, Marshall McLuhan explained the split in humans’ 
conscious awareness between historical conditions, and the rapid changes to contemporary 
society through technological innovation – “a syndrome whereby man remains as unaware 
of the psychic and social effects of his new technology as a fish of the water it swims in.”1 

Literary critic N. Katherine Hayles took up this idea in the opening of How We Became 
Posthuman, stating that we must reckon with the radically shifting human form, inclusive of 
“human desire and all its external representations,” to re-envision 500 years of humanism 
towards the critical idiom of posthumanism.2 

As a fan of science fiction and speculative world-building since childhood, mostly shaped by 
Blade Runner, Ghost in the Shell, and Philip K. Dick novels, my young worldview internalized 
the prevailing ideas of posthumanism as the inevitable cyberpunk, cyborg future. These 
stories are always historically determined, constructed through models of utopia, dystopia, 
and resolving contradictions in the events and situations from which we’ve evolved. Often 
they repurpose the tropes of alien enemies, where the hero is always the State.

Over the course of my philosophical education, I began to think about posthuman theory 
without technofetishism, eugenics (as in “transhumanism”), and neo-feudal relations – as 
something other than an exalted cyberpunk future with no critique of capitalist excess 
and imperial wars. Through thinkers like Rosi Braidotti and Sylvia Wynter, I have come 
to understand posthumanism as a world-building endeavour that starts with discarding 
classical Humanism and its outgrowths, with their entrenched tendencies of domination in 
all forms.

This is a speculative ground and open prompt to imagine future interactions between 
humans, ecology, labour, geography, affect, architecture, etc., in a world not touched by the 
history’s imperial destinies. This particular speculation on posthumanism is also informed 
and grounded by artists such as Morehshin Allahyari and Jenna Sutela, whose works create 
complex narratives and characters based on myth, folklore, and historical artifacts, staking 
a claim in a non-Western-centric feminism and posthumanism that look toward a future 
rejecting Western and human dominance in technology, politics, and culture. 

Classical Humanism developed as a universal ideology for what constitutes civilization 
and enlightened thinking. Fuelling the imperial destinies of Europe’s colonial superpowers, 
Humanism inscribed a limited notion of who is considered ‘Human’ based on proximity 
to the default Universal Human born of classical Antiquity and the Italian Renaissance. 
Rosi Braidotti, following the writings of Gilles Deleuze and Félix Guattari in A Thousand 
Plateaus, summarizes this ideal as “masculine, white, urbanized, speaking a standard 
language, heterosexually inscribed in a reproductive unit and a full citizen of a recognized 
polity.”3 How did posthumanism emerge as anything other than a grand opposition to the 
ideology that there was one type of human to begin with?

Morehshin Allahyari uses storytelling and archival methods to reconsider prevailing 
assumptions about history and myth, often creating videos, simulations, and 3D printed 
sculptures. She coined the term “digital colonialism,” which is as much about how tools 
like 3D printing are able to colonize various histories and cultures, as it is about the 
ways information is owned, accessed, represented, and hidden.4 For Allahyari, refiguring 
monstrous female characters from ancient myths (such as the djinn) into contemporary 
digital contexts, as in her projects She Who Sees the Unknown (2017-2020) and The 
Laughing Snake (2018), is a way of resituating the power these characters and stories 
possess. Through her work, Allahyari posits the need for plural futures, rejecting the vision 
of the Singularity by Silicon Valley utopianists and technocrats. 

In her work with Daniel Rourke creating The 3D Additivist Cookbook and its manifesto, 
the two produced a critical posthumanist work calling to push creative technologies 
(such as 3D printing) beyond their intended uses to provoke and speculate on unexpected 
outcomes. Compiling texts by artists, scholars, and other creatives working on the topic 
of posthumanism, the Cookbook covers politics, literature, materials, toolkits, instruction 
manuals, transhumanism and the body, and the negligible effect of human ethics within the 
framework of geological timescales. To quote Rourke, “what does it mean to ‘write’ our 
existence into a future we will never see?” 5

Jenna Sutela’s work expands on this idea, emphasizing what it means to be able to 
communicate with nonhuman life. Using various media, including bacteria and slime mould, 
Sutela creates installations and performances that touch on themes of language, interspecies 
symbiosis, and the precarity of technology in biological systems. Her audio-visual work 
nimiia cétiï (2018) brings together the automatic writing and supposed communication with 
Martians of Hélène Smith, a 19th-century Swiss medium, with recorded excerpts in Sutela’s 
voice over images of digital mountain landscapes and microscope images of Bacillus subtilis, 
which can survive on Mars. Creating this esoteric ecosystem, Sutela suggests a rethinking 
of the human place in the world. In From Hierarchy to Holarchy (2017), use of the slime 
mould Physarum polycephalum – a primordial organism that can learn, make decisions, and 
retain memories – underscores the sophisticated and ancient intelligence of a rudimentary 
species, challenging the ascendency of human knowledge alone in creating a workable 
future. 

In considering the work of these artists, I come up against several questions about 
determining posthumanism’s applications for reinscribing vital relations between the 
body, the natural world, and human-made systems. Namely, what would it look like to mass 
organize around a posthumanism that, ultimately, decenters the technocratic human as its 
object of study? How does the anti-capitalist post-human future look and feel? What is its 
environment? It is a speculative ground and open prompt to imagine relationships between 
humans, ecology, labour, geography, affect, architecture, etc., in a world not touched by 
empire. In this sense, we deal with an expanded posthumanism that accounts for abstract 
relations and does not grow out of classical humanism’s hierarchies and power structures.

When I think about the future, I cannot help but think of how it is bound to the past. I think 
of who wrote our history books, and how entrenched legacies haunt the present and our 
many potential futures. Jacques Derrida’s notion of ‘hauntology’ in Spectres of Marx uses 
the repression of history to understand our fixation on failed futures, demonstrating that 
events meant to be buried will always return as ghostly traces. Best stated by Marx in 
Critique of Hegel’s Philosophy of Right: “To be radical is to grasp matters at the root. But 
for man the root is man himself.”6

Both Suleta and Allahyari engage in a poetic-speculative practice that uproots these 
notions of how the human historically figures into power structures for creating multiple 
futures. Rather, they are more interested in what other forms of life can and should wield 
that kind of power. Through storytelling and employing new technologies to creative ends, 
they suggest strategies for how we can contend with several hundred years of entrenched 
humanist thought – be it through the monsters of 15th century Arabic manuscripts, or 
billion-year-old acellular organisms. 

1 .  “The Playboy Interview: Marshall McLuhan,” Playboy Magazine (March 1969).  

Reproduced at https://aml.ca/marshall-mcluhan-the-playboy-interview/ 

2 .  N. Katherine Hayles, How We Became Posthuman: Virtual Bodies in Cybernetics, 

Literature and Informatics (University of Chicago Press, 1999), 1. 

3 .  Rosi Braidotti, The Posthuman (Cambridge, UK: Polity Press, 2013), 65.

4 .  Anna Cahn and Morehshin Allahyari, “Re-Figuring the Future with Morehshin  

Allahyari,” The Rubin Museum, https://rubinmuseum.org/spiral/re-figuring-the- 

future-with-morehshin-allahyari 

5 .  Daniel Rourke, “The Practice of Posthumanism: Five Paradigmatic Figures for  

Human Mutation,” doctoral thesis (Goldsmiths, University of London, 2019), 137.

6 .  Karl Marx, Critique of Hegel’s Philosophy of Right (Cambridge University Press, 

1970), 137.

Angel Callander is a writer and editor in Toronto, currently 
Assistant Editor of Peripheral Review. She has written on a 
wide array of topics and interests, including: abjection and 
monstrosity, architecture, land use, fashion, cybernetics, 
surveillance politics, Net.art, posthumanism, materialist 
feminism, labour history, subculture, and the legacies of the  
Cold War system. Her work can be found in publications such  
as Canadian Art, Public Parking, Cornelia, and C Magazine, as  
well as in Interface Critique I (Kulturverlag Kadmos, 2016),  
and Architecture and the Smart City (Routledge, 2019).

 “When I think about the future,  
I cannot help but think of how  
it is bound to the past. I think 
of who wrote our history books, 
and how entrenched legacies 
haunt the present and our many 
potential futures.” 
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flickering inside the question
Kait Allen
(flickering inside the question is a cento poem, composed entirely of  

words and phrases occurring within Emma Healey’s book Stereoblind)

Power lies in definitions

a balanced equation

you can safely move across

clean lines

one, clean answer

So: which kind are you?

start deciding

fall in sync with the machine

assume its ghost daily

like wringing apology from my own throat

a solved equation

with myself erased completely.

It will be months before I realize 

power lies in the glitching

in shimmering multiplicity 

contradictory tension 

refusing to resolve 

which kind are you?

            — a reflection, photonegative

warbling at the edges 

tuned between this channel and the next

which kind are you?

            — a whole new universe

held together at strange angles

genderless as light

which kind are you?

            — fuck if I know

something else entirely.

Kait Allen is a queer, non-binary poet and multidisciplinary artist 
living in Kingston. Kait has a love for reading and writing, 
preferring to do both on good old fashioned paper, which has led 
them to their favourite artistic medium: the tedious yet intimate 
process of letterpress printing. Kait has been refining their 
creative writing skills for over 20 years, and uses their artwork 
as a platform to challenge and disrupt themes of identity, power, 
and normativity.

Species Vision, 2055
Fan Wu

horizon: with trees blown out

 sixty degrees each branch joint concussed

a garland of crows foam

 from churned belly the sycamore

in brainiac rain, a row of flares

 that wince as they dim to sores

the autodidacts with phlegm for knees

 the rings of Saturn in midwinter

forebode: all that once went under the guise

 of death shall recurve unto

a mirror in a magnet

 toad under the lilac

digital sweat from a digital brow

 seraphic laughter gone haywire

a couple of strangers touch each other

 obliquely

gristle

 thunder

great diminuendo

 botched amphibology

the Virgin Mary in a shrub of blackticks

现在

别

离开 。。。

toreadoramourinekokomomorisbleverage

expiryderrierewhoneysuckleftoverstwhile

Fan Wu has seen the eternal flower flicker. He loves writing 
exchanges: email him at fanwu4u@gmail.com to swap poems or love 
letters.
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Abby Nowakowski, survival kit for the  

future, digital illustration, 2022.  

Abby Nowakowski is a queer interdisciplinary artist and art educator 
who is driven by curiosity and community. Overtly passionate about 
the arts, Abby works to spread advocacy for care, share stories, 
and make space for radical softness. Their practice extends into art 
facilitation with a range of collaborations including workshops, 
performances, and community weaving opportunities. They currently 
live and work as an uninvited guest on the traditional land of the 
Haudenosaunee and Anishinaabek.
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T O P  Kristin Bjornerud and Erik Jerezano, Exit Wound,  

ink, watercolour and gouache on paper, 38 x 56.5 cm. 2018. 

B O T T O M  Kristin Bjornerud and Erik Jerezano, Inspection Night,  

ink, watercolour and gouache on paper, 38 x 56.5 cm. 2018.

Kristin Bjornerud and Erik Jerezano have been making collaborative 
drawings together since 2008. They have exhibited together at 
the Ottawa Art Gallery, the Latcham Gallery (ON), Galerie Trois 
Points (QC) and Modern Fuel. Erik Jerezano was born in Mexico 
City. He is a self-taught artist who has lived and worked 
in Toronto since 2001. Erik works with a visual language he 
terms the visceral-intuitive, a figurative-based practice that 
combines anthropomorphism, fable and the grotesque in ways 
that offer abstract encounters. He has received grants from the 
Pollock-Krasner Foundation, the Toronto Arts Council and the 
Ontario Arts Council. Since 2004, Erik has also been part of 
the Toronto based Z’otz * artist collective with Nahùm Flores 
and Ilyana Martinez. Kristin Bjornerud’s watercolour paintings 
examine our relationship to the natural world through the lens 
of magical realism and modern ecofeminism. She holds a BFA from 
the University of Lethbridge and an MFA from the University 
of Saskatchewan. Kristin has received grants from the Canada 
Council for the Arts, the Saskatchewan Arts Board, the Ontario 
Arts Council and the Conseil des arts et des lettres du Québec. 
She is a Professional Member of RAAV (Le Regroupement des 
artistes en arts visuels du Québec) and a member of Montréal’s 
La Centrale Feminist Artist Run Centre. Kristin lives in 
Montréal’s Mile End.
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A small operating  
manual for the future 
Vinícius Portella

A

Humanity is locked inside an ecological death-spiral, and the strangest thing about it is that 
most people seem to know it by now, but the political conditions to enact the necessary 
changes still seem laughably distant. Decades of neoliberal governance sold as the only 
alternative have been piled on top of more than a century of fossil fuel dependency, and 
this combination has left us powerless. Algorithmic combinations of social schisms are 
embedded in a digital choreography that precludes any possibility of real political change. 
An ever-expanding present feeds itself forward on auto-pilot, accelerating right into the 
abyss. 

Let us call this Future A. The future of ultimate tech-convergence of the Kurzweil kind, 
combined with total political paralysis and acceleration of ecological destruction. This is 
the future we already know is probably coming. 
 
 

< < < (*) > > > >

B

We know we desperately need to move toward another future, but we do not know yet what 
actual form it could possibly take, nor how to get there. Which is why I think we need to 
learn how to be open at the moment for radically contrasting, even contradictory, options, 
until real alternatives can coalesce. So let us think of Future B 1 as a circle for emergent 
experimentation towards other modes of exchange and production. It has no single current 
shape or form beyond the actual ecological affordances of our political systems (to speak a 
bit like Rodrigo Nunes), and a collective desire to move beyond capitalism.

The opposition between the rich and the dispossessed is as central as it ever was, but the 
banner of socialism faces its usual political minefield all over. In theory, we find contradictory 
urges of planetary governance (under whose army?) and of radically local assemblages and 
alliances (with what kind of actual leverage?). We hear that a desire for eco-socialist ideas 
like de-growth is gaining traction among the Japanese youth, at the same time that a fully 
automated luxury communism is popular among young Anglo-Marxists. There is the need 
to avoid the dangerous lure of environmental “techno-fixes”, as well as the necessity to look 
at whatever (ethical) technical innovations might be necessary to mend a thoroughly broken 
world. I would rather go for the emergency brake than rally around ideas of acceleration, 
but it seems that we need to be open enough for disparate alternatives to co-exist under 
the ridiculously large umbrella of Future B. Everyone has their limits, as they should, but 
unlikely alliances in the belly of the beast will be necessary, as Donna Haraway reminds us. 

The circuit of self-destruction seems to be too massive to interrupt at this point, a 
conclusion not only foregone but pre-set, a game rigged for centuries. But history tells us 
that radical change is possible. Not redemption, not any kind of final resolution, but actual 
change that is at least commensurate with the size of our trouble. The wealth of billionaires, 
which could help pay for a green society, is merely a figment of our collective technical 
imagination. Their money is exactly as solid as the divine rights of kings, to paraphrase 
Ursula le Guin. 

Future A is, in a sense, already here. It would be the result of going along with business as 
usual, unless we are able to build an alternative. So, we need to essentially build the grooves 
of another time from the guts and entrails of the current one. As always, the only thing we 
can be absolutely certain of is that futurity will come from where we least expect.

1 .  (Naturally, there are not just two choices, but an almost infinite phase-space  

of possible bifurcations, but we are trying to create a myth here, and binaries 

usually work great for that).

Vinícius Portella is a writer based in Rio de Janeiro. He has two novels 
published in portuguese and his criticism has appeared in vehicles 
like the LARB and revista Piauí.
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[she thought it possible to learn from a ruin]
Zoe Imani Sharpe
After Renée Green’s “Secret” (1993) 

Inside the wet tent  I mean dream

perched out upon his ruin 

we revisit dream in secret 

Touch it — time retreating 

then grasp it — parallel time

secret as the posters she’d have tacked 

brick by  static trace     revved up

  (dispersed vector of no sleep/

     in the broken interval/

        my ruined dream)

  

Such piss-stained carpets of modernism! The wall

all flex  all cut       all xerox      all maths 

or deferred stars  

as when slats turn to watch hole for birds  

space duplicitous raucous full a little      like love  

Oh I’m so provoked by the ordered dream of judgement

Firminy, June 2016

Toronto, July 2022

Zoe Imani Sharpe is a Toronto-based poet whose practice blends poetry,  
essay, literary criticism, arts writing, facilitation, and collaborative  
projects. She hosts workshops on poetic form and embodied reading and  
teaches as sessional faculty at the University of Toronto. Her recent  
work can be found in YYZ Artists’ Outlet, Writers’ Trust of Canada,  
and Best Canadian Poetry 2021. 

disconnectedness
Kelsey Newman Reed

the sky ^^^

 the foliage ***

here _____

 presents

lonely amorous couples }{

the isolation of the individual in the modern world

the oblique view into space >>>

reinforces a sense of   disconnectedness

looming shadows of the trees

     foliage ***

contribute to unease

remember?

Kelsey Newman Reed is an artist, published poet, and has always been 
passionate about the arts. She has a Bachelor of Arts (Honours) 
degree with a major in Art History and minor in Drama from Queen’s 
University, as well as a Post-Graduate Certificate in Interactive 
Marketing Communications from St. Lawrence College. Kelsey is 
fascinated by art found in public and digital spaces, as well as 
the methods of displaying and sharing these artworks.
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the isolation of the individual in the modern world

disconnectedness

 is an artist, published poet, and has always been 
passionate about the arts. She has a Bachelor of Arts (Honours) 
degree with a major in Art History and minor in Drama from Queen’s 
University, as well as a Post-Graduate Certificate in Interactive 
Marketing Communications from St. Lawrence College. Kelsey is 
fascinated by art found in public and digital spaces, as well as  

It

was

faint &

unformed 

at first; an inkling the 

subconscious mind grasped

as something passed over as nothing

and again a something a nothing 

until no longer an inkling the something 

exploded: its pieces screaming silent stayed in all their glory 

 for the conscious mind to pass over and again 

a something not nothing and

again till the something

shifted ever so slightly

to become 

a

   small

        nothing

Devereaux Beach
S.B. Brogly

The photo is black & white 

Save for the blue yellow sky

On first glance:

Backs to the camera

My mother in front

In a long coat, hood up

Me and my daughter behind

My scarf blows in the wind

On closer look:

Faces to the camera

Me and my daughter in front

One little hand holds a blanket

I hold the other

My mother walks behind

The race of women

S.B. Brogly is a scientist, poet, and member of Modern Fuel’s Board of Directors.  
Her poetry has appeared in the Inspired Heart for Teens Poetry Anthology (Montréal) 
and CFRC’s Finding a Voice (Kingston).  She recently completed her second poetry 
chapbook. 

S.B. Brogly
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CYCLOPEAN FUTURISM
Maxwell Hyett

Gazing up from the shore of an island heavily populated by sheep and goats, somewhere 
nine days’ drift from the southern Grecian island of Cythera, Odysseus saw a cave with 
a high-walled yard and thatched roof nestled into a hill. He and his crew had seen smoke 
and heard the voices of men and their flocks the night before when they had arrived on 
the island. Setting out the next morning to discover whether these people were cruel or 
properly god-fearing, Odysseus spotted this cave and outside of it a monster. This monster 
was a cyclops, Polyphemus. 

Homer’s depiction of the cyclops in The Odyssey dominates the West’s popular conception. 
Brutish, violent, large, solitary and man-eating, Polyphemus is inhuman. For three thousand 
years this image of a one-eyed monster has persisted as a shorthand for the human that 
lacks humanity. This is what Odysseus sees from his ship: not the trademark singular eye 
(a detail hardly worth noting for Homer), but an uncouth and lawless ogre bereft of politics 
and agriculture. In other words, he saw a stereotype. 

Polyphemus is not the only kind of cyclops, though. There are other competing, satirical 
and interwoven versions. Aside from Homer’s monster there are two other core traditions 
associated with the cyclops. One begins with Hesiod, a poet more or less contemporaneous 
with Homer, and another was popularized about five centuries later by Pseudo-Apollodorus 
in the second century B.C.E.

In Hesiod’s Theogony, the cyclopes are three siblings of the Titans, imprisoned by their 
father Uranus in the underground womb of their mother Gaia, for fear of their tremendous 
strength. Though their strength is a shared characteristic with Homer’s Polyphemus, 
these cyclopes wielded it to useful ends. After Zeus released them from imprisonment, 
the brother cyclopes turned to the blacksmith’s forge as an outlet for their great fury, 
becoming renowned for their smithery. Deep within the bowels of Mount Etna on the 
Eastern coast of Sicily, Brontes (thunderer), Steropes (lightning), and Arges (brightener) 
are said to hammer away on their anvil, shaking the earth while forging a powerful weapon 
for Zeus, the Thunderbolt. With this weapon Zeus battled Cronos and the Titans, disrupting 
their rule over the universe. The Thunderbolt would become a sign of Zeus’ omnipotence as 
the future king of the gods.

In Pseudo-Apollodorus’s Bibliotheca, the cyclopes are described in much more human 
terms. They do not live and work in the fiery forge of a volcano harnessing elemental power 
for their godly nephew. Here they appear as stonemasons, admired for their assembly 
of roughly hewn stone blocks into fortified walls. Rather than these walls coming about 
through the cyclopes’ own will or as a gift, these cyclopes are hired. As labourers, they 
are sometimes referred to as Gasterochirae or ‘Bellyhands’, which is meant to describe 
their blue-collar status. This tradition is less poetic than Homer’s and Hesiod’s versions, 
but it also isn’t meant to be poetic. Instead, this myth came as an explanation for the very 
real existence of the seemingly superhuman architecture of the citadel at Tiryns, south 
of Mycenae. This style of building persists today in architectural theory as ‘cyclopean 
masonry’, notable for the size of rock used and its lack of mortar. It was believed that the 
imposing scale of the wall’s pieces needed the earthly strength of the cyclops in order to 
be lifted into place. 

Both of these alternative traditions challenge Homer’s brute, Polyphemus, as well as 
modern conceptions of the creative act. Since the eighteenth-century, creativity, especially 
within the arts, has tended to be bound up with so-called ‘genius’. Varying degrees of skill 
are presumed to underlie an artistic work, but the distance between a good work and a 
great one is often explained away by talent: something special, incommunicable and almost 
magic. So, when we speak of the avant-garde, the cutting edge, the arrival of the future, 
that is to say, something new—genuinely new and not just novel—we often don’t mean what 
is attainable by mere technicians such as our cyclopes. 

This is a problem. The power of Zeus’s thunderbolt obviously carries with it the capacity 
to remake the world. Fortifications afford safety, which is necessary for the risky play 
and advances of creativity. And, of course, there are the millennia of wonder inspired 
by cyclopean masonry’s grand scale. It is a problem that the future isn’t conceived of as 
being made in everyday processes that we engage in together, but is instead the purview 
of ‘genius’ individuals and their dreams. Enter Steve Jobs, Jeff Bezos and Elon Musk, for 
example.

The cyclops, of course, exists in a kind of dream. Its mythology has been refigured for 
thousands of years, like making slight adjustments and additions to a drawing rather than 
replacing the drawing wholesale. From a human standpoint, we tend to see the ‘picture’ of 
a cyclops as lacking history. A picture has no movement, no past, no future. It is a moment. 
Yet, we’ve seen this adjustment process in recent movies such as Wrath of the Titans 
(2012) and the Percy Jackson series (2010, 2013), books such as Brain Catling’s trilogy 
The Vorrh (2015, 2017, 2018) and Eve Tuck and C. Ree’s “A Glossary of Haunting” (2013), in 
video games such as Horizon: Forbidden West (2022) and in graphic novels such as Aminder 
Dhaliwal’s Cyclopedia Exotica (2021) and the persistent X-Men series. These are but a few 
examples from the last decade or so. 

In ancient Greece they did not have a word for ‘art’ as we think of it today, as a product 
and history of taste. Instead, they used the word ‘techne’ to speak to the skill or process 
by which something was made. What we call ‘art’ was made by art. In the last few decades 
there has been a growing interest in ‘technics’, or the technical processes and material 
technologies that hold our cultural and scientific knowledge, in philosophical circles. The 
idea that a genius is needed to usher in something new is still strong, but there is also a 
growing sense that material itself has some kind of agency or memory. A maker never really 
knows exactly how their creation will be used or what statements an image will be employed 
to make. This latter form of creativity, the techne standpoint, assumes that the ‘something 
extra’ that makes something good great is no longer solely in the hands of the maker, but 
distributed across material and social conditions.

An undercurrent of cyclopean technics has been forged by collaborative labour, both in the 
stories and their continual retelling. Hesiod’s cyclopean brothers toiled together under the 
volcano and the stonemasons were a travelling band of labourers that worked together. 
Technics weaves a different tapestry in which the future is built in the warp of the past, 
so to speak. Its practice weaves together all the threads that stand side-by-side without 
positing some independent, sole designer. What, then, is a cyclops’s future? It is powerfully 
mundane. It is part of the fragmentary pieces that compose the future of others. Perhaps 
this sounds abhorrent, or dangerously colonial, to not have a future of one’s own. I think 
it is heroically ecological to be a piece of something larger, and hopefully a piece that 
can be reused again and again—like Matter Design’s architectural method of ‘cyclopean 
cannibalism’, which recycles concrete rubble in the construction of new walls.

As our contemporary relation with the future becomes increasingly apocalyptical, both in 
our imaginaries and in reality, it seems fitting that what it means to be creative, what it 
means to create something new, is being transferred from an individual talent—a genius—
to technologies and techniques that may not even involve a human, and certainly isn’t 
individual. The cyclops is a great symbol for this inhuman and pluralist creation.

‘Cyclopean futurism’ sounds like something that could sweep you up in its colossal stride. 
It sounds like something cosmic, or at least elemental, with the strength to create change 
like a meteor’s crater. It sounds like something with a singular focus, carving a straight 
line through an old growth forest and reshaping the landscape. This might be the case, 
eventually, but the cyclopean futurism that I have in mind is more modest. It has much less 
to do with the cataclysmic currents of time and natural disasters than with the sandbags 
barricading against the flood. For the cyclopes that I have in mind produce gifts of power 
and protection. Their great strength is to stay more or less in the present, ensuring not 
the future but just tomorrow, together.

Maxwell Hyett is an artist and writer currently completing his PhD 
at The Centre for the Study of Theory and Criticism at Western 
University. His work explores modern and contemporary issues of 
perception, fragmentation and excess that condition creativity. 
Hyett’s publications include the essays “Use(ful/less) Schematics” 
in Drain 15.1 (2018), and “The Poking of Christ: Death, Fakes and 
the Digital” in tba: Journal of Art, Media, and Visual Culture 
1.1 (2019) and “Amateur Mortality” in Culture, Theory and Critique 
61.4 (2020) as well as collaborative book reviews in Dada/
Surrealism and the Canadian Society for Continental Philosophy.

 “In ancient Greece they did not 
have a word for ‘art’ as we think 
of it today, as a product and 
history of taste. Instead, they 
used the word ‘techne’ to speak 
to the skill or process by which 
something was made. What we call 
‘art’ was made by art.” 
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C L O C K W I S E  F R O M  T O P :  

ck nosun, Removal of Vicky, digital illustration, 2021. 

ck nosun, Execution of John A., digital illustration, 2021.  

ck nosun, Ryerson Leaves Toronto, digital illustration, 2021.

ck nosun is an anarchist and illustrator making work that documents 
and celebrates struggles for anti-capitalist, anti-colonial, and 
abolitionist futures. They are based in Kingston/Katarokwi, Ontario.
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Grace Dixon, With, photo collage/digital artwork, 2022. Grace Katie Dixon she/her is a Katarokwi/Kingston-based artist 
that has always valued honesty and sincerity in storytelling. 
Many themes in her work speak to her interest in studying 
individuality, redefining spirituality, self-discovery and 
vulnerability. She especially enjoys creating patterns with 
textures and colours which can be found in her collage and  
graphic design. Her hope for her viewers is to find inquiry, 
depth, honesty and fun in her work while feeling safe to  
develop their own interpretations.
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Natasha Beaudoin, Our Space, oil on canvas, 4'x4’, 2022. Natasha Beaudoin is a recent graduate at Queen’s University with 
a Bachelor of Fine Arts (Hon). She is a contemporary painter who 
loves to explore and play with bright saturated colours. Her work 
discusses topics on nostalgia and issues related to Generation Z.  
By referring to familiar images, video games and other forms of 
media that are easily recognizable from her childhood. To then 
transfigure and alter them with other popular culture references  
in the present, to create new meanings.
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FALL  •  WINTER
AT  M O D E R N  F U E L
                                                                                  

FALL EXHIBITIONS
SEPTEMBER 17 TO NOVEMBER 5
Opening Reception September 17, 2022

Main and Window Gallery
Abedar Kamgari, Carrying Distance 

State of Flux Gallery
Anna Soper, Still Life
                                                                                  

SAVE THE DATE: OCTOBER 20 | 7PM
45th Anniversary Celebration
Sponsored by Rosehall Run and Daft Brewing

Malting Tower at the Tett Centre
Live Jazz with The Savannah Shea Quartet
More details to come!
                                                                                  

RE:MEMBER 2022: ANNUAL SHOW & SALE
NOVEMBER 26 TO DECEMBER 16
Opening Reception November 26, 2022
Main, Window and State of Flux Galleries

FUNDRAISING CAMPAIGN

DONATE 
TO MODERN FUEL’S

45TH ANNIVERSARY

Your donation provides artists with more 
paid opportunities, and continues to keep 

our programming free! 

Our goal is to raise $4,500 in honour 
of our 45th anniversary!

Make your donation today at 
modernfuel.com/donate




