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Rodman Hall Art Centre is situated on the territory of the 
Haudenosaunee and Anishinaabek. We are grateful to be able to 
produce and present art on this land.

Installed by Ben Mikuska and Brittany Sostar, with Teresa 
Carlesimo, Michael DiRisio and Carina Magazzeni.
 
Exhibition documentation by Toni Hafkenscheid.

Additional support, facilitation, and caretaking provided by Jason 
Robert Baggett, Bryan Boles, Darle Bradbury, Cindy Carlesimo, 
Bryan Cober, Danny Custodio, Rick Demoel, Kevin Erb, Bob Ferri, 
Emma German, Jonathan Groeneweg, Martin Jackson, Scott 
Johnstone, Michael Law, Dave McArthur, Sean McCormak, John 
McCormak, Mandeep Mukkar Ippolito, Ben Needham, Stuart 
Perry, Curtis Pigdon, Nathan Plato, Bob Rattew, Doug Smith, 
Mauricio Tovar, and the Ontario Arts Council. With thanks and 
acknowledgement to Shirley Lennox and family. 
 
Many thanks to Lauren Regier, Marcie Bronson, and the entire 
team at Rodman Hall Art Centre.
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MORE LIGHT THAN HEAT
 
“more heat than light” is used to say something or someone 
generates more passion or conflict than illumination on a subject. 
In titling their collaborative exhibition at Rodman Hall Art Centre
more light than heat, Teresa Carlesimo and Michael DiRisio 
invert the phrase to present a playful investigation of the built 
environment. Two overarching questions which guide their 
shared provocations: How can the built environment act as a 
vehicle for research? What can we learn from its own instability, 
as determined by its materials and their planned obsolescence? 
Through a series of new, touring, and collection-based works, 
the exhibition gestures towards the ways by which our everyday 
spaces cannot be separated from capitalism, nor our world’s 
current environmental shift. The artists provide evidence at times, 
yet withhold any solidified answers to their research inquiries, 
encouraging visitors to pose their own questions and form their 
own associations with the exhibition’s materiality. more light than 
heat acts as an agitation with the built environment in order to 
extract and expose the materiality found in the walls around us, 
the ceilings above us, and the foundations beneath us. 

Teresa and Michael have been collaborators since 2012. Teresa’s 
practice has been occupied with the urban built environment and 
extractivism, and Michael’s work has been engaged in collective 
labour rights as an aesthetic vehicle to counter the capitalist logic 
of production. Together, their practices bring a visual dimension 
to their research interests spanning ecological and political 
economies. Their presentation at Rodman Hall is a collaborative 
exhibition, with Teresa's research and artistic production in the 
foreground.

I first met Teresa and Michael in 2015 when we were all living in 
Kingston, Ontario. Teresa and I were in grad school, both enrolled 
in Cultural Studies at Queen’s University, and Michael was working 
as the Artistic Director of the local artist-run centre, Modern Fuel.
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We supported one another on various projects, witnessing each 
other’s artistic and research practices from some distance until 
the opportunity of a more invested working relationship came 
up in 2017. I was working as a Curatorial Assistant at the Agnes 
Etherington Art Centre at the time, shadowing the Curator of 
Contemporary Art, Sunny Kerr. And Teresa and Michael were 
presenting their collaborative exhibition a form of formlessness at 
the Agnes, curated by Sunny.
 
When Sunny and I first visited with the artists in their shared 
space at NGB Studios in Kingston, they showed us samples of 
acrylic prisms, aluminum rods, and circular mirrors that they had 
collected from various hardware stores and industrial suppliers. 
They presented their experiments with aluminum foil, and the way 
that it created a pulsating red when it was layered beneath cuts 
of drywall. They spoke of their plans to create a mirrored infinity 
room, where a projection of clouds would cover its fabric ceiling in 
an endlessly repeating pattern. I was drawn into their collaborative 
practice and opened up to new methods of conducting material 
research, where common construction products were being 
isolated, taken apart, and built into playful forms, structures, and 
assemblages, in order to speak back to the materials themselves 
and disrupt familiar understandings of the built environment.
 
Teresa and Michael’s exhibition a form of formlessness acts as 
part one of this investigation into the built environment and was 
responsive to its siting at the Agnes, with a focus on materials 
most prevalent within the gallery’s structure and the local 
economy of Kingston: aluminum, concrete, and drywall. more light 
than heat acts as part two, with Rodman Hall’s structure, “original 
hardwood flooring, ornamental plasterworks, stained glass, 12 
marble fireplaces and folding inside shutters”1 at its core. 

1 Karena Walter, “Rodman Hall to get historical designation,” Niagara Falls Review, 
28 May 2018, https://www.pressreader.com/canada/the-niagara-falls-review/ 
20180528/281612421074406.

A shift in focus to the historic home and contemporary gallery’s 
materiality is present: marble, plaster, concrete, maple, spruce, 
selenite, gypsum, and sand, among others. The majority of these 
materials make up the foundation of the built environments that 
we encounter daily. By taking apart, repurposing, remixing, and 
building with and from these materials in their work, Teresa and 
Michael are calling forth the built history of Rodman Hall, enabling 
us to fully realize the lifecycle of these materials, and consider 
their future.

FAST CONSTRUCTION AND QUICK OBSOLESCENCE 
 
I feel that it’s worth mentioning that I’m writing this essay inside my 
new (to me) apartment in Kingston. I’m residing in a split residential 
unit, divided into three apartments, with a bedroom closet that 
makes our clothes wet in the winter due to poor insulation. But it’s 
affordable between my roomates and I, which is a characteristic 
that is difficult to find in the city. Today’s average monthly rent for 
an adequately sized Kingston apartment is $1,200 (plus utilities) 
and the vacancy rate is the lowest in Ontario.2 As a university 
town, Kingston relies on student tenants and the guaranteed need 
for short-term housing, perpetuating high rents for substandard 
off-campus accommodations. That damp smell is all too familiar 
for renters in search of affordable housing in the city. But subpar 
building standards and high rent are not problems exclusive to 
Kingston.

During an artist and curator talk at Rodman Hall in January 2020, 
Teresa provided a historical briefing that traced the rise of fast 
construction, otherwise known as “fast-track construction.” This 
method of construction is today’s norm for repetitive cellular 
building projects, and it inevitably leads to inferior standards. 

2 The percentage of rental units that are unoccupied in Kingston, Ontario, 
totals 0.06%. See Shirley Won, “Student housing proves to be a lucrative niche 
for investors,” Special to The Globe and Mail, 21 January 2019, https://www.
theglobeandmail.com/investing/globe-wealth/article-student-housing-proves-to-
be-a-lucrative-niche-for-investors/.
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Fast construction offers economy and speed, and its structures 
are predominantly made of concrete.3 Teresa discussed the 
loss of physical history in the built environment, the pace 
and scale of demolition and construction, and the patterns of 
urban development and renewal in response to the increasing 
populations of cities. She explained that fast construction can 
be traced back to the International Style that was developed in 
the 1920s and 30s. The style’s characteristics are very prevalent 
today: lightweight mass-produced materials, repetitive forms, 
typically alternating with steel, concrete and glass, and surfaces 
stripped of ornamentation.

The International Style developed in part out of necessity—it was 
economical and responded to the requirement to quickly build a 
high volume of private homes, residences, and office buildings. 
The style was also guided by its primary ideology of access and 
equality. In essence, if you remove all ornamentation from designs 
and use faster and cheaper construction methods, you can 
build more affordable homes for more people. Unfortunately, the 
legacy of the International Style has been to produce less with 
longevity in mind and more with regard for the developer’s bottom 
dollar. What we have been left with today is cheap, lightweight 
architecture. In Canada, the rise of the International Style 
movement coincided with a major building boom. Skyscrapers, 
condos, and townhouses, repeated to the point of ubiquity, began 
to take over major cities. Ironically, the condos of the International 
Style that exist today in cities like Toronto are well above market; 
the ideology of affordable living spaces has been completely 
flipped.

3 “From skyscrapers to Toronto condominiums, patios to bridges, house 
foundations to office buildings, concrete is key to countless architectural 
structures simply because it is a good building material. In its simplest form, 
concrete is a mixture of paste and aggregates. The paste, composed of Portland 
cement and water, coats the surface of the fine and coarse aggregates. Through 
a chemical reaction of hydration, the paste hardens and gains strength to form 
the rock-like mass known as concrete. It is the world’s single most widely used 
material.” See Carina Magazzeni, “a form of formlessness: an informed and 
formless response,” Agnes Etherington Art Centre, Queen’s University, 2018, 
https://agnes.queensu.ca/digital-publication/a-form-of-formlessness/?state=read.
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Elaborating on the disheartening rise of homogenization across 
cityscapes and flimsy contemporary architecture, Teresa offered 
an anecdote: “Architects used to get their drafts-people to not 
just draft the building plans, but also draft building plans into the 
future. So, what the building would look like in 100 years, what 
the building would look like in 200 years...but today, it’s common 
practice for architects to have their drafts-people draft how 
to demolish the building, and how to take it apart. What we’re 
learning and realizing is that we’re borrowing from the future.”4

4 Teresa Carlesimo, “Artists and Curator in Conversation,” Rodman Hall Art Centre,  
16 January 2020.
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“Waste is made up 
of materials with no 
identity.”
—Thomas Rau5

What would happen if we slowed down the pace of construction? 
What if we returned to drafting buildings with 200+ year 
lifespans? What if we preserved, adapted, and reused existing 
built environments and limited the use of materials to that which 
could be upcycled? What if we followed an ethos of architecture 
that cared for and committed to the materials and structures 
that preceded our fast construction patterns of today? What 
if we cherished the “original hardwood flooring, ornamental 
plasterworks, stained glass, 12 marble fireplaces and folding 
inside shutters”?6

Amidst current construction patterns, select technological 
advances are promoting a circular economy of architecture. 
Netherlands-based architect Thomas Rau and business strategist 
Sabine Oberhuber, known for their collective platform on the 
use and reuse of building materials and renewable energy in 
architecture, exemplify these efforts with their book Material 
Matters (2016), and the website Madaster,7 motivated by the 
objective to eliminate building waste. Madaster is a global library 
that categorizes available materials in the built environment, 
considering how each material can be reused. It aims to preserve 
materials, prevent the production of new materials, and save on 
costs—essentially, to attribute an identity to materials and avoid 
their premature deposit into a landfill.

5 Antonella Ilaria Totaro, “Closing the Circle is Just One Option: Interview with 
Thomas Rau and Sabine Oberhuber,” Materia Rinnovabile/Renewable Matter 16 
(May-June 2017): 18.
6 Walter, “Rodman Hall to get historical designation.” 
7 www.madaster.com.

Within more light than heat, Teresa and Michael offer 
considerations of a future architecture through their careful 
exploration of the built environment, generally, and the built 
environment of Rodman Hall Art Centre, specifically. 

Teresa’s installation a form of assembly (2017–2019) displays 
a dramatic assortment of materials on a set of bright red stairs, 
awash in a coral pink hue.8 We can perhaps think of it as a 
catalogue. We are presented with a seemingly random collection 
of objects: seashells, mirrors, acrylic, raw selenite, marble, an 
acorn, copper, coins, maple, pine, and plywood—and indeed, the 
artist scavenged a range of materials from various sites (including 
hardware stores, tourist shops, galleries, and Plastic World). 

From this starting point, however, the materials are not merely 
collected and repurposed, but reclaimed from the cycles of 
consumption and invented anew. By assembling, modifying, 
and transforming found and salvaged materials, the artists are 
effectively converting them into tools for larger conversations 
surrounding the built environment and its ecological and 
economical entanglements.

8 The installation’s painted coral backdrop and the exhibition’s coral light are 
actually a specific shade called Living Coral, Pantone’s 2019 “Colour of the 
Year” (aka PANTONE 16_1546 Living Coral). With its inclusion in the exhibition, 
the artists are simultaneously referencing threats to coral reefs through the 
destruction of urban development, dredging, quarrying, and land-based 
pollution that finds its way into coastal waters, and also, Pantone’s influence on 
consumerist patterns, www.pantone.com/color-intelligence/color-of-the-year/
color-of-the-year-2019.
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12 MARBLE FIREPLACES 

A key material that the artists explore and present throughout 
the exhibition is marble, or otherwise known as “white gold.” 
Teresa and Michael gravitated towards this material in their early 
research visits to Rodman Hall. It is found in the historic home-
turned-art gallery mostly in the form of several intricately carved 
marble fireplaces. Teresa and Michael wanted to take this durable 
and valuable material as a central point to think outwardly from: 
“We’ve been on the planet for a snapshot of time, but we need 
to reimagine our placement on Earth and think in much longer 
timescales. And it’s interesting to think of this through marble.”9

Through their research, the artists learned that the marble found 
throughout Rodman Hall originates from the beach town Carrara. 
Carrara is situated in the Apuan Alps, a jagged mountain range in 
northern Tuscany that is Italy’s most marble-rich area. Streams of 
marble resembling snow appear to flow towards the valley floor 
of this mountainous range, as if they want to merge with the blue 
Carrione River.

9 Carlesimo, “Artists and Curator in Conversation.”

This range was formed hundreds of millions of years ago, during 
the Hettangian Age, through the hardening of sea sediments. 
Over time, these sediments hardened into limestone, dolomite, 
sandstone, and shale. Through an overwhelming and elongated 
process involving intense heat and pressure, limestone was 
transformed into the pristine, white metamorphic stone for which 
the range is so renowned: Carrara marble.10

In the summer of 2019, Teresa visited Carrara to get closer to the 
source of this material. Carrara is one of the world’s pre-eminent 
centres for the production and exportation of marble and marble 
products, and has a history of quarrying that dates back to 
between 89 and 48 BCE.11 Michelangelo’s David was carved from 
a block of Carrara marble. 

10 Carrara marble has been quarried for twenty-two centuries, beginning in Roman 
times, and has been used for statuary and as a building stone. See Nancy E. Dean, 
“Geochemistry and Archaeological Geology of the Carrara Marble, Carrara, Italy,” 
Classical Marble: Geochemistry, Technology, Trade 153 (1988): 315–323. 
11 Alison Leitch, “The Life of Marble: The Experience and Meaning of Work in the 
Marble Quarries of Carrara,” The Australian Journal of Anthropology 7.3 (1996): 
240.
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“so that’s the depth
we wanted, needed, 
so we compressed 
it all—”
—Martin Jackson13

The marble industry represents an expansive arena, and brings 
with it great economic wealth. Marble is a material that is coveted 
for its beauty and social value—along with its structural features 
and long durability. However, the large amount of waste generated 
by the industry is a growing environmental concern, especially in 
the context of a global market. The lifecycle of commercial marble 
not only includes its extraction in the quarry, but also its finishing 
treatment, sale activities, and ultimate shipment.12

In her video, the depth we wanted, needed, so we compressed 
it all (2019), Teresa illuminates the marble industry’s extractive 
processes and environmental impact through visual access to 
sites of mining, production, and social spaces throughout the 
seaside town of Carrara. The title for the video is borrowed from 
a line in the poem A skylight in a basement, written by Teresa’s 
friend, Berlin-based writer and artist Martin Jackson:
 
	 All our light, out there,
	 comes filtered—agitated through 10 kilometres
	 of oxygen atoms, nitrogen, whatever else
	 we’ve pumped up there and so that’s the depth
	 we wanted, needed, so we compressed it all—
	 …13

The reference to “the depth” was of particular interest to Teresa, 
bringing up ideas of the oceans and seas; in turn, “we wanted, 
needed, so we compressed it all,” could reference the geological 
processes of marine shells being compressed over time to form 
marble.

The projected two-channel video nearly fills up adjacent walls in 
the gallery, and provides stunning panoramas atop the marble 
mountains, which are scarred with pits and mines from which 
the coveted rock is removed. Teresa spent time with those most 
closely connected to Carrara marble: the miners, café workers, 
sculptors, and residents of the region. Scenes shift between rides 
up the mountain, interior views of workshops with floors covered 
in white marble dust, and seaside vistas where beach-goers 
lounge on rocks white-capped with pure marble. We begin to 
understand marble as being simultaneously natural and industrial.

12 Marble’s environmental footprint can be attributed to the disposal of scraps 
and sludge, along with air pollutants and CO2 emissions, slush (a mix of marble 
dusts with the cooling water during polishing phases), and the energy impact 
produced by sawmills, where the marble is cut and treated to be transformed 
into slabs and tiles. See V. Liguori, G. Rizzo, M. Traverso, “Marble quarrying: an 
energy and waste intensive activity in the production of building materials,” WIT 
Transactions on Ecology and the Environment 108 (2008): 197–207. 
13 This particular poem is part of Martin Jackson’s tutorials project (2017–2020), 
www.tutorials.fyi.



ARCHITECTURAL ECHOES

more light than heat encompasses new and recent works, some 
touring from a form of formlessness, in addition to a serigraph 
from Rodman Hall’s collection: Spruce Grove (1970) by Shirley 
Lennox. It was important for the artists to include a work from 
Rodman Hall’s collection.14 Lennox was one of the first artists to 
use the facility at Rodman Hall in the 1960s and this particular 
artwork was gifted to the gallery in memory of Lennox by her 
family. Displayed with dramatic lighting and given sole focus 
on a feature wall in the gallery, Spruce Grove is one of the few 
works in the exhibition that illustrates a scene of nature. This 
single serigraph can be understood as loudly sounding the 
environmental alarm. Its title references a spruce grove, yet the 
artist has depicted a sparse landscape. In light of the most recent 
bushfire crises and ongoing mass deforestation across the world, 
the inclusion of Spruce Grove in this exhibition is all the more 
resonant. 

There are instances within the exhibition where the artists have 
either subtly or overtly referenced Rodman Hall’s architecture. 
The structure erected in the near-centre of the gallery owes its 
unique form to the shape and build of the gallery’s interior walls, 
essentially existing as a gallery within a gallery. 

The artists left the structure unfinished, its exterior naked without 
drywall, and painted black, with 2x4s exposed. A stack of high 
chromium stainless steel mudding trays, one of which was used 
in the actual mudding of the structure’s interior, is displayed 
adjacent to the structure. This deconstructed form allows 
visitors access into the building process, itself. The structure’s 
entryway, a mirrored hallway, might also feel familiar—the artists 
have replicated the infinity effect of Rodman Hall’s historic and 
oversized foyer mirrors. The platform of stairs as part of a form 
of assembly is another instance where an architectural echo 
takes place. Constructed into a corner of the gallery, the non-
functioning bright red stairs with coral backdrop match the exact 
dimensions of the stairs that lead visitors into the gallery.

14 www.rodmanhallalliance.ca.
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A subtler nod to Rodman Hall’s architecture can be found in the 
gallery’s Project Space. This particular exhibition space, once 
a window alcove in the original historic home, is now filled in, 
and altered for a new use. more light than heat introduces and 
concludes with Teresa’s video Montebello 01 (2019) looping on a 
monitor set within the Project Space. The video is a recording of a 
fountain, slowly and softly trickling water. Teresa captured footage 
for Montebello 01 while conducting field research in Switzerland 
this past summer, during a visit to Montebello Castle. The most 
common association of the name Montebello for those familiar 
with St. Catharines is with Montebello Park, situated in the city’s 
downtown core. Located along Ontario Street at the south end of 
Lake Street in St. Patrick’s Ward, Montebello Park was designed in 
1887 by Frederick Law Olmstead. However, the park’s name and 
its grand pavilion have an older history, intertwined with that of 
Rodman Hall.

As the story goes: the Rodman Hall property was purchased by 
Thomas Rodman Merritt under two deeds, dated October 1845 
and December 1852. William Hamilton Merritt Jr., brother of 
Thomas, had travelled to the popular tourist attraction of Lake 
Como and fallen in love with Castello Montebello in what was then 
Italy and now Switzerland. Upon his return to Canada, William Jr. 
began construction on a grand estate, which he had planned to 
christen with the name “Montebello.” William Jr. passed away 
shortly after the foundation was poured. 

Construction was stopped, the estate was never built, and all of 
the building materials were moved to the bank of the Twelve Mile 
Creek to be used in the construction of Thomas’ stately home: 
Rodman Hall. The property intended for William Jr.’s estate was 
sold to the City of St. Catharines and the foundation was turned 
into a grand pavilion, which stands to this day as the focal point of 
Montebello Park.15

15 The terms that I am using here (property, purchased, and sold) are problematic. 
This language follows the colonial logic that this land was available to be turned 
into property, purchased, and sold to begin with. In reality, this land was colonially 
seized from its original occupants: the Haudenosaunee and Anishinaabek. In 
reality, this is and always will be Indigenous land. See www.native-land.ca and 
www.ontario.ca/page/map-ontario-treaties-and-reserves.
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Teresa and Michael have included these references and nods 
towards the gallery’s architectural construction and material 
history in order to deconstruct the built structure of Rodman Hall, 
and to produce a reorientation within the exhibition space. This 
strategy behind more light than heat encourages a heightened 
awareness of the structures and built environments that we 
regularly encounter. 

The exhibition ultimately urges us to slow down and take a second 
look: to move through our cities at an observant pace, to actively 
think about the concrete floors beneath our feet, and the gypsum 
drywall which surrounds us, to consider the environmental impact 
of building materials, and to advocate for an ethos of architecture 
that runs counter to today’s patterns of fast construction.
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Teresa Carlesimo (Canadian-American) is an interdisciplinary 
artist with a PhD in Cultural Studies from Queen's University 
where her research considered various systems of power, class, 
and empire as integral to the analysis of environmental crisis. 
Her recent artwork explores labour, extractivism, and the urban 
built environment through large-scale immersive installations 
and video works. She draws from her childhood on both sides of 
the Windsor/Detroit border, as well as her mixed Anishinaabe and 
first-generation settler ancestry. She has received fellowships 
and artist residencies in Canada, USA, Ireland, Iceland, Spain, Italy, 
France, and Germany. Her work has been exhibited at the Grounds 
for Sculpture, Bellevue Arts Museum, Artcite, Artist-Run Centre 
for the Contemporary Arts, Eyelevel, Museum London, the Agnes 
Etherington Art Centre, and Thames Art Gallery, among others.

Michael DiRisio is an artist and writer. His recent work explores 
labour, social histories, and the construction of value, through 
photo, video, and installation-based projects. His writing has 
appeared in Art Papers, Afterimage, C Magazine, and Public 
Journal, among others, where he reflects on art as a social 
force. He holds an MFA from the University of Windsor and has 
recently participated in residencies in Castellví de la Marca, Spain 
and Reykjavik, Iceland. His work has appeared in exhibitions 
at Museum London, Artcite, Eyelevel Gallery, Workers' Arts & 
Heritage Centre, the Agnes Etherington Art Centre, and Rodman 
Hall Art Centre. www.michaeldirisio.ca.

Carina Magazzeni is an arts worker, curator, and designer. She is 
a femme settler raised in Onguiaahra-Niagara, currently based 
in Tkaronto-Toronto. Her work is rooted in critical collaboration, 
queer kinship, and skill-sharing. www.carinamagazzeni.com.
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TERESA CARLESIMO
All works are in the collection of the artist.

Montebello 01
2019
Digital 4K video, 3m0s
 
the depth we wanted, needed, so we compressed it all
2019
Two-channel 4K video, 16m49s
 
Untitled (fog)
2019
C-print and photograph on vinyl
 
Untitled (water)
2019
Single-channel HD video, 6m30s
 
Why is there nothing rather than something?
2017
Ink on paper, graphite on polypropylene
 
a form of assembly
2017–2019
Plaster, concrete, mirror, birch plywood with vinyl, birch plywood 
with popcorn ceiling, bird’s eye maple with spirit level inlay, 
smoked maple, pine, acrylic, smoked acrylic, glass, chromed glass, 
bisected conch shell, seashell, artefact post and base, spider 
mount artefact post and base, copper, coins from Montebello 
Castle and Carrara, mirrored riser with bicycle component from 
Carrara, mirrored riser with acorn from Montebello Castle, raw 
selenite and polished selenite, fishing lure, pencil, sugar packet 
from Carrara

LIST OF WORKS MICHAEL DiRISIO
All works are in the collection of the artist.

Stellate selenite “eyes” in massive gypsum
2017
C-print
 
Why hasn’t everything already disappeared?
2017
Aluminum foil, drywall and acrylic paint
 
A false equivalence
2019
High chromium stainless steel mudding trays
 
TERESA CARLESIMO AND MICHAEL DiRISIO
Both works are in the collection of the artists.

Untitled (clouds)
2019
Single-channel digital video, 13m0s
 
Cyanometer
2017
C-print and mixed media
 
SHIRLEY LENNOX
Spruce Grove
1970
Serigraph on paper
Collection of Rodman Hall Art Centre, 
Gift of the Lennox Family, 1972
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It has been three years since this catalogue was originally 
published online. It has taken me a regrettably long time to 
officially complete this project for a myriad of reasons. The 
patience and understanding afforded to me by the artists, Teresa 
and Michael, has been a true, beautiful source of support that I do 
not take for granted.

As this publication was being finalized, we were in the midst of a 
pandemic and Brock University had announced its divestment 
of Rodman Hall. Closing its doors to the public in March 2020 
due to COVID-19, Rodman Hall remained empty of visitors and 
without staff, windows shuttered, and without notice of its future 
until November 2020. Its collection: to be cared for under the 
stewardship of a Rodman Hall Art Centre, Inc. (now Rodman Art 
Institute of Niagara). Its property: acquired by a local developer 
known for flipping historic buildings into commercial properties.

As an alumnus of Brock University, I am angry. I am angry that the 
university has rid itself of its responsibilities beholden to Rodman 
Hall. I am angry that the physical space which Rodman Hall 
sustained for the community has been cast aside.

As a rural Welland girl, Rodman Hall was my awakening to the 
transformative power of contemporary art. It felt special to have 
this cultural gem just next door.

Rodman Hall was my classroom. 
Rodman Hall was my teacher. 
Rodman Hall was my oasis. 
Rodman Hall was home. 
Rodman Hall once was.

POSTSCRIPT

These sentiments are not my own, but rather, shared broadly 
throughout the Niagara Region and beyond. For these reasons 
amongst many others, more light than heat and its site-responsive 
relationship to Rodman Hall remains truly special for the artists 
and myself. 

We poured our hearts into this exhibition, throughout its intensive 
install, multi-year research, and artistic production, which spanned 
across countries and continents.

The time we spent working together on more light than heat—over 
much needed coffee and beer, excited and earnest conversations, 
and home-cooked meals for one another— will continue to exist 
in our hearts and minds as a project centred in relationships. 
Not only the relationships we hold with one another, but also 
our relationships to cultural spaces that shape our personal 
trajectories and collective memories, as is the case with Rodman 
Hall.

I write these final words, postscript, with a heavy heart, with 
indebted gratitude to the artists, Rodman Hall, and the Rodman 
Hall Art Institute of Niagara—the future caretakers dedicated to 
the legacy of RHAC, effectively operating as a gallery without 
walls.

With love,
Carina Magazzeni

For updates on Rodman Hall's legacy, please visit: rodmanhallartcentre.ca.




