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Kelly Holmes: Infinite 
Subjectivities//Finite 
Expressions
 

Nathan Clark

From the start of our interview, I am immediately drawn to Kelly 

Holmes’ descriptions of human existence and the universality of 

love and death—“as kitschy and silly as that may sound,” she says 

with a laugh. Our interview then transitions into spontaneous 

dialogue, complete with dynamic gestures and reciprocal laughs. 

Her passion resonates through her words, and I quickly realize 

that she is an artist of the moment, as she shows me pictures of 

her oil paintings and favourite artworks between questions. The 

interview is now a fleeting moment, but one which continues to 

echo vividly as I strive to structure it. 

Holmes has always communicated with the visual. She 

began with copying from picture books at an early age; later, at ten 

years old, continued to develop her skills through an oil painting 

mentorship in her hometown of Calgary. There, she learned a lot 

about colour theory, strengthening what she sees as her natural 

ability. During her studies at UBC she became frustrated with the 

limitations of painting, and began shifting away from the medium 

last year: “I don’t want to make nice art, I want to make honest 

art,” she states. Since then, Holmes has focused on the honesty 

of the ephemeral moment, looking at the complexities within the 

beauty life has to offer, “which isn’t always nice.” 

Holmes’ temporal works reflect her encounters with 

immediacy. She draws from her passion for documentaries and the 

cinematic, traces of which still resonate within her performance. 

She doesn’t get lost in research—she describes her artistic process 

as “[when] I have this fantastic idea, I just have to do it [...] Goals 

frustrate me inside.” Human experience is her medium, bodily 

traces her brush. Holmes’ primary inspiration comes from the hand, 

which, like the face, is a unique extension of human identity. She 

explains with enthusiasm how the “basics of touching as a human 

component [are] so beautiful and caring [through their] ability to 

portray generosity.”  She describes how the creative process of 

My Mother’s Hands strengthened her relationship with her mother. 

Holmes explores life’s intimate moments through performative 

gestures to extend beyond the medium and interact with the 

viewer.

In early January 2018, Holmes’ work was shown at Wil 

Aballe Art Projects. Titled Finite Appearances, the exhibition was 

inspired by Sartre’s statement that “life is an infinite array of finite 

occurrences.” This spoke directly to Holmes, who immediately 

expanded upon it by claiming “life is infinite, but it is constantly 

changing [with] finite moments that are ephemeral, which are 

constantly dying and reincarnated.” This quote struck me, as it is 

the thread which binds her works together: they are the “fragments 

of moments” between living and dying which we all experience. 

Her works are tied materially, not spatially, explaining her use of 

plaster, soap, and even her own body. In My Mother’s Hands, soap 

reflects ephemerality and transformation through her use of the 

cast hands within her own daily ritual. Soap thus reflects the time-

immemorial tradition of nurturing and beautifying as it degrades 
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Navels, plaster sculpture, 2017. Photographed by Arsebel Gancena. Navels, plaster sculpture, 2017. Photographed by Arsebel Gancena.
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and washes away. It “marks the idea of civilization,” she argues; 

that is, that “[i]n all aspects of life [...] there’s a sacrifice that you 

have to make.” Meaning is thus sacrificial, as are the ingredients 

of soap: animal glycerin, lye (ashes)—these sacrifices become 

ritualistic through preparation and use. Although tragic, Holmes 

sees motherhood in this way: sacrifice brings about beauty, even 

through “basic things like time.” 

Through her honesty with materiality, she takes these 

commonalities and documents them to legitimize their authentic 

existence. Navels—multiple belly buttons cast in plaster— 

explores the tragedies of lost moments. Plaster “in its permanence 

appears as ruin,” its presence a haphazard pile on the floor. 

Analogous with this feeling of loss, the teabox casts used to 

create the work would warp with use, and thus become imperfect, 

like every shared, lost past moment. What is within the pile is 

beyond the mind; instead, it relates with—and amongst—bodies.

Holmes sees performance as a reflection of those 

repetitious moments of vulnerability we all share. The performance 

Snow Angel continues this exploration through the body as 

indexical. She sees these traces as stamps that “[leave] something 

behind; a legacy, if you will.” The indent’s desire to erode the snow 

was met with resistance, leading to a tragic sacrifice of blood 

and pain as Holmes strived to leave her trace. She explains the 

religious connotations as I related her performance to stigmata. 

Religion has always fascinated her: although coming from a secular 

household, she frequently attended Bible Camp with an Anglican 

friend. Snow Angel thus explores how “religion is not influential in 

the healthiest of ways,” drawing from the universal of constantly 

trying to seek answers to questions about life and death. After the 

performance left her with frostbite and deep lacerations, Holmes 

is still trying to make sense of it all, documenting her scarring and 

letting “it all sink in.” Trauma became the artist’s intimate moment, 

where resistance and desire converge in time. Will we ever have 

an answer before the end, or will we remain forever traumatized 

toward the unknown?

Holmes’ continuance with temporal traces thus seek to 

perform a dialogue with the viewer who asks, “Where am I in this 

world?” Her works encapsulate ephemeral moments to try and 

“figure it all out.” Snow Angel combined trauma with escapism, for 

as she stared toward the ceiling, she witnessed a simultaneous 

entrapment and limitless heaven. This dialectic between freedom 

and isolation is found through commonality; the works relate 

not to the space, but the human corporeal experience. She 

continues to visually communicate questions—after all, she 

posits, “Who doesn’t love a mystery?” Our interview left me with 

more questions, and as I sought for deeper connections with her 

Snow Angel, video stills, documentation of performance, 

2017. Images provided by Holmes.

works, they resisted. The ambiguity I felt left me unsatisfied, yet 

curious: through her desire to mirror common experiences, she 

simultaneously exposes and erases her own experience in order to 

seek out the universality of daily ritual. The desire to find meaning 

is what relates us to one another: so, what is your most intimate 

moment?

Nathan Clark’s interview with the artist took place on January 26, 

2018. 
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