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ABOUT

THE EXHIBTION

Cinders MclLeod’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.

John B. Aird Gallery
Galerie John B. Aird

JOHN B. AIRD GALLERY

The John B. Aird Gallery is a nonprofit public art gallery that has connected people and ideads
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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WHY

| AM DRAWING
THE LINE
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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.

airdgallery.org | @airdgallery


https://airdgallery.org/

Artist Statment Continued

IHE

HIVE
T00LS

| 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 @ matter of waking up their souls.’

Second —the dull Glasgow Herald Travelling column |
illustrated. | discovered that if | lay one paragraph’s idea on
top of another, | could create a third ideq, surreal, sometimes
political. This creative layering births scientific discoveries, art
and humour.

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

Fourth —that women aren't supposed to be editorial
cartoonists. So, | 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.

airdgallery.org | @airdgallery
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Artist Statment Continued

THE GREAT INJUSTICE

Then came the great injustice. While | was forced to forge my style in order tohave a voice in a man's world, and | 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 | want? Not to discover Banksy's identity. Like everyone else, | 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
lbecause 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.

airdgallery.org | @airdgallery
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Artist Statment Continued

ITHE WORK CONTINUES

Preparing for this exhibition has healed me on many levels. | 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 | was shamed for being a political woman thinker and artist in a conservative, white
man's world. But the support | 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 | go from here? Is this chapter ending, or beginning? | 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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DRAWS
IHE
LINE

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.

| 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 wedpon. 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.

airdgallery.org | @airdgallery
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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

Foreward Continued

IHE
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.
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Foreward Continued

ooking 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 MclLeod'’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 MclLeod 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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MclLeod'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.
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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.

airdgallery.org | @airdgallery
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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 o
well-known street artwork from 2002. That
comparison appears later in this catalogue.

He Helium
Drawing

He helivm




THE LEXICON OF

Those of you who have to admit that

yvou had a way of life rather than a
lifestyle can stop weeping into your beer
— lifestyle beer, of course. You may not
be privileged to enjoy a lifestyle but you
are not deprived of it. Rest assured.
Lifestyle is all around you and will
probably soon be ruling the world.

CINDERS McLEOD

“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 MclLeod

A visual vocabulary



POWER

IN EVERYDAY LIFE

MclLeod 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.

airdgallery.org | @airdgallery
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Women Do 66% of the
World’s Work for 10% of Its

Wages, 2026
Acrylic on canvas
91.44 x 121.92 cm (3 x 4 ft)




Debt Children, 2026
Acrylic on canvas

91.44 x 121.92 cm (3 x 4 ft)
Original image: 1999




Creel Woman, 2026
Acrylic on canvas

91.44 x 121.92 cm (3 x 4 ft)
Original image: 1999




Strike, 2026

Acrylic on canvas
91.44 x 121.92 cm (3 x 4 ft)
Original image: 1999




2026

Union Jackgate,

Acrylic on canvas

91.44 x 121.92 cm (3 x 4 ft)

Original image: 1998




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




Nice, 2026
Acrylic on canvas
91.44 x 121.92 cm (3 x 4 ft)




RETURNING
10" 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.

airdgallery.org | @airdgallery
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Deep Sea Lovers, 2026
Acrylic on canvas
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Cupid’s Bomb, 2026
Acrylic on canvas

91.44 x 121.92 cm (3 x 4 ft)
Original image: 1997




NATO’s Dove of Peace, 2026
Acrylic on canvas

91.44 x 121.92 cm (3 x 4 ft)
Original image: 1999




Anarchic Granny, 2026
Acrylic on canvas

91.44 x 121.92 cm (3 x 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 MclLeod, 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 ds 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
seguence of dates do not, by themselves, establish how a
work was made or whether one artist had access to
another’s work.

airdgallery.org | @airdgallery
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To walk up the

Alison Kerr
reveals the latest
on weddings under
the gods, while at
home cracks in to
some Easter treats

The Herald, Saturday, March 15, 1997

Greek aisles

Iiustration: CINDERS McLEOD

:vFORaGweddmskawithadﬁﬁmm' =
U can escape
bxmmmma home,
and get hitched with the gods as your
witnesses. To do this, simply

If you do not fancy taking the
plunge wedding-wise, you could
indulge in a totally different type of
activity at the Sani Beach Resort at
Halkil on the Greek mainland.
The resort launches its Sea World

the summer.
Passengers preferring to travel
direct from Glasgow can fly to Corfu,

on 0171 331 7070.

B PARIS is so rich with superb
restaurants you will find yourself
spoilt for choice, even if you are only
there for a short stay. The Paris Trav-
el Service can suggest some restau-

gourmet vouchers (£32 per person)
which cover an aperitif, starter, main
course, pudding, wine and coffee,
and are valid at Flo Tradition, a pop-
ular chain offering tra-
ditional French cuisine in a typical

ral':ils or cafes to suit your taste
an
Anyone booking a Paris Travel Ser- B,
vice short break can buy meal vouch- - £% K2y
ers from the company. These include nll’*'c@%_

WKies )

some bargains to be found - the only
drmhttib:iugtbntyﬂumm

This rate includes full English
breakfast, VAT, and is subject to

A two-night break at Roland
House, situated two minutes’ walk

Paris atmosphere. from the Natural History Museum, availability. Guests staying in the the port of Til
Touristique vouchers cost £12 per costs £161 per adult and includes hotel on Easter Day 30)willbe in Essex.
pemns,n:llcanbensedinnselecﬂnn return rail travel from Edinburgh treated to a gift of an egg. For £329 per person you can enjoy a

by
or Gluiow. Up to two children
under the age of 15 years are
accommodated free when sharing
their parents’ apartment.

ing bargain prices on holidays to such
exotic destinations as Egypt, Barba-
(£27) are for use in a superior class of  dos and Anti
restaurant

For more information, up a
copy of the Paris Travel Service
brochure at your travel agent, or call
the PTS on 01992 456000.

your eyes . . . use if your local
travel agent's is a branch of A T Mays,
you will probably find the staff wear-
ing grass skirts and preparing to

itigua.
t and menus com of Also, the bargain-hunter who
courses: aperi

dances lowest under the limbo pole,
in a competition being organised,
will win a European city break for
two. So shimmy on down to your
nearest branch.

W FOR an Easter break that does not
involve going too far afield, the Lon-
don Travel Service suggests self-
centrally apartmen are
ideal for families who like a bit of
space and are happy to self-cater.

For more information contact
the London Travel Service on
01992 456177.

W IF you fancy splashing out this
Easter, then crack your eggs in style
at London's Athenaeum Hotel &

Mhsmlls.' 's mmurané
Bulloc is a popular place
For more information or to make a
reservation call Becky Evans of the
Athenaeum on 0171 470 3377 and quote
“Easter package”.

B CRUISE-AHOLICS should check
out the selection of CTC Cruise Lines
cruises on offer at ARTAC World-
Choice travel agents, where there are
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COVER ART FOR BLURCD

Diving helmets obstruct the contact between embracing figures. McLeod connects her original drawing to a
travel commission and to personal experience.



ditionally, June is marriage month.
I It is fitting, then, that the press has
directed our minds so often recently to
topics matrimonial. There has been yet
another attempt to renew our interest in
the old Charles/Camilla chestnut will
they/won’t they, should they/shouldn’t
they/does anyone out there really care?
Then there is the ongoing and seemingly
endless dispute over Section 28: should the
revised wording refer to marriage or not?
I fear that by now many people have quite
lost the plot on this whole issue, having
never recovered from the finer points of
the guidelines/guidance distinction.

What do we think of marriage outside
these topics? Divorce figures are on the up
and up and yet more people than ever
seem to be opting for the white wedding
with all the trimmings, including the kilt-
clad groom, the carefully-chosen, pretty
church that looks so well in the wedding
photographs and the over-priced hotel
function suite. A sign of optimism indeed

. but a trawl through the many books of

quotations on sale today leaves the reader
with a less rosy view of marriage.

Our own Robert Louis Stevenson is one
of those who challenges the happy-ever-
after concept of marriage when in
Virginibus Puerisque he writes: “Marriage
is like life in that it is a field of battle and
not a bed of roses.” This conmection
between fighting and marriage is a
common theme. Both twentieth-century
French writer Jean Rostand and US
dramatist Thornton Wilder seem to accept

present sense

marrage

that you can’t have one without the other
and even try to look on the bright side of
this inevitability. Rostand writes a
married couple are well-suited when both
partners feel the need for a quarrel at the
same time and Wilder comments: “The
best part of married life is the fights. The
rest is merely so-and-so.” An anonymous
saying, supposedly of Mexican origin,
finds even more comfort in the association
of battle and matrimony, describing
marriage as the only war where one is
allowed to sleep with the enemy.
Marriage as a form of incarceration is
another common theme. The sixteenth-
century essayist Montaigne viewed it thus:
“Marriage is like a cage; one sees the birds
outside desperate to get in and those inside
equally desperate to get out.” Jonathon
Swift, Anglo-Irish satirist and author of
Gulliver’s Travels, shared this idea, writing

in Thoughts on Various Subjects: “The
reason why so few marriages are happy is
because young ladies spend all their time
in making nets, not in making cages. New
brides be warned! Sign up for cage-
making classes today. .

A prison is amnother form of
confinement which some people comnect
with matrimony and this prompted the
remark in director King Vidor’s film The
Crowd (1928): “Marriage isn’t a word; it’s
a sentence.”

Much the same sentiment was behind
both Mae West’s comment: “Marriage is a
great institution but I’m not ready for an
institution yet.” And Grouche Marx’s
“Marriage is an institution but who wants
to live in an institution?”

A considerable number of our literary
icons have seen fit to pass cynical remarks
on the married condition. Diarist Samuel
Pepys was moved to write in his diary of
Christmas Day 1665: “Strange to say what
delight we married people have to see
these poor fools decoyed into our
condition. So that’s the real reason for so
much champagne being consumed at
wedding receptions!

Some encouragement for aspiring
brides and grooms might be had from
Billy Connolly’s oft-quoted remark:
“Marriage is a wonderful invention.” Alas,
he followed it up with: “But, then again,
so’s a bicycle repair kit.”

Betty Kirkpatrick
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CUPID’S BOMB,
THE GLASGOW HERALD,
#130 WORD OF THE WEEK: MARRIAGE

Both images place an embrace around a weapon. MclLeod’s Cupid and the child in Bomb Hugger give the conjunction of affection and violence

different settings.
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Bot we & have a sboct time of rospie and
for m while sovmod 60 be biving 10 2 boenb-froe
rone. This wan pever troe of oor bagaage,
lke torronnt proups, o frogueontly relses Quile
beavily ca usssg the word boesb o belp it
makie mts point.

Boeshs are sources of destrction and,
althoagh they can be reganded as 2 mecessary
el in certain wtaatioas, mont Of us woekd
peofr pever 80 hane amything to do with tem.
Language 15 mote ambevaleat adout the
coacopd of bomb than we are. It wses it bodh in

a complimentary way and m a cntcal o

CodOmaNry Way.

The verb 1 bomb, especully = the phrase
bomb sboeg, o ropularty, of mformally, ued o
Soscnibe a vehiche which is moning sesocdhly
and rapedly aloag a toadway, _

It can alwo be wxod 2 3 poron who is

oMb

monving in the same way, whothor bebind the
wheel of on foot, asd of a veeture of
organiation which is porforming particularly
well O the odher husd, the verb 85 bomb can
alio b wod 1 doscriptions of a vesture which
s porformeng aerythang bot well.

Take a plry oc 2 fidem which Gl 60 bve up
0 Ws exponsive, proqun bype and bas e
penters styying sway n droves. We can say e
Boppod bet froquendly we borrow a shag
expeesison froen our Amenican couming and iy
that ot boenbed.

There is also » degroe of ambivalence about
the powa, “The new car is poing ke a bomb,.™
we parr widh pleacsre — until i beeakt down

o8 the modorway oo s et keg pourncy
aaxd the sirmalls 1 also used of vestures whach
are copoymng 3 ne of moocn Excoptioaal
sccess ofin mornits the phrase po doam a
bomb, akbouth i can Caune cvafaoa b
those ot ca their linguistic toes. If &
povernacnt peoposal i well recenad it pocs
domn a boab, if it is not, Bowever, it bomba.
Sampie, if Wlloghcal

“1 wouddnt dream of shoppeng thre,” we
sy Boftully — " chothes cont i Boesh™. We are

of course, 0 e amsociatica of

Boend with exocbitance and 1 cur cwn dislike
of squandenag - of rather cur own mabeity 10
Be s & ponitson 8 do 80,

There can be a tooch of ooy as well as of

the moral high ground in the conncctica we .

make betwoon Bigh cont and boemb. =1 bet she
pabd 3 bomd for that™ we sy 88 soec0ee

ghades chepanely by 5 a deoss we woald die for

- although she may well have " fora
soag M 3 chanty shop,

Eavy, evon malice, bot mrcly pleasare are
froquently cur motnatons whia we like the
Bagh kovel of somooee’s carnings of peofitio a
Boend. [1s & fenery thing, bet it abwayy other
povple who make a bomd fuscolly. We

alwarys socen 1> make » pittance - aad hath oa

3 jood day,

Bomds, then, always play 8 fairly major
rede a the language. They have a night 10 a
place in the dictionary. It's just 3 pity they
doa't stay there, Y5

Rattv Kirk nndrie
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ARMORED DOVE
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NATO’S DOVE OF PEACE,
THE GLASGOW HERALD,
#82 WORD OF THE WEEK: BOMB

The dove carries associations of peace into military imagery. The works differ in the way the bird’s body is transformed or protected.
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ANARCHIC GRANNY,
THE GLASGOW HERALD,
#97 WORD OF THE WEEK: TURF

A familiar leisure activity acquires a violent object.
MclLeod'’s single figure and the group in the
comparative print share the setting of lawn bowls.
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hyphen is derived from Greek hyphen,
\lmhrlummhﬂﬂimlﬂlﬂ
\ link between clements of words in certain
mwaammﬂmmm;
of clements at the end of a line when it cannot
accommodate the whole word.

In the days when printers were a powerful
force in the land much emphasis was placed on
the importance of putting such » hyphen,
km-uabmkw!-,hucmm
Spelling guides often listed correct work
breaks as well as correct spelling. The
traditional aim was to distract the rapd reader
as little as possible.

Even then there were some problems.
Although words were meant to be split at
natural breaks, there was dissension as to
where these were. American English tended to
faveur a break based on sound or phonetics,
British English a break based on structure or

morphology.

Now hyphen problems have not so much
been solved as ignored. A mixture of modern
slapdashness and the fruits of modern

mmmw&mlﬂ.mw&

bat-hroom and worse. The average
mmwpmnnmm
cater for the sensibilitics of the rapid reader.
The other kind of hyphen — known as a hard
hyphen and used to separate the clements of
certain compounds — fares no better in this
modern world. To be fair, there appears to have

‘¢ are very familiar with turf, whether

indoors or out. It nxay just be a bit of grass

with some s0il and odds and ends of roots

attached to it but it is frequently associated

with the icon sport, and that makes it
special. Switch on the TV and there will be yards of turf in
view — golfers knocking humps out of it in an effort to hit a
small white ball, footballers charging along it in pursuit of a
larger ball.

Tmﬂowhmhmnmmcdmlhluﬁn
horse meing. So close is the connection that the practice of
racing is known as the furf, owing its origin to the fact that a
course where racing takes place took on the name of turf in the
mid-eighteenth century. Thus we have turfien. and doubtless
turfwomen, people who are professionally associated with
horse racing — owners, trainers and the like.

Then we have the turf accountant. This is one of the most
grandiose and Iudicrous examples of British snobbery. The
Americans will have none of it and call the person so
designated a bookmaker. Most of us do as well - when we are
nod calling him a bookie,

Now people who are at the receiving end of bets ase rarely
paupers and may aspire to social status. The problem with the
word bookie is that it conveys a distinet lack of respectability.
It suggests surreptitious deals at street comers, loud checked
suits, and a hint of rather dishonest ripping off. Turf
accountant, on the other hand, suggests formal high street
premises, restrained dressing such as might grace Ascot and a
hint of completely above board ripping off. Bookmaker lies
somewhere in between.

Turf has long had an association with royalty, given their
predilection for horse racing. Now it is going rather down-
market to mix with the supposed real rulers of the land, the

Our military involvement with Kosovo is over and Robin
Cook has not yet had time fo st one up elsewhere. Theres
nothing like a good international war (o take people’s minds
off domestic issies but for the moment we shall have to settle

conflict between our First Minister and our Secretary of State.
P llowed the herd. Whatever

turf

oy Betty Kirkpatrick

the reason, most of us have now heard of trf war, although are
a bit hazy about its

As i obvious from the reports of the political conflict which
it is being used to describe, arfl war is a batile to preserve
supremacy over a particular territory or sphere of influence,
rather than one in which opponents shy lumps of turf at each
other — although it may come to that. The expression owes its
existence to the fact that twrf 15 a twentieth-century
colloquialism for a person’s home area or personal territory.

In the 19505, especially in the US, this took on a more
specific meaning and was applied to the area which was
controlled by a particular juvenile street gang. A gang wishing
1o extend its empire would try to gain ascendancy over another
gang’s turf — a bit like politicians really, but less juvenile.

In time the gangs of youths became less important turf. [t
extended its meaning in the 1960% to describe the particular
liawumemﬁuldﬁmu
member of the crimi
mmmarmmmwmﬂwmmnﬂ-
person’s area of activity or influence.

There we have it, then. Rivals engaged in a turf war are
fighting their corner 10 hold on 10 their territory or power. [t isa
pity that turf war suggests a cabbage patch rather than a corridor
of power, but there it is. Turf war is having its moment of glory,
and could, like political in-fighting, rmn and run, But if | were 2
politician | think | would quit worrying about it and tum my
attention to another expression of the turf. Turf out. [
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BOMB MIDDLE ENGLAND,
SILKSCREEN
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ROBOT WITH BOX-HEAD
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TRIDENT CLOWN, THE HERALD SKETCHES FORANTI TRIDENT MISSILE GROUP BOMB GIRLS
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millennium countdown: week 26 e

Iphabetical arder is aften unfair
who come at the emd of it This

wnlikely to encownter in your workadsmy life.
The feviive seasom will find many dusting dows

in a word
Betty Kirkpatrick

soup

estaurants and cooked food outlets are

POPping up 3t an amazing rate, in the citics at

Beast_Is anyome out there stll cooking? Or bas

the culimary st become simply something 1o

watch om elevision. The lsess catcring trend
i the soup bar. Alrcady, we ane tokd this has taken
London by storm and there are plans afocd to move it
north. According to a spokesperson from a soup
ompasy, Edsnburgh has been selected as a likely vemac
becase it is “a hip and happening city” and “it’s alsn
very cold™

1 woshd imagine that soup bars will do very well. We
harve all gronws i 50 bcfieve: that soup s highly nutritious
s 500 people will think that a quick visi 10 3 soup bar
will da them no end of good. Soup is casy to comsume
s dosbiless soup bars will dispense it in candboand
cups 50 that it can be eaiem on the hoof, Speed i all in
his mcdern age.

Soup is a kind of comfoet food On 3 winter's day
here's mothing Nk a fow spoonfals of piping bot s
you must have noticed how everything hot has o be
piping these days ~ 1o bring warmth to the whole body
and a feeling of well-being to the spirit. Somehow cold
soups have ncver caught oa in the sme way - bt then in
this country by (he time you have chilled the garpacho
the sun s likely to have gome hekind a rain cloud.

There are several other kinds of comfor food,
chocolate, ice cream and chips being obvious examples.
TBut these have 3 disadvastage whach soup is thought not
10 share. They frequently bring on guilt tigs becaise of
their high fat or calorie costent Given soupls
aforemensioned nutritions] repusation, fiow prople fexd
bad sbout cating soup of even oves-indulging in it
Comafort food without the guili, that’s the theary
abthough actally some packaged soups have a bigh salt
and additive conlenl

The word soup is derived from Fremch soupe and
emtered the English language s the sevesteenth century.
Like its English cousin the sop, sowpe origmally referred
108 paece of bread soaked in liqusd, and indeed it had its
origins in the Latin verh suppare. o scak. A common
way to make such sops was to place them in the botiom
of a bowl and pour beoth aver ibem. [n time the word
sowpe came 10 mean the broth rather than the soaked
beead and it was in this sense that English first

acuired soup.

Soup has the advantage that it can be made from just
about amything — meat, fish of a wide variety of
vegetables  boiled in stock or water with seasoming and
large quantities can be made for very ke moncy.
although | doubt that this fisct will be obvious from soup
bar prices. It was for a Jong time the staple diet of those
whes bad very Hitle to lrve oa. When all else failed it was
wsually possible 10 scrape together a fow vegetables of
some kind cven if these were past their first flush
af freshness

Nowadays, prople are less likely to make their own

very epitome of
1 of the twentieth

people whose surnames begin with letters  the Scrabble board asd preparisg to do linguistic soup, howeves cheap and casy the process can be, and we kg
in the lower alphabetical reaches, especially  batile with the family. If you have time to spare sy lay the ultimate blame for this at the doot of 0be
during thelr schooldays, and true of the leiters of  frem rushing round retail outlets you could »dd Sicolas Appert, & French coafectioner. Used to boiling s,
the alphabet themschves. Take a book ot the 10 your chamees of winalsg by committing to sugar 10 pake his sweets, be hit upon the idea of using a ephemerality.
average dictlenary and compare the space  memsory 3 few rare Z words. How about zinke, an sisnilar peocess 1o ssevilise perishable foods and in 1795 have impeccable
alltted 1o the last three letters of the algl old instrument like the corset, ramjs, an he came up with the principle of canning. He criginally Iy when they
with that alloticd 1o the first thres. irvigating canal in South Amcrica, zck, an inmate used jars which he beaied by boiling and sealed, but these ¥

the letier Z, alibough X often comes off even

of  labour camp in she former USSR or zurf, an
ermamental holder for a bot coflee cap?

were later replaced by cankstors mads of tin plaic which
became known as cans. The firs canning factory in

reral language

werse. Only those dictionaries, such s Chambars 7 words would be even thinner on the ground Baitsin was opened in Bermondsey in London im 1811 ess, always o
English Dicrienary; which add samsc icimg on the  were it not for mwedern stang - silch for zero, zap e ure, reached new
word purzlers, give Z much i meamisg 10 strike or oblsterate or o move rapid soup rather than slve over a bot soup pot. suil” b 2
ettt mﬂu of e ik eeth e zapper. the hdhw::nb: As you know, we art sepposed to be well on our way 605 This was as bt has been extremely high-profile recently. It
e achvantsgeof am TV channel e T there's zomked, 1o becoming a classless society and soup may become the 1 other things, has been made front-page news by ralnwlgn_ls
excepiionally high score in Scrabble asd some  origiaally meaning ar drunk, now also great leveller, Dotk rich and poor may sow be served Tacked i demonstraling 0. try th perssade wealthler
dictionary publishers have eapitalised on this by — which is what | am a8 the lnguisiic scoap i the sticets — the rich at the soup bar and e poos et o et s o o

including some Z wards i

it you are very

exh
millennium countdown draws to a close.

at the more traditiosal soup kitchen.

45

a with which te
ir statements.
1ere is nothing
oloi getting to

grips with specialist vocabulary.
Indeed, this could be said to broaden
their horizons. [t was the motive
which was unfortunate —a
pretentious desire to sound clever and
‘well informed, and to be one up on

ome’s listemers.

The decades of the second half of
the twentieth century were essentially
decades of fashions and fads. We just
had to be in the swim. As soon as.
someone heard a buzzword it was on
his/her lips the next minute, This was
fitting as the meaning of buzz is
excitement, with overtones of its other
meaning, of talk or gossip,

Buzzwords spread as quickly as
gossip = and fortunately are often as
ephemeral. Alas, their meaning tends
to get distorted as they spread. A

classic example is bottom line.

accountancy this is the indicator of
profit or loss, but it soon acquired as
many meanings as the average person
has had hot dinners — including the
final outcome, the most important
point, the basic characteristic and,
fittingly, the last straw,

Confusion subsequently reigned. No
wonder the buzzword in the carly
1980s facctiously became known as

the fuzzword.

by ‘Third World countries. Many people, although
sympathetic to the plight of the Third World, did not need the
subject of debt 1o be brought 1o their attention. Thoughts of it
are always with them.

Debt is a censorious kind of word and getting into debt a
shameful act. It is frequently the subject of day time audicnce-
participation TV shows of the Kilroy genre. Such programmes
allow the debi-ridden to give intimate details of their sorry
state, and the solvent to take the highest of moral high grounds

How on earth is it possible for an unemployed woman to be
in debd 1o the tune of £50 just because she has been deserted and
is bringing up five children on her own? She must be a very
poor manager indeed and should be told to save up for what she
needs, rather than borrow. Is it strictly necessary for her
children to cat every day?

To be in debt is to owe money to someone, debt having its
origins in Latin debita, plural of debirum, that which is owed.
Debita passed into old French as dette and entered the English
language in this form in the thineenth century before reverting
to the more Latinised form defre in the sixteenth century.

But if debt is simply something owed why does it cause such
a shock! horror! reaction? Very few of us are in the fortunate
position of not owing any money. Just think of that slightly
over-the-top morigage that was oh so templing now that interest
rates are so low,

Ah well, it’s not so much the state itself as what you call it.
The underclass and the rest of the undeserving poor are in debt
if they owe money. The rest of us are simply taking advantage
of the credit facil available to us.

Using such ever‘expanding facilities, of course, puts us in
debt, but we prefer to avoid this rather coarse term. Much better
to regard this as paying by credit card or putting things on the
plastic. Credit cards cannol be viewed in the same way as debt,
<can they? They're simply a convenient way of paying.

We live in a completely credit-based culture. Mot to have a
credit card is to be regarded as some kind of social outcast and

vy Betty Kirkpatrick

it is quite difficult to function in the modern world. Facilities
wken for granted by credit card holders are denied those
without plastic ~ booking cinema tickels, or organising rail
travel by phone, for example. Why, then, are we 5o censorious
about debu?

A huge proportion of the junk mail that thuds relentlessly
through the letterbox is aimed at getting us into a situation in
which we owe money. Of course, banks are too smart to send
messages saying: “Gel over your cars in debt with us 5o that we
can make a huge profit’” Rather, they send tempting leaflets
inviting us 1o take out a totally painless, personal loan at a
posilively give-away rate.

‘The poor may often be in delst but it is extremely difficult for
them to obiain credit as others know it. The offer of credit
facilities ofien carries the magic words “subject to status” — or
words to that effect — and it is of the very essence of the
underclass to be devoid of status.

Such a statement is, of course, meant 1o restrict the advancing
of credit 1o those who are likely to be in a position to pay it
back. The system does ot always work., but the affluent classes
can always slip gracefully into bankruptcy — and start again.

The poor have to find ways round their credit ban. Some
traditional avenues are now closed to them ~ the owners of the
local convenience store do not give tick and the smart theme
tavern will not be following the old spit 'n’ sawdust’s custom of
putting drinks on the slate.

But there’s always the loan shark, a money lender who
«charges even more than the bank, and gets even nastier when
payments are overdue. Come to think of it, that's probably how
the Third World views the West.
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SOUP BOY
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BROOMIE LAW: MY LONGSTANDING HERALD CARTOON
MAYBE NOT AN IDENTICAL CHARACTER, BUT WHO ELSE WAS DRAWING A FEISTY, FEMALE,
FIVE YEAR OLD STREET URCHIN/HEROINE IN THE LATE NINETIES IN SCOTLAND?
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Chair, Magna International Inc.
TOTAL DIRECT COMPENSATION: $52.1 million
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As I once said, of being in a two-woman band, we only “rent” the stage. We never own it. When I worked at the Globe and
Mail, and lost the position of temporary political cartoonist, (when the male cartoonist returned), I was hired as a page
designer. The Art Director of the Report on Business Magazine at that time, believed in my cartoon work and asked me to
do caricatures of the top ten earners in Canada. I drew Frank Stronach amongst others. I was a runner up for a National
Magazine Award on the strength of my caricatures. But meanwhile, allegedly, a certain Frank Stronach called up the Globe's
publisher and complained about my caricature of him. I never got another caricature job at The Globe and Mail. That’s the

same Stronach who is in the news just now for being a sexual predator and worse. Boys’ networks hurt women on many levels.

THE TOP 1000 COMPENSATION

Canada’s 10 highest-paid execs

A caricaturist’s take on last year’s biggest earners By Cinders McLeod
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g @OFRANK ENGEN
> STRoONACLH Pres. & CED, Alcan Inc. }

‘TOTAL DIRECT COMPENSATION: § 17.5 million

Chair, Magna International Inc.
-} | TOTAL DIRECT COMPENSATION: S52.1 millicn
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Source: Mercer Fi Consuhing, For complete listings, see page 147
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Former Chair & CED, BCE Inc.
TOTAL DIRECT COMPENSATION: $11.8 million
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Pres. & CEQ, OLT Inc.
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Pres. & CEO, Manulife Financial Corp.
TOTAL DIRECT COMPENSATION: $ 10.3 million
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Pres. & CEO, Royal Group Tech, Ltd.
TOTAL DIRECT COMPERSATION: $ 10.6 million
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be privileged to enjoy a lifestyle but yvou

w are not deprived of it. Rest assured.

Ll Lifestyle is all around you and will
probably soon be ruling the world.

! i'tl: [ i . ] &
s - X N P A A I 1 . s m ) o
u Those of you who have to admit that

vou had a way of life rather than a N . '

lifestyle can stop weeping into your beer # o\ ¥ "Tr.

— lifestyle beer, of course. You may not | g R0 Hle )
ket LIS
3 ..,,:_'_1 4 g ! Im." ol 1]

7 ainseeans () ) (e BRSO Some of his images created new sentences with images
2 | > & | ”' 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 MclLeod
Visual Lexicon, various dates

Banksy
Multiple works, 2000s—2010s
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He helium

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 MclLeod
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

airdgallery.org | @airdgallery
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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 x 4 ft)
$4,000

Debt Children, 2026
Acrylic on canvas

91.44 x 121.92 cm (3 x 4 ft)
Original image: 1999
$4,000

Creel Woman, 2026
Acrylic on canvas

91.44 % 121.92 cm (3 x 4 ft)
Original image: 1999
$4,000

Strike, 2026

Acrylic on canvas

91.44 x 121.92 cm (3 x 4 ft)
Original image: 1999
$4,000

Union Jackgate, 2026
Acrylic on canvas

91.44 x 121.92 cm (3 x 4 ft)
Original image: 1998
$4,000

Canadian Guns/2, 2026
Acrylic on canvas

91.44 % 121.92 cm (3 x 4 ft)
$4,000

Nice, 2026

Acrylic on canvas

91.44 x 121.92 cm (3 x 4 ft)
$4,000

Deep Sea Lovers, 2026
Acrylic on canvas

91.44 x 121.92 cm (3 x 4 ft)
Original image: 1997
$5,000

Cupid’s Bomb, 2026
Acrylic on canvas

91.44 % 121.92 cm (3 x 4 ft)
Original image: 1997
$4,000

NATO’s Dove of Peace, 2026
Acrylic on canvas

91.44 % 121.92 cm (3 x 4 ft)
Original image: 1999

$4,000

Anarchic Granny, 2026
Acrylic on canvas

91.44 x121.92 cm (3 x 4 ft)
Original image: 1999
$4,000
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An online exhibition accompanying the sclo exhibition at The Arts & Letters Club of Toronto.

John B. Aird Gallery
Galerie John B. Aird
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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.
	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.
	JOHN B. AIRD GALLERY
	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.


	WHY
	I AM DRAWING
	THE LINE
	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
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	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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