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Cinders McLeod’s images bring the contradictions of everyday life into sharp focus. Love encounters an obstacle of its own
making. Domestic work becomes a question of economic power. Children expose the peculiar logic of the adult world.

Presented online by the John B. Aird Gallery alongside McLeod’s solo exhibition at The Arts & Letters Club of Toronto, Draws the
Line brings together works from different periods of her practice. Early performance and newspaper cartoons provide context
for images she has revisited in recent paintings.

The exhibition also includes comparisons assembled by McLeod between her work and images attributed to Banksy. These
are presented with her account of their significance and accompanying information about the works.

The John B. Aird Gallery is a nonprofit public art gallery that has connected people and ideas
through contemporary art for over 30 years. The Aird supports artistic expression, public dialogue,
and lifelong learning by presenting artists from diverse backgrounds and disciplines. It has also
served as a home for Canada’s legacy art societies, including the Ontario Society of Artists,
Sculptors Society of Canada, and Canadian Society of Painters in Water Colour.
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What does a woman artist do when she walks into a gallery
and sees her work signed by someone else?

What does a woman artist do when she tells people about
this —and they think she's mad?

What does she do when she remembers that, 25 years ago,
that particular someonehad private access to her Glasgow
studio?

What does she do when she struggled to be accepted as a
political cartoonist, but that particular someonebecame
famous?

What does she do when she can't afford to help her
children?

What does she do when she sees how wealthy that
particular someonehas become from this work?

What does she do? She draws the line.
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I once created a style, forged by five tools:

First —my mantra: William Carlos Williams' "Nothing, (no

meaning), but in things," and Garcia Marquez's "Things have a

life of their own —it's simply a matter of waking up their souls."

Second —the dull Glasgow Herald Travelling column I
illustrated. I discovered that if I lay one paragraph's idea on

top of another, I could create a third idea, surreal, sometimes
political. This creative layering births scientific discoveries, art

and humour.

Third —that women aren't supposed to take up space. So, I
learnt how to be economical in thought, word, and line.

Fourth —that women aren't supposed to be editorial
cartoonists. So, I learnt how to exist on other pages.

Fifth —my experience as a woman, an artist, a mother, a
socialist, a musician, a songwriter, a struggler.

T H ET H ET H E
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T H E
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Artist Statment Continued
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Then came the great injustice. While I was forced to forge my style in order tohave a voice in a man's world, and I struggled to
be accepted as a political thinker, then, someone, perhaps, claimed it as his own —someone called, by many, the greatest
political satirist in the world today.

No, Sir. It took me my whole life.

Banksy has been known to quote Picasso with "Good artists copy,great artists steal." But Picasso actually said: be inspired by
something, then go away, and do something new, and completely different.

Banksy's also been known to say "Copyrights are for losers" —except when it comes to copyrighting his own work. But the
salient point: it's one thing to be inspired by rich, dead, white, male artists; it's another altogether to be inspired by a living,
single mother, struggling to make her money, and her mark, in a man's world.

So, what do I want? Not to discover Banksy's identity. Like everyone else, I want value, and recognition, for my work.

To paraphrase Susan Sontag: The world operates because of women's content and unpaid labour. The world applauds
because men are positioned to be seen. Change begins when we stop accepting this imbalance as natural, andstart calling
it what it is: a theft of labour, a theft of credit —a theft of truth.

T H E  G R E AT  IN J U S T I C E
Artist Statment Continued
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Preparing for this exhibition has healed me on many levels. I revisited my work, and not only unapologetically brought it out in
the open, butmade it big. Take up space. Fill white space with colour. Take pride in my thinking and my talents. There have
been many times along my path where I was shamed for being a political woman thinker and artist in a conservative, white
man's world. But the support I have had, from The Arts and Letters Club, Arnie Guha and the John B. Aird Gallery, family and
other dear friends, has been a part of that healing process.

Where will I go from here? Is this chapter ending, or beginning? I have no idea. But it's been, overall, a great book to be in.

I'd like to express my gratitude to all those who helped make this exhibition happen: The Toronto Arts and Letters Club, Karen
Wyler and Gillian Reddyhoff, The John B. Aird Gallery, Arnie Guha and Jennifer Vong; friends Mark Huebner, Andy Ross, Julian
Mulock, Eva Grunfeld, and Rod Carley. Gratitude also to my publicist Chris Houston, my documentary filmmakers Amanda
Handy, Tom Powers, Mark Johnston, and director Alison Duke; David Woodside, and my two loving, artistic and politically
aware daughters, Anya and Diarmid.
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An image can become familiar long before we know anything
about the person who conceived it. We recognize its wit, recall its
arrangement, perhaps even borrow it to express something of our
own. The circumstances of its making are more easily lost. Yet
someone had to imagine that particular relationship between
things, and find the form through which others could see it.

In Cinders McLeod’s Deep Sea Lovers, two figures attempt an
embrace through the cumbersome apparatus of diving helmets.
The equipment that allows them to breathe  also frustrates their
intimacy. It is an absurd predicament, and an acutely recognizable
one. We understand something of these lovers before we have
been told their story.

I find this capacity to make a relationship visible particularly
compelling in McLeod’s work. A child embraces a bomb. An elderly
woman prepares to bowl an explosive. A dove acquires the body of
a weapon. Each image draws upon our familiarity with its
constituent parts; their combination disturbs the habits through
which we ordinarily understand them. Affection, leisure and the
promise of peace become entangled with violence. Their humour
gives us access to the predicament, and something of its
discomfort remains after the joke has been understood.
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arrangements that adults have learnt
to accept. A figure encountered in one
drawing belongs to a larger
imaginative world, whose vocabulary
becomes increasingly apparent as we
move through the collection.

That continuity also gives substance to
the question of authorship raised by
this exhibition. McLeod has assembled
comparisons between her work and
images attributed to Banksy, and has
spoken publicly about the similarities
she sees. Her account asks us to
consider the relationship between an
image’s circulation and the recognition
of its maker. The comparisons warrant
attentive examination, with care for the
histories and evidence accompanying
each work.

Foreward Continued

There is considerable thought in this
apparent economy. McLeod’s account
of her newspaper practice describes a

process of bringing ideas together,
sometimes from separate passages of

an article, until their conjunction
suggests an image. The resulting
drawings carry the concerns of a
woman making her living, raising

children, and finding places for political
expression within the pages available

to her.

And the range of that expression is
important. Across performance,

cartoons, illustration and painting,
McLeod returns to questions of work,

money, gender and authority.
Domestic objects become politically

articulate. Children observe 
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Foreward Continued

For me, they also prompt a broader question: how much of an artist’s thinking do we overlook when our encounter with an
image is detached from the practice that produced it? Seeing McLeod’s work together allows us to follow associations across
time, to recognize recurring concerns, and to appreciate the particular intelligence through which they acquire visual form.

Presented alongside her solo exhibition at The Arts & Letters Club of Toronto, this online exhibition extends that opportunity
 for looking. It reflects the John B. Aird Gallery’s commitment to bringing artists and their work into sustained public view, and
to providing space for the questions that arise from those encounters.

My thanks to Cinders McLeod for sharing her work and the experiences that inform it, and to everyone contributing to the
exhibition and this publication. Draws the Line gives us an opportunity to attend to a substantial body of work, and to the life
of thought that connects its images.

Arnie Guha

Executive Chair

John B. Aird Gallery
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McLeod’s early practice moved across performance, music
and drawing. At Dartington, where she studied art in a
social context, she began to connect artistic expression
with the political conditions of everyday life. Women’s work
and economic inequality became enduring subjects.

Newspaper commissions subsequently gave those
concerns a particular form. Working within consumer,
travel, features and language columns, she developed
images that could communicate within the space of a
page. Her recurring character Broomie Law extended that
practice through a child’s encounters with the adult world.

The four-page sequence that follows addresses the
circumstances of women working in cartooning.

A  VO I C EA  VO I C EA  VO I C EA  VO I C E
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Why Are There No Women Cartoonists?
Sequence 1  of 4,  Comic str ip

Why Are There No Women Cartoonists?
Sequence 2 of 4,  Comic str ip



Why Are There No Women Cartoonists?
Sequence 3 of 4,  Comic str ip

Why Are There No Women Cartoonists?
Sequence 4 of 4,  Comic str ip



My Knitt ing Woman ,  1984
Performance art

Dartington College of Arts



HOW AN
IMAGE

TH INKS

In McLeod’s drawing of helium, the letter “e” floats above
an “H”, held by a string. A chemical symbol has become a
small event. The image makes its meaning through the
behaviour of its parts.

This capacity to give an idea a physical relationship recurs
throughout her work. Objects acquire unexpected
functions; familiar activities become difficult, dangerous or
absurd. McLeod describes finding images by bringing
separate ideas into contact, allowing their combination to
suggest a further thought.

The works gathered here invite close attention to that
process. Their economy depends upon precise choices
about what to include, what to leave out, and how one
element changes our understanding of another.
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He Helium
Drawing

The image turns a chemical symbol into a
small  human drama: something held aloft

by a str ing.  McLeod has noted the
resemblance between this drawing and a

well-known street artwork from 2002. That
comparison appears later in this catalogue.



A visual vocabulary

“Some of his [Banksy’s] images created new
sentences with images that appeared in my

visual lexicon. I f  you view my different images
as letters in an alphabet,  they were turned into

sl ightly different sentences, or pictures. But
their inspirations shine through".  

—Cinders McLeod



POWERPOWERPOWER
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POWER
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McLeod approaches political life through situations we can
recognize: caring for children, doing household work,
managing money, encountering authority. Within these
settings, the distribution of power becomes visible through
gesture, scale, language and the uses of ordinary objects.

Her children notice what adults overlook. Domestic figures
carry burdens that extend beyond the home. Images of
debt and wealth give material form to relationships that
are often described through abstract numbers.

Humour makes these situations available for examination.
We recognize the scene, then find ourselves considering
the assumptions that allow it to pass as ordinary.
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Women Do 66% of the
World’s Work for 10% of Its
Wages ,  2026
Acryl ic on canvas
91.44 × 121 .92 cm (3 × 4 ft)



Debt Children ,  2026
Acryl ic on canvas
91.44 × 121 .92 cm (3 × 4 ft)
Original image: 1999



Creel Woman ,  2026
Acryl ic on canvas
91.44 × 121 .92 cm (3 × 4 ft)
Original image: 1999



Strike ,  2026
Acryl ic on canvas
91.44 × 121 .92 cm (3 × 4 ft)
Original image: 1999



Union Jackgate ,  2026
Acryl ic on canvas
91.44 × 121 .92 cm (3 × 4 ft)
Original image: 1998



Canadian Guns/2,  2026
Acryl ic on canvas
91.44 × 121 .92 cm (3 × 4 ft)



Nice ,  2026
Acryl ic on canvas
91.44 × 121 .92 cm (3 × 4 ft)
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In her recent paintings, McLeod returns to images first developed through drawing and
newspaper illustration. The change of medium brings these compositions into a different
setting, where they can be encountered at the scale of a canvas and considered beyond
the articles that originally accompanied them.

The earlier publication material records one moment in each image’s history. The paintings
extend that history through the artist’s continuing engagement with her own work.

TO  TH E  IMAGETO  TH E  IMAGETO  TH E  IMAGETO  TH E  IMAGE
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Deep Sea Lovers ,  2026
Acryl ic on canvas
91.44 × 121 .92 cm (3 × 4 ft)
Original image: 1997



Cupid’s Bomb ,  2026
Acryl ic on canvas
91.44 × 121 .92 cm (3 × 4 ft)
Original image: 1997



NATO’s Dove of Peace ,  2026
Acryl ic on canvas
91.44 × 121 .92 cm (3 × 4 ft)
Original image: 1999



Anarchic Granny, 2026
Acryl ic on canvas
91.44 × 121 .92 cm (3 × 4 ft)
Original image: 1999
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In 2018, McLeod visited a Toronto exhibition of work
attributed to Banksy. She describes recognizing similarities
to several of her own images, an experience that led her to
assemble the comparisons presented here.

For McLeod, these pairings raise questions about the
origins of particular images and the recognition given to
their creators. Her account also describes the difficulties
she encountered seeking opportunities as a woman
political cartoonist.

The following pages reproduce selected comparisons.
Titles and dates follow the supplied boards and have not
been independently verified. Visual similarities and the
sequence of dates do not, by themselves, establish how a
work was made or whether one artist had access to
another’s work.
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Diving helmets obstruct the contact between embracing f igures.  McLeod connects her original drawing to a
travel commission and to personal experience.



Both images place an embrace around a weapon. McLeod’s Cupid and the chi ld in Bomb Hugger give the conjunction of affection and violence
different sett ings.



The dove carries associations of peace into military imagery. The works differ in the way the bird’s body is transformed or protected.



A familiar leisure activity acquires a violent object.
McLeod’s single figure and the group in the
comparative print share the setting of lawn bowls.



























COMPARATIVE WORKS

Visual Lexicon
Some of his images created new sentences with images
that appeared in my visual lexicon. If you view my
different images as letters in an alphabet, they were
turned into slightly different sentences, or pictures. But
their inspirations shine through.

Cinders McLeod
Visual Lexicon, various dates

Banksy
Multiple works, 2000s–2010s



COMPARATIVE WORKS

He helium
and the girl with a balloon?

The chemical symbol He: the letter "e" floats on
a string above the "H", turning chemistry into a
small, human event. Was this image —a figure
holding something aloft by a string —an
inspiration for Banksy's iconic Girl with Balloon
(2002)?

Cinders McLeod
He helium, Chemical Elements series, date as
supplied

Banksy
Girl with Balloon, 2002 • date as supplied
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Cinders McLeod was born in Toronto, and moved to Britain in 1979.
She was educated at Harrow College, London, (Film, Photography,
Television, BaHons) and Dartington College, Devon, (Art in a Social
Context, Dip HE, Distinction). During this time, Cinders was also a
singer, songwriter and doublebassist in a 2-woman band called Clea
and McLeod, which toured Britain and Europe and cut a record
(Beyond our Means) on Billy Bragg's Utility Label.

She moved from London to Scotland in 1992, where she focused on
her cartoon work and raising children. She illustrated one-offs, and
long-running columns in The Glasgow Herald, The Scotsman and
The Express. She also cartooned for The Guardian and The
Independent, and created her own political cartoon called Broomie
Law for The Glasgow Herald. A selection of these cartoons was
published by Luath Press, Edinburgh, in 2000.

Cinders moved back to Canada in 2001, and worked for The Globe
and Mail as an editorial cartoonist, then, as an art director,
cartoonist and designer. Her work was recognized by the Society of
Newspaper Design, National Magazine Awards, National
Newspaper Awards, Advertising and Design Club of Canada, and
The Guinness Book of Records. 

Cinders left The Globe and Mail in 2013, to focus on her own
projects which include a historical novel called The Index of
Bastardy, and The Moneybunny series of children’s books,
published by Penguin N.Y., which teach children about financial
literacy. The 6 books to date have become international best
sellers, published in 19 countries around the world, and reached
their millionth sale in China last year. In 2021 Cinders incorporated
her own company, Moneybunnies® Inc., and created a
Moneybunnies® board and card game.

Her current exhibition shows how Banksy was influenced by the art
she created while living in Scotland. Beyond that, her art has been
exhibited in Canada, Britain and Europe.

cindersmcleod.com
moneybunnies.com

Photo credit: Ben Samson
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Strike, 2026
Acrylic on canvas
91.44 × 121.92 cm (3 × 4 ft)
Original image: 1999
$4,000

Union Jackgate, 2026
Acrylic on canvas
91.44 × 121.92 cm (3 × 4 ft)
Original image: 1998
$4,000

Canadian Guns/2, 2026
Acrylic on canvas
91.44 × 121.92 cm (3 × 4 ft)
$4,000

Nice, 2026
Acrylic on canvas
91.44 × 121.92 cm (3 × 4 ft)
$4,000
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Women Do 66% of the World’s
Work for 10% of Its Wages, 2026
Acrylic on canvas
91.44 × 121.92 cm (3 × 4 ft)
$4,000

Debt Children, 2026
Acrylic on canvas
91.44 × 121.92 cm (3 × 4 ft)
Original image: 1999
$4,000

Creel Woman, 2026
Acrylic on canvas
91.44 × 121.92 cm (3 × 4 ft)
Original image: 1999
$4,000

Deep Sea Lovers, 2026
Acrylic on canvas
91.44 × 121.92 cm (3 × 4 ft)
Original image: 1997
$5,000

Cupid’s Bomb, 2026
Acrylic on canvas
91.44 × 121.92 cm (3 × 4 ft)
Original image: 1997
$4,000

NATO’s Dove of Peace, 2026
Acrylic on canvas
91.44 × 121.92 cm (3 × 4 ft)
Original image: 1999
$4,000

Anarchic Granny, 2026
Acrylic on canvas
91.44 × 121.92 cm (3 × 4 ft)
Original image: 1999
$4,000
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	ABOUT THE EXHIBTION
	Cinders McLeod’s images bring the contradictions of everyday life into sharp focus. Love encounters an obstacle of its own making. Domestic work becomes a question of economic power. Children expose the peculiar logic of the adult world.
	Presented online by the John B. Aird Gallery alongside McLeod’s solo exhibition at The Arts & Letters Club of Toronto, Draws the Line brings together works from different periods of her practice. Early performance and newspaper cartoons provide context for images she has revisited in recent paintings.
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	ARTIST STATEMENT
	Cinders McLeod
	What does a woman artist do when she walks into a gallery and sees her work signed by someone else?
	What does a woman artist do when she tells people about this —and they think she's mad?
	What does she do when she remembers that, 25 years ago, that particular someonehad private access to her Glasgow studio?
	What does she do when she struggled to be accepted as a political cartoonist, but that particular someonebecame famous?
	What does she do when she can't afford to help her children?
	What does she do when she sees how wealthy that particular someonehas become from this work?
	What does she do? She draws the line.



	THE
	FIVE
	TOOLS
	I once created a style, forged by five tools:
	First —my mantra: William Carlos Williams' "Nothing, (no meaning), but in things," and Garcia Marquez's "Things have a life of their own —it's simply a matter of waking up their souls."
	Second —the dull Glasgow Herald Travelling column I illustrated. I discovered that if I lay one paragraph's idea on top of another, I could create a third idea, surreal, sometimes political. This creative layering births scientific discoveries, art and humour.
	Third —that women aren't supposed to take up space. So, I learnt how to be economical in thought, word, and line.
	Fourth —that women aren't supposed to be editorial cartoonists. So, I learnt how to exist on other pages.
	Fifth —my experience as a woman, an artist, a mother, a socialist, a musician, a songwriter, a struggler.

	THE GREAT INJUSTICE
	Then came the great injustice. While I was forced to forge my style in order tohave a voice in a man's world, and I struggled to be accepted as a political thinker, then, someone, perhaps, claimed it as his own —someone called, by many, the greatest political satirist in the world today.
	No, Sir. It took me my whole life.
	Banksy has been known to quote Picasso with "Good artists copy,great artists steal." But Picasso actually said: be inspired by something, then go away, and do something new, and completely different.
	Banksy's also been known to say "Copyrights are for losers" —except when it comes to copyrighting his own work. But the salient point: it's one thing to be inspired by rich, dead, white, male artists; it's another altogether to be inspired by a living, single mother, struggling to make her money, and her mark, in a man's world.
	So, what do I want? Not to discover Banksy's identity. Like everyone else, I want value, and recognition, for my work.
	To paraphrase Susan Sontag: The world operates because of women's content and unpaid labour. The world applauds because men are positioned to be seen. Change begins when we stop accepting this imbalance as natural, andstart calling it what it is: a theft of labour, a theft of credit —a theft of truth.

	THE WORK CONTINUES
	Preparing for this exhibition has healed me on many levels. I revisited my work, and not only unapologetically brought it out in the open, butmade it big. Take up space. Fill white space with colour. Take pride in my thinking and my talents. There have been many times along my path where I was shamed for being a political woman thinker and artist in a conservative, white man's world. But the support I have had, from The Arts and Letters Club, Arnie Guha and the John B. Aird Gallery, family and other dear friends, has been a part of that healing process.
	Where will I go from here? Is this chapter ending, or beginning? I have no idea. But it's been, overall, a great book to be in.
	I'd like to express my gratitude to all those who helped make this exhibition happen: The Toronto Arts and Letters Club, Karen Wyler and Gillian Reddyhoff, The John B. Aird Gallery, Arnie Guha and Jennifer Vong; friends Mark Huebner, Andy Ross, Julian Mulock, Eva Grunfeld, and Rod Carley. Gratitude also to my publicist Chris Houston, my documentary filmmakers Amanda Handy, Tom Powers, Mark Johnston, and director Alison Duke; David Woodside, and my two loving, artistic and politically aware daughters, Anya and Diarmid.
	Cinders McLeod

	DRAWS
	THE
	LINE
	FOREWORD BY ARNIE GUHA
	An image can become familiar long before we know anything about the person who conceived it. We recognize its wit, recall its arrangement, perhaps even borrow it to express something of our own. The circumstances of its making are more easily lost. Yet someone had to imagine that particular relationship between things, and find the form through which others could see it.
	In Cinders McLeod’s Deep Sea Lovers, two figures attempt an embrace through the cumbersome apparatus of diving helmets. The equipment that allows them to breathe  also frustrates their intimacy. It is an absurd predicament, and an acutely recognizable one. We understand something of these lovers before we have been told their story.
	I find this capacity to make a relationship visible particularly compelling in McLeod’s work. A child embraces a bomb. An elderly woman prepares to bowl an explosive. A dove acquires the body of a weapon. Each image draws upon our familiarity with its constituent parts; their combination disturbs the habits through which we ordinarily understand them. Affection, leisure and the promise of peace become entangled with violence. Their humour gives us access to the predicament, and something of its discomfort remains after the joke has been understood.

	There is considerable thought in this apparent economy. McLeod’s account of her newspaper practice describes a process of bringing ideas together, sometimes from separate passages of an article, until their conjunction suggests an image. The resulting drawings carry the concerns of a woman making her living, raising children, and finding places for political expression within the pages available to her.
	And the range of that expression is important. Across performance, cartoons, illustration and painting, McLeod returns to questions of work, money, gender and authority. Domestic objects become politically articulate. Children observe

	THE
	LIFE
	OF AN IMAGE
	arrangements that adults have learnt to accept. A figure encountered in one drawing belongs to a larger imaginative world, whose vocabulary becomes increasingly apparent as we move through the collection.
	That continuity also gives substance to the question of authorship raised by this exhibition. McLeod has assembled comparisons between her work and images attributed to Banksy, and has spoken publicly about the similarities she sees. Her account asks us to consider the relationship between an image’s circulation and the recognition of its maker. The comparisons warrant attentive examination, with care for the histories and evidence accompanying each work.
	LOOKING

	CLOSELY
	For me, they also prompt a broader question: how much of an artist’s thinking do we overlook when our encounter with an image is detached from the practice that produced it? Seeing McLeod’s work together allows us to follow associations across time, to recognize recurring concerns, and to appreciate the particular intelligence through which they acquire visual form.
	Presented alongside her solo exhibition at The Arts & Letters Club of Toronto, this online exhibition extends that opportunity
	for looking. It reflects the John B. Aird Gallery’s commitment to bringing artists and their work into sustained public view, and to providing space for the questions that arise from those encounters.
	My thanks to Cinders McLeod for sharing her work and the experiences that inform it, and to everyone contributing to the exhibition and this publication. Draws the Line gives us an opportunity to attend to a substantial body of work, and to the life of thought that connects its images.
	Arnie Guha
	Executive Chair
	John B. Aird Gallery

	FINDING
	A VOICE
	McLeod’s early practice moved across performance, music and drawing. At Dartington, where she studied art in a social context, she began to connect artistic expression with the political conditions of everyday life. Women’s work and economic inequality became enduring subjects.
	Newspaper commissions subsequently gave those concerns a particular form. Working within consumer, travel, features and language columns, she developed images that could communicate within the space of a page. Her recurring character Broomie Law extended that practice through a child’s encounters with the adult world.
	The four-page sequence that follows addresses the circumstances of women working in cartooning.

	Why Are There No Women Cartoonists?
	Sequence 1 of 4, Comic strip
	Why Are There No Women Cartoonists?
	Sequence 2 of 4, Comic strip
	Why Are There No Women Cartoonists?
	Sequence 3 of 4, Comic strip
	Why Are There No Women Cartoonists?
	Sequence 4 of 4, Comic strip
	My Knitting Woman, 1984
	Performance art
	Dartington College of Arts
	HOW AN IMAGE THINKS
	In McLeod’s drawing of helium, the letter “e” floats above an “H”, held by a string. A chemical symbol has become a small event. The image makes its meaning through the behaviour of its parts.
	This capacity to give an idea a physical relationship recurs throughout her work. Objects acquire unexpected functions; familiar activities become difficult, dangerous or absurd. McLeod describes finding images by bringing separate ideas into contact, allowing their combination to suggest a further thought.
	The works gathered here invite close attention to that process. Their economy depends upon precise choices about what to include, what to leave out, and how one element changes our understanding of another.

	The image turns a chemical symbol into a small human drama: something held aloft by a string. McLeod has noted the resemblance between this drawing and a well-known street artwork from 2002. That comparison appears later in this catalogue.
	“Some of his [Banksy’s] images created new sentences with images that appeared in my visual lexicon. If you view my different images as letters in an alphabet, they were turned into slightly different sentences, or pictures. But their inspirations shine through".
	—Cinders McLeod
	POWER
	IN EVERYDAY LIFE
	McLeod approaches political life through situations we can recognize: caring for children, doing household work, managing money, encountering authority. Within these settings, the distribution of power becomes visible through gesture, scale, language and the uses of ordinary objects.
	Her children notice what adults overlook. Domestic figures carry burdens that extend beyond the home. Images of debt and wealth give material form to relationships that are often described through abstract numbers.
	Humour makes these situations available for examination. We recognize the scene, then find ourselves considering the assumptions that allow it to pass as ordinary.


	Women Do 66% of the World’s Work for 10% of Its Wages, 2026
	Acrylic on canvas
	91.44 × 121.92 cm (3 × 4 ft)
	Debt Children, 2026
	Acrylic on canvas
	91.44 × 121.92 cm (3 × 4 ft)
	Original image: 1999
	Creel Woman, 2026
	Acrylic on canvas
	91.44 × 121.92 cm (3 × 4 ft)
	Original image: 1999
	Strike, 2026
	Acrylic on canvas
	91.44 × 121.92 cm (3 × 4 ft)
	Original image: 1999
	Union Jackgate, 2026
	Acrylic on canvas
	91.44 × 121.92 cm (3 × 4 ft)
	Original image: 1998
	Canadian Guns/2, 2026
	Acrylic on canvas
	91.44 × 121.92 cm (3 × 4 ft)
	Nice, 2026
	Acrylic on canvas
	91.44 × 121.92 cm (3 × 4 ft)
	RETURNING
	TO THE IMAGE
	In her recent paintings, McLeod returns to images first developed through drawing and newspaper illustration. The change of medium brings these compositions into a different setting, where they can be encountered at the scale of a canvas and considered beyond the articles that originally accompanied them.
	The earlier publication material records one moment in each image’s history. The paintings extend that history through the artist’s continuing engagement with her own work.

	Deep Sea Lovers, 2026
	Acrylic on canvas
	91.44 × 121.92 cm (3 × 4 ft)
	Original image: 1997
	Cupid’s Bomb, 2026
	Acrylic on canvas
	91.44 × 121.92 cm (3 × 4 ft)
	Original image: 1997
	NATO’s Dove of Peace, 2026
	Acrylic on canvas
	91.44 × 121.92 cm (3 × 4 ft)
	Original image: 1999
	Anarchic Granny, 2026
	Acrylic on canvas
	91.44 × 121.92 cm (3 × 4 ft)
	Original image: 1999
	AUTHORSHIP &
	RECOGNITION
	In 2018, McLeod visited a Toronto exhibition of work attributed to Banksy. She describes recognizing similarities to several of her own images, an experience that led her to assemble the comparisons presented here.
	For McLeod, these pairings raise questions about the origins of particular images and the recognition given to their creators. Her account also describes the difficulties she encountered seeking opportunities as a woman political cartoonist.
	The following pages reproduce selected comparisons. Titles and dates follow the supplied boards and have not been independently verified. Visual similarities and the sequence of dates do not, by themselves, establish how a work was made or whether one artist had access to another’s work.

	Diving helmets obstruct the contact between embracing figures. McLeod connects her original drawing to a travel commission and to personal experience.
	Both images place an embrace around a weapon. McLeod’s Cupid and the child in Bomb Hugger give the conjunction of affection and violence different settings.
	The dove carries associations of peace into military imagery. The works differ in the way the bird’s body is transformed or protected.
	A familiar leisure activity acquires a violent object. McLeod’s single figure and the group in the comparative print share the setting of lawn bowls.
	COMPARATIVE WORKS

	Visual Lexicon
	Cinders McLeod
	Banksy
	COMPARATIVE WORKS

	He helium
	and the girl with a balloon?
	Cinders McLeod
	Banksy


	CINDERS MCLEOD
	Cinders McLeod was born in Toronto, and moved to Britain in 1979. She was educated at Harrow College, London, (Film, Photography, Television, BaHons) and Dartington College, Devon, (Art in a Social Context, Dip HE, Distinction). During this time, Cinders was also a singer, songwriter and doublebassist in a 2-woman band called Clea and McLeod, which toured Britain and Europe and cut a record (Beyond our Means) on Billy Bragg's Utility Label.
	She moved from London to Scotland in 1992, where she focused on her cartoon work and raising children. She illustrated one-offs, and long-running columns in The Glasgow Herald, The Scotsman and The Express. She also cartooned for The Guardian and The Independent, and created her own political cartoon called Broomie Law for The Glasgow Herald. A selection of these cartoons was published by Luath Press, Edinburgh, in 2000.
	Cinders moved back to Canada in 2001, and worked for The Globe and Mail as an editorial cartoonist, then, as an art director, cartoonist and designer. Her work was recognized by the Society of Newspaper Design, National Magazine Awards, National Newspaper Awards, Advertising and Design Club of Canada, and The Guinness Book of Records.
	Cinders left The Globe and Mail in 2013, to focus on her own projects which include a historical novel called The Index of Bastardy, and The Moneybunny series of children’s books, published by Penguin N.Y., which teach children about financial literacy. The 6 books to date have become international best sellers, published in 19 countries around the world, and reached their millionth sale in China last year. In 2021 Cinders incorporated her own company, Moneybunnies® Inc., and created a Moneybunnies® board and card game.
	Her current exhibition shows how Banksy was influenced by the art she created while living in Scotland. Beyond that, her art has been exhibited in Canada, Britain and Europe.
	cindersmcleod.com
	moneybunnies.com
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