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abstract

My creative research isctiVaTedoy the enTANgledintersection of weaving and painting practices, corporeal feminisms and new
materialisms. My research and making process seekutose TTledestabiliSeand disown existing knowledge by LEArningto
unLEArn dedisciplining genres andlestabiliSinggendered expectations.

| dediscipline the Western genre of painting through introducing weaving as a form of paintipdREclaimingpainting as a

feminist material practice that uses objects ancbloursto make paintlike marks in threedimensional space. Longtigmatised

AT A AAT EOOI AA AO OceleBRAtdwWeaDIngas ayduidiyh feminire mau® & drdative making in which iterative

AOAAOGEOA DPOAAOGEAAOI ROAADACOPABAROHEDT ODick ®ER AT AUh AOAAOEI ¢ AAITTT1CEITC
The gestures of mysedimeNTedbody andenTANgledlife experiences are imprinted as autographic traces into theteNSe

encrustedenTANgledforms | make, which | caleXe, or eNTANgleeembodiments/embodie@nTANglements
My selfhood gets madeunmaderemade in their making. Through mgctiVitiesthat make-unmakeL EArrunLEArndisrupT-
arrangerearrange, | challenge expectations and gendered impositions placed on me from theltiplE life roles | take on, as well

as flattened representations and identity markers. My research process is a return to forms of knowledge produced from and by

the body. The viewer experiences (rather than simply seee}(e as an emotive omuraticvisceral bodily encounter, and through
them, becomesimmeRSedn aperforMance of intenSEcreative labour andsedimeNTedife experiences.
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at the core
is an
uncomfortable tension
a pullingstraining-stressingagitation
anunseTTledness

ateeTeringinstability
between chaos and organisation
grounded yetexPAnding
cOexisting

multiplE meanings almost get captured
but flit away
Escaping
always the Fugitive

ahumblinGz aceleBRatimy
a claimingz aREclaiming
anuncontaining

make-unmakEcreatEdIsrupT-LEArnunLEArnarrangErearrangE

shadows and light creatgpaT Ternghrough my forms
illumiNaTing yet escaping vision
seeing yet not
beads
visceral, fleshy and bodily

catching the light
holding the light
mOvinginto the light
mOvinginto the limelight

light bouncing off faceted surfaces
with a deeply mesmeric layeretbminoSity
ShiMMerlIngglitter, SParRkl€eTinsel and flecks of Gold leaf
an
exubeRANt ebullient overthe-topness

like playing dresaup, grabbing sequins to go dancing, costume parties
beads, like how my motheindaw wore trinket jewellery and artificial pearls

how does an outsider become aimsider? how to gain belonging?
| had to find a way tosParKLEI had to shine
whose approval did | see? and why?

UnseTTlingsurfaces
activVaTinghe forms with
aliveLiNess

ZY

Penny Siopis

(1997:55)
foregrounds

OOEA EAAA

the fugitive
Z that which
cannot be
fixed, which
cannot be
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o~ S . AAREAAOE OAI I 1 Ol OOAE AO xI11 Al |

Al 41 . Chdaboi AEET ¢ OAOADPO AT A |01 AATA AOGAOUAAU AIAAGAI BOA | MDEGBAED  OEAMBDE) |

<1 OE xEOEN [ 1AOREEAIGD Al IOEA DPEUOCEAAI 11 AAGET ElTAAEADADOOAEONGAG EAEAAS 4EAU A

OEA "AC &AAOI OU 1 OOEOO 300AET O ET . AxOi xih *i EAREABAGAICEDYAT ERAGING] AOR O
OADOOOAO EMEI ADBADEDBOUEAA AGDPAOEA] AAOG Al A OEI SAAFIA DAY ARHBIRAGUE O CAT AAO
xAAOA xEOE 1 AN A0 kADDOKAAT® ADl GEBO A0 EOACOCEDTL SHOEPPINHAID®MEALOACL — =
o o AN R o o e 2 o8 A= N2 oA A OAOEAO i AAAO 1 U OEl COl AOEOU A
AOAAOEOA DPOAAOETAPY E | 31 OOE ! AOEAA EI AEAEEAOAT AA E1 O1 Eix 1 U O REAI &EA
~ e g o R oo ; _ 1T EEA CATAAOh CAT COAPEU AT A CAT A0/
aeh Mbdile. EOERCOOOPOEOETI CIl U ADPO xAU jGReEAAADAGE AB ADOUAEETE A

- U OF 1TAICO B0 Gx E EACAOOEOOC* Ax COOOAAT OCAAOCEOAOALT @ARACO TU POAACEAA ANOAI 1 U OF

| AOEAAT Cx EEOAEABDI DO GEIOHABIODA I ATAAT AA C TU AMIIT GETC < EOEE M iatintiiy
,,,,,,, e R S . 5 5 . L L LT AT O. ATA EOO AOOEOOEA OOAT AOh .
AEAOCAACARPEICBRRRRAQORATI ¢! 1 @& AT A1 OAT OET 1 08 4EA AQDA%@&EEdA'T%A@%@EI(NO@ A0 AGREA

I £ dAMO0A0T AT 1 U EI DT OAA AOTT 1TU AEAITEIU ATA T U AOI AAAR] O4 ABklph XPA OQ Qil gAKA £
ATT &A®@ iU ET OAOT Al AAOGEOAOR Ai AEOETT O AT A AOAAE©CyMIosEh Gaieiho BEAAREBNAPET T T £

ET O OEA OOOOAOOOA 1 £ iU AREI C8 4EEO AOPAOEAT AA &b & IAD B EESHG O] Ok 11 1OE A OE T [ A=A
AOOCEODETAMOAO xEOE OAT OEIT O AT A AT 1 OOAAEAOQOT OU DPOPAD®BDAAOCEDRAN OFFFA | BRAOO 1MTAETA
| WWAAET PMAT4ANA xEAOA EO &O01 AOGEI 1T O AO A AAlI OOCAT | RAEA AT P 1i UBj IEAEAR D AQAOE®AAT AA Al
OEES o%arAQiEs DPAOOT T Al OAT AAIGEIACAS O1 AEAT A@PAOEAT AAO
ET AEOEAOAT A @pPAMOIERAE AQNI AFEAIOCOMIOAOET 1 OEEDOS8 AER ORBEI AAMOABOEAARAD EIi x

OEA ADET £ 1 EAA APDAOEAT AAO xEOEE

iU AT AU AEOAAOGO iU xAU i & AAREID '
embodiedenTANgIemenVenTANgIedambodimentsoreXe,are xi 01 Ah AT A TU OAODPITOAO Oi EOS8

O0O0AA AU - ACDERAYQROI AAD

heavily laden, heavily | r morph imeNT inted-woven constellations. i e . . - - - AT
eavily laden, heavily laboured, amorphowsedimeNTedpainted-woven constellations g s i1 AGEAT TPAAABO] AET O OEAO

They ardlayered moments ofintercoNNectionbetween the OEA GOMGNE!I ABDAGEDEAAO
: . 4 . . El x EOI AT AAEAOGEI 6O EO O1 Ai 1 OAET ¢

material, personal, and sociathey arenurTURedin wandering, questioning, COEAAA AU OEA AAAGI Ol AGEIT 1 & EI.
embattling, loving and motherly acts. Through the labour and time invested in them, they Eiixi AAKCA OEAO AOEI AO OB OEOI OCE
transform into Multilayered sculptural massesat celeBRatethe small, |EAA8 )1 4eXKQRARATA 3AQ j

. ‘ " BEITTA AA "AAOOT EO "AA "AO A CAT AAC
ordinary, and even mundane. MgurTURingof enTANgIedforms manifests PAOOPAAOGEOAR AOCOEI C OE AO CAT AA
an aliveNesshat exPAndsinto the world-FLowswith an anthropomorphic defiance. AAEAOGEI 6O AT A OOAOAI OUPAOC AQA OE.

) AT A AWAEN AORMAAAODCE OEA :

Space iI2unse T Tledks constellations dissolve and then solidify again. The cipher AREZEEAOAT O APDAAOAOEI 1 O OAOCEC
eXe refers to various components of my studidased makingproceSS my philosophy of OADAAOAALQI OAA GEIGA/OET C AT A

EAI REEO]I AT 1T OOAOGO O61 AT UO AAEIL.E@
OABGCEO Oi Agbii OA AT A Ail EIAOA ¢
xi Ol AO TPHBAAOAEOE " 001 A

AAOAETI O ETl x CATAAO AAAT T AO A 1T AO/

thinking, making and knowing, and ways of being in my body, as well as the physical
woven/paintedenTANgleddimensional freeforms | make.

My deeplyimmeRSiveproceSS and the forms | make, insist on slow looking to allow a pOi ABAO i &£ OEA CAT AAOAA AT AU i 0
bodily and emotionalcoNNectionto grow. My research looks for small nuanced o OEI AQARERAA ZEAKO | £
reOrientations, and subtle changes in perspectives. OACOI AGAAh OAEOAOAOGEOAR AT A OI

DOAAGEAA@sSGT ¥
T —— ‘
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concepgyafoﬂentaﬂon

My research traverses space between the pull of things that are static and grounded, and those that

Orientate towardsfluiDity and FLow. Grounded in physicahaterialitiesz my body, materials, the

stability of my life structure and home | propose a shift towards the norsolid andfluiD (Deleuze _—
1987:162)fluiDity, hybriDity and un-formednessinform my making, working and thinking,

through which | focus on theactiVity of Doing rather than the solidity of being (Barad 2003:802).‘_ 7

In looking at the shifting relationship of phenomenal experiences with '_[hiworl_ql_this-{e)'& hinges on

theories that consider the logic of societal structures anohTTerns searching for fundamental shifts
or reOrientationsin how we inhabit our lives, society and MotheEarth, our planet.

Theorists of vital new materialisms, like Donna Haraway (198RpsiBraidotti (1994, 2006, 2011) and

Karen Barad (1998, 2003), reconceive the human bodyea3 ANgledmatter that is impacted by all

aspects of the world it overlaps with. Provocative opportunities teeOrient perspectives and bring

T Ax AEI AT OET 10 O [ AEEI C POAAOGEAAO AT T A EOIiI AT A "AT1AOGO
matter (Bennett 2010:vii). | further consider théhing-nessof things through the framing of

anthropologist Tim Ingold (2007a, 2007b, 2010, 2015). Isabelle Graw (2012, 2016),)0=e/it{2009),

Paul Crowther (2017), Jamé’-s Elkins (2000) and Rosalind Krauss (2011) inform my understanding of

Ou

contemporary painting, and making practices more generally. When considered together with

decolonial thinkers Walterr\/lig' olo (2013) and Rolando Vézquez (2013, 2020), this understanding
reORientstowards ethical and reciprocal conduct within
enTANgledintermeshed relationshipsrequiring a shift away from hierarchical and
binariedthinking towards eth;v'cal and responsible modes of mutuaitercoNNectedness Looking at

xEAO ET £ OAT ARG xi 1 AT 80 Ai Ai AEi AT Oh * OAEOE " 001 AO
of performaTIVitywithin systems of societal control, while corporeal feminists like Elizabeth Grosz

(1994) and Hélén€ixous(2004) resuscitate the perceptive material body that Merlead T T QU8 O | Yo X Qq
p_henomenology exposed. Amelia Jones (2015) and Mardhaskimmon (1999, 2019) guide me on the

OAAT 1 OOEOOOETI co bi OOEAEI EOEAO j (AOAxAU TP
intersection of making practices, vital new materialisms and corporeal

feminismss  #1 AEO“A "EOET P8O TPPX x OEOEHagelmahnoEl OOAIT 1 AOETT AO0OO A
experiential encounters (2014) are instrumental for me in framing the potential foerformaTIVe

O 11 O6ETT

OQu

encounters.

| enTANglethese multiplE frames of reference and thinking around embodiment, gender
performativity, corporeal feminist theory, vital new materialisms and aesthetic theory as a way to
fragment binary and fixed perspectives

This opens possibilities for new formulations of subjecthood and
objecthood that move beyond representation, towards experiential

encounters in whichthings, like myeXe, are able to reveal their
performaTlVepower.
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framing my body

7EA08 6 xmeartist-wormanbody is the starting point for the researchrheprocessunfolds through my body, which serves
multiplE functions in my research, acting as protagonisactiVaTorand receptor, in tune with the external environment. My research is situated in the specificities
and uniqueness of my accumulation of experiences and embodied sense of things in the world (Haraway 1988:583): the sodiljainand political conditions
within which | live, as well as geographic and historical perspectives that inform them. | am both the subject of the re$eascwell as its object.

| use the termmy bodyin the way | live in it: as an integrated armbmpleXmultidimensionalentity, which frames my experience of life. This multidimensional and
multivalent body extends way beyond its physical form, incorporating various fields of energy, intelligence and informattoat tire in constant interchange.
7EEI A OEA TEIEOO 1T &£ OEA AT Aus O £O01 AGETTET ¢ OAI AET Ol FeEnpiiohsOdend dntintendfities=1 1T x OE A
perceptual knowledge, intuitive and sensory experiencesedimeNTationof life experiences and analyticairoceSSes| define my body byactiVityz
what it Does rather than as inert matter in the mode of aDeleuzian® AT | E1 C E Biditiotti RObES) tGabis gonstantly morphing and is
incapable of beingcontAINed.

~

Traces and residues of my life experience sedimeNTedn my
AT AUGO 1T OCATEA | AOGAOEAT &I Oih xEEAE £&£01
events and knowledges accumulated through the routines of life from
the multiplE sources that influence me. As sedimeNTarnsite, my

‘

body is a holding place of forgotten things: discarded, fragmented
memories, traces of dajto-day lived experiences. Every thought,
memory, emotion, action, experience gets stored there. LoRg

forgotten childhood experiences stay alive in it, things heard that

have a lasting impact on shaping my perspectives. Gestures made and
actions taken. Movements. Every compliment, every pdbwn, every
time | was obliged to do something against my will. Every time | felt
like the queen bee, but also when [ felt small, misunderstood,
neglected. These feelings may be forgotten, but their traces remain
within my body; along with suggestions of bodily functions | generally o 3
ATT150 OEETE AAIOOR 1EEA Eix (U Al OOEOI g
into a state of stress, the visceral knot in my stomach when | sense 4

2

something is wrong or the vibrational high of a stomaehching laugh.
Laughter, the imaginative play of childhood, regimentation of school
days, feelings of shyness, a reluctance to be in the limelight, pain
inflicted on my selfhood, discriminations shouldered.

My social experiences ge¢enTANgledwith my innate attributes,
building up layers over time that direct my functioning in the world
and my responses to the world around me. They become my outlook
on the world. My DOdY-aSTepository holds the key to

accessing the knowledges embedded within it. THB2dimeNTary
Siteis foundational to my embodied creative practice.
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Time wasted on essay writing invites the comparison to
housekeepingz a necessary distraction from the real work for many
women creat_ors’.' Though she was never a housewife, in some ways
Sontag Lgsed'essay writing to keep housgto kick out the cobwebs,
Sy _take inventory, make itemized lists of recent passions, discard
| -~ outworn ideas. | read that while at the University of Chicago she
) =  expressed disgust to another female student because the girl was
R e jotting grocery lists in the margins of her Hegel lecture notes.

e - Extract from Notes on Susan Sontag
4EEO OA@O EO AEOKIAAIR EIGLIl AT0OE OAA OEOAOG 1 £ by Molly ZuckermarHartung (2009:52)

. T =

AT 41 . CIZAAokT Qaoei ¢ AT A PAET OET ¢ ET OAI AGEI T OEEDS
" = ~ B \*‘\.-

Al 41 . CITAKAA D G EGE OAT OF BEDI AD

o

i ITh EEATTATCEIC T U OF AEAI EOAA
AEOGAEDI ET AA Al Al AEI Al OEOI OCE iU

AOAAOEOA OAIl &8
HAT 41 . ClYBAARG Giesi AT OETTAI 1 Uh OAPEDE GAEAEAERROI OPAAA EI
AT AT O1 OAOO ORAQICEQE ABRAOSAAAH ) AOA OKIED EIEO
I OOO0OAOOOET ¢ A MOE CARAHABIEGO BIAAGEA xAOD EDOOEACH! GOAYEAOA OEOAA xAOD
unseTTle
| useunseTTlednesin two senseg firstly, it refers to things that remain in an ongoingroceSSof forming and
avoid coming to particular fruition; secondly, as a verb that agitates disOrientateswhat we know, opening
space for new options and possibilities that challenge us to rethink.

POrous boundaries
My proceSSencounters multiplE boundariesz skin, the canvas of a painting and its frame, the loom, my socialised
disciplining as a woman. Boundaries give form, but they also contain, acting as a barrier that isolates from external

engagement. They put things in opposition, setting up binaries. My interest is in making boundaries niREous I OOEOO 3AO0A

so that, through theirfluiD mutaBility, they allow theFLowof information both into and out of the form or 3UA y .?8? © OE;

category. GWAAOGBOET ¢
O0i AAOAOEAA
cOexisting =l 5 e

AEODAOOGAA

Differences keep arising in theroceSS eXe are a physical representation of opposing ideas and values. OADI DOBOAOD

JuxtapOsingthings that are contradictory createsleliberATetension. Rather than viewing differences as EiTA AO OE/
opposition, though, | am interested in the place of their tenseompleXambiguousunseTTledcOexistence This is A ?A ﬁf o DI ET O
the point of teeTeringbalance between chaos and organisation e
. 2 2 ' AT T OOOOAOEI I
AT A
Theinfinite, endless looping rotations of the MObius Stripun through this text as an analogy and framing device that enables AAOOOOAOET |
these different levels ofcompleXityto cOexist The Mdbius swivels through its different yet interchangeable surfaces, retaining differences, all the J #: El AOTETOAE]AF: A
while producing an effect of unity in threedimensional space (Grosz 1994:210). It enaldempleXviews of relationships that holdnultiplE TPQ®

configurations, even dialectic opposites, in ways that avoid flattening them.
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William Kentridge (2012)
performs this movement
around the studioz walking
away with his back turned
on his creation, then
mobilising the element of
surprise to view it with
OA1l AAT AUAOGG AO EA 006010
around z as a purposeful

) . . o, .. . . .. differentiation hetween the o
For Isabelle Graw (Graw &ajerBurcharthT P2 Wwqh BDAET OET C6 0 DPAOOAOAOAT AA AOBRQA®p&FCAAI Bi*ABOBAL GAOGEGD

OAAOEOA OAOEAOQAT 11T EDPOAOAT AAdspetiidintiedth&l OT Al 1 1T OEAO AOGaeARioll Ri A Oo o ogivbl Ao
OAT 1 OET OA EOO x1 OEd6 OEAOA jEAEA8dI Yh YZqQ8 -U xI OAT OOCuEEAABAOS E4EEO QOROEABABEIOAOD
actiVity of painting through my use of painting debris, namely the strips of cup painted shows the different modes

canvas and the makeshift looms from wooden painting stretchers. Even while weaving, my of proceSSingpeing of the

body echoes the act of painting: vertical in orientation to the loom, which itself stands parallel artistzOf AEAOS6 AO

tothe wall, easell EEA | * OAA sYwodsqs 4UPEAAI T &£ A DAET OAOR ) DAARCENSKEEA] A 8 0O0AD AAAE

problem-solver, and
OOVEAxAO6 AO OEA OAOQEIT AI
analytical thinking space.

forward to view my developing work from a distance and closgp.

My messy hand®n approach to making feels painterly, so that the marks on my woven
surfaces made from norpainterly materials still embody a notion of gesture that emulates
painted brushstrokes. My innate sense of composition, colour, stroke, texture, line, mark
making and buildup of layers all reference painterly making and thinkimyoceSSes

yl AEOOAT AET C 1 UOGAT £ EOI T 7A00A0T AoPAAOAGEITO 1T £ PAET OET Ch ) Al 1106 AEAITIT AT
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ET OECT OAQET ¢ OIAIOIAGOERD CTAIGKODORAOdAE | OAO A OOOAEAAAR O 1 AEA A OAOEAOU 1 £

i AOEO8 ) OAOEAO APDPI U A AAATTT1TEAI OOOAOGACU i £ OAEOAIET C Ei x 7A00AO0T PAET OEIT
AAOAAOAA ET GAEADATGEGTAGQE b Odj BBAIAIGH BIAMIGN ETOET EOAOQET 1

) 111 BBEDECOOEAEI EOEAO £ O PAET OET C8
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)y AEIT T OA O DPAET O OEOI OCE xAAOEI C8
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detail - And in the dying moments of her academic constraint, she rioted
2021
oil paint, encaustic wax, ink, silver leaf, bronze leaf, glitter on linen
220 x 300 cm
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xAAOET C8 ) OEAARAOOAD AAOACT OEOAOGEI 108 4EEO CIi AO Z£AO AAUITA
A IDATDERCAAOACEDQYWREEEAOAT AET ¢ OEA

AATIAIO A xAU O xOEOA xii1 AT ETOI OEA 7A00A0T AOO AATII
j Ol IdYEE ) O OAOEAO Agbl i AAG AlT111EAI AAOACI OEGAQGEI 1 Oh OOGAE AO
AAOxAAT DAET OET ¢ AT A xAAOGEIT ch OAT AAOETI ¢ OEAEO AiI @EiI Cc EI O CAT OAO
AT A AEC AED]EIAOU AT-08 QIAOIEAO NOA Ul AAT ET CT AQO
TP>ya, @ AEOOET ¢ OIOTOAMG A oAl ICAA A RCAT OA
i £ 1T El DPAEIT OETl C8
| de-discipline painting

Spanish lacing is a specific
Appearances are misleadingeld residuess a style of lace associated
seemingly serene artwork. But it holds an underlying violence. with Spain, although not

indigenous (Cole. 1875:
The work was formed using improvised Spanish lacing woven from np) . | use it because it has
different thicknesses of natural string. The intricate lacing a high proportion of
emulates a drawn mark, suggesting the presence of the artist negative spaces, which
through the dexterity andintenSity of work. The loom is fashioned render my woven surfaces
from a discarded oil painting stretcher: it is held taut and warps POrous and thereby able
under extreme tension. to develop a visual
relationship with their

With its repurposed loomheld residuesolds links to the Western context. | taught myself to
history of oil painting. Just as rigidkglaimed identity markers risk a Spanish lace by copying a
one-dimensional flattening of a subject, visual representation can found image, making my
similarly be a fixing in space and time that influences the partial own improvised version
perspectives through which we come to understand our everyday that disrupTsthe
experiences and views of the world. Visual representation through established traditional
mimetic forms, such as painting, emerged as part of the modern method of Spanish lacing.

colonial order to control and order what we think, and has a firmly

Al OOAT AHARE AOGEO A6 ET AT 1 OAl pi OAOU OEI OCEO j"1160

TPPdg>YQs8 -Al AOOAOOO EEO AT T ET AT AA AU OAT 1T NOAOET co OEA x1 O1 A AO
DEAOOOAO j EAEA8dTXQ8 (A OOAAOOAOGG OEA xi Ol A AU OAAOGAEI ¢ EO O1 Al
organisational system of fixed thoughpaTTernsA O OA BOIT EAAOQEIT 1 h

modelingi O AOAI ET1 Cc6 j (AEAACCAO -AEOGAA ET "110 TPPdgdg>sYqQ OEAO OOA
DOAOAT 666 OEA xiI Ol A j"110 TPPdgxIVYQqs8 4EEO 11 AAl Pl AAAOG 1 Al AO OEA
centre of all relations (Heidegger cited in Bolt 2004:19) and

heecyAOAAOAO Al OE OLFEQEOU 8 AT A r8Y 1 AOOAOU
overthatworlds ; " 71 0 T edjecqyoas) traded 1

1 ETAAO PAOOPAAOGEOA O OEA OCAT i AOOEUAOGEII1T 1 &£ OEOCEI T 6h xEEAE

develops in the Renaissance.



Y&ZY

i‘" R
u!{ ........ i
i ":E: “},""n ullll' ll : éﬂ}'}ll 'ﬁsl“ '{_::l Tisigeiet
.'}“uﬂ Huﬁwl lu, ll' - d}' ' Ry
BT T T tﬂu, TR
!_v___lll iI“l I l“ll' "u l" l H 'l EHH
| "uli}{ TR i Moty
i ,.n_-..;,,.ﬂ;." s
| "'ir" nfl} | “n .“ M
B A EEeEEE
ln.'!' wuutn " __ii lﬁ:g “n“ n u i
Moty g u X T

) |
Shassl | B ﬂ“ (8 “ I " "““ "" “ ‘;“ % ERmnssmEmE

g n e a WM g U I 1 |

| J'n" "':1" ' : n'Il ;"“. |
Al " ol uf i

“ T L TIe S "ml : "MH—«“v
R T
| "'l mol gy m Mg | |
S L o S
| " i U ™ L eSS 8 | |
TR ] i "N ,u "'“.I!l“ T EES EauExanar namnE neamk
-.'n Wogn "'nn'ﬂn | |
" "ll 'r n £ Eal l EEiRSEREIISEEREDIEEEED
| ':. ll l|u | f ; |
ogEEses | Saaastass iEssesase
SESsin sthl i ll“ l..,_*_,!““r S5 Naafsmens LmamhBESSE
'l i [ || ‘ i
“ .l " ] i
L | | | |

|
3

([
N




held residues

Made with Marguerite Sanders
2020

130 x 130 cm

weave with string on repurposed
painting stretcher
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Splitting the world into linear perspective means splitting the subject

| use weaving to challenge paintingreaking the
painted-surface out of its geometric frame. Emptied of its original

contents, the frame delineates an absence. Being a silfight
weaver is an advantage here: beyond fumbling around feeling

between mind and body

and

between socialised and material bodies.

It results in flattened representations of the body.
| problematise Western painting for these reasons.

Breaking representation AAT O 111 EET ¢ AAUITA OEA AET AOUh OAN
overturned.
UnseTTlingorms opens space for alternate views and perspectives thianscend figuration
and representation

how | started weaving

) Al T OARRGXEBROBEMMET OET ¢C £ O T ATU UAAOOh AOI

1TAAAA EEOOI OU AO A OEOA 1T &£ OAT OEI T AT A ET O/

yT #£O0OOOOAOQEIT AO OEA AQGAAOOEOA Ai1 00Tl Agb(

lost and uncertain in my making, it spurs unexpected and non
traditional disrupTivemoves. Removing the painted surface

where meaning is historically placed evacuates knowledges

embedded in the colonial genre of painting (Siopis 1997:66).

Breaking the frame is'a metaphorical reappraisal of Western
conventions of art practice thatunfixesandunseTTles

classification and genre, refusing its firmly bound categorisation

and the aesthetic hierarchy that establishes painting as superior
to weaving, and fine art as superior to craft.

| cut the removed canvas into strips to weave a new surface into
the emptied frame. Painting becomes the support/loom that |
weave into. | contest conventions by leaving my paintings
unframed, yet frame my woven textiles. My scaffolds and
technique further break with tradition: my looms are often
completely spontaneous, made from the remains of old
stretchers with distressed slanted warps, so that weaving gets
completely twisted out of shape.

Large unwoven gaps in the surface externalise thpeoceSSof
making, leaving the strips of painting with nothing to hold onto. |
conceptually unravel the dominant history of Western painting by
literally stripping thedisrupTedcanvas of its loaded history,
establishing it as unframed and unfixed, and simultaneously
reassert a new conception of painting that is linked to weaving.

i AGEAEET Ch xEEAE A O 1 A AOGEAAT ARG 1 U Ail OO0A
AT A Oi AOAAOA ANH I ANISMEAOERGIOIO AGED A
OAPOAOAT OAGET T h ) AOO OP A PAEIT OEI Cc8 , AEO xI
DAET OAA AAT OAO OOOEDPOh ) EIT OOEOEC x| OA O
OOPOAT AU Al i AOGOEA AAO 1 £ | AEET ¢ OEAUq A&OI I
xAAOET ¢ EAO AAAT OEAA O PAET OET Cch Oi Al i AO«
AAO 1T £ AOAAEETI ¢ xEOE AZECOOAOQEC
OAPOAOGAT 6O T U PAOCOI T Al AOOGAI PO O1 AT T £OI 1T O |
00006CcCci A Oi EETA T U i AAA AO A EAI Al AR AO Al
DAET OAO xEODBEI EOERAOCEAM O0BAE 31 OOE ! £AFOEAAT A
# OAAOEOAR Ei ACET AOEOA AEAOOBAEOAOEAATI DOAAOI
Pl xA08 WABAAADC A OAADRLOD AEDBDAAABU | A
AT A OAEAT AA AEAOGEIT mEOIiI xEEAE O AiT OAOGO 1 «
""" AAGACI OEAOR OAI AGEi 1 OEED
P (ACOANYAIOB="DOY RQPAIXOEOACAO OOET ¢ OEA
OO00AAT AADPAO@ED O IABMRIO A1 I O AEAOA]
Ei bI OEOET 108 ) A& CEKOARDI BOOANKI EiDI OOEIAT
AGOAT O OEAOGEOCOGHA bARAHDLOI AAT AA
AECT A1 BIAD A Ol EGO AL AGOLOE O A
OAQE®SYAGGT i < EOE A AEEEAOATI O OAO 1 &£ AAOGO O
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0AET @BEGT AAT All DIADARA AORT ¢4 DAOEA an ever -exPAnding interpretation of what it means to
AT 61 AAGBA BERAOR/ OBIOKHOOE A OB BEBIERR ypaint]

TP o6 A O EAEA IDIET ICA BADOAT & DAIDICEAD OO U The development of oil-basedpigment in the 18h century led to the

OAOGEFEANT O\A GREEI A OB ROGET DUGREAOAAEEE]T | claiming and colonising of painting within the Westernfine art canon
PAET®IEERDAE A OBERA b Ao & GRE A as the exclusionary elitist domain of white male artists. As noted

above, cementing the aesthetic hierarchy required diminishing the
#11 OOADDEE 00T ERGE AADEDREDADE GR A status and value of other art forms, which was enabled by the
OAPAOCABEET DEAKLACEOOT AAOOGAEBNAE & recognition of two alternate models of making: the technical or
x AW ADT AGARI IOIAROA ABDE OBBARRRAGE A AR E A hylomorphic model employed by the artist was contrasted to the
(T AMOTT 11T DABET AEAXQOP AUOA BRBARA U textilic of the crafter (Ingold 201093). The OC A1 Br@sO(@ead as
TPTO®E T DAI OAGTRIONT 1 1 1 EADE GEEABREA A AT white Wesfte‘rn ,m:ille’) gaAingd‘ae?th.sls-tic a‘trtAist—vq.Iu_e through his ability
POT AIAMBOAORDDAR OMNOEE & AT »BEN OPEAR TAT to exert Q (0] A 0] Ii_alhdl ruflel-(;l (? A"O icohtfolb over materials by
ARETxQAMOGEET EETIOBE OLT IK&T EEIQEAT & A imposing O B O?A AAI I /‘EJACEMAm (ibid‘.:93),. I,n"ach_)rId that
P Bl T 111 EDAGEERABROA bAI ABBBOAOOAA could now be OAT CET A Ae Aght of OA A Ofibld.®3), the
x E Ok £AAKE TBEOA G ET O & A E & Eob Gl E GOR A incredible skillinvolved in craft makingwas debasedas manuallabour
- ECT®6 0 ONDABVEIRA @O AD O AR OMRMA £E 11 EOET 1 and relegated to a lower status for its mere functional usevalue. A
PAET DEDOQAEDEOET ORAE A OGO AR GHEE DAR D qisfazlciAng, ogcurted in the reciprocal relationship bet\_NeAe? artist and
AEOOAT EO®ADBIMA A A A DEAMGORDOAT OEAMIOE A OE A O A A O mdbelidls. Western making practices lost O O Haktile and
OAl OEBHOOT DEBAT AABAOAAPD&EE ECT i1 sensuousknowledge of line anfd OAO OfEMlinévA\ﬁn(bAy :ilrtisa}nsas they
06 UORDBOADAOE OF DAV OAD E ADBARA T HIAD cameto considermaterialsasO E T @ @O0 O Aiewelasinert and

O O A ERIAGRG; 00 A DR OOREMYAAx AOT ACE @BEAUA  homogenous, the aliveNess of materials was
@ O b A OB IR UWSO.AQIQA,ANO OBAGERAWM DAEAAOET C dagdened Materials became other, subsumed as mere objects
availablefor i AT @s€and intellectual prowess. Theybecame Object

A s A s swe 8 oz A st A mm s e e s e o h k the f ject(ibid.).

16000 A DORAABLGE C1aH AR OAAEE GAGI to man,who took the foreground asSubject(ibid.)
Dl ABAT @OERAAIxEE@&E BEAATAGIGE®T 111 EAI . .

o mom et e Ak g g o . U - | f | h REcl h
«1 OB A AUOA RMBARATP  GHP 5] A BAAOG ut.more regenty, mgny (female) painters .ave . claimed the
T E__,~ e . Subject for its material value and, especially since Abstract
AAAOCEFOOT | AAIOER @@DEAMI EOIEE | C Expressionismupheld the capacity of horizontal painting proceSSto

bS

| EAA QORI @@@fjj EAAT OH AGH AE O U challengethe phallic verticality of the Western canon. Many artists

T = ~ A e e a , . andtheorists have attempted to redefine painting, to move painting
A | - I | . |” NE Q'a_‘ E,A” ?‘é‘_‘mwmy CiB Af‘ 1 _I IA'&FO\OAEA3 E__O Ol OOOCEBAABA(GHS & LajerBurcharth 20189) through
OAAT CAIEORACAAGREEIDI AGEABDAA | AEIOEOAA

-Aanl ymIELARUNAAZRIRSIVEASAMA T AR Y interrogating its intersection with other art forms, such as
OA OAIEGED ADA ATA ART OEIOE ADA ACREAAT A &O1 incorporating readymades or merging with perforMance and bodily

Al | i II EBA @ ﬁl:@ZE!I P®4 E E @ ARO OﬁA (B‘@iIO,D'a??AAO _ practices (ibid.). Painting is now successfullyassimilated, hybriDised
Al POARACARDEARMEAOEIAALEO A,OL O'ﬁA'CfAE AAA and repurposed into other genres of contemporary artistic practices
OACOIABAUDOT AEdd £ WNWdEAARA O GE (ibid.:9), rendering its boundaries POrous LiberATed from fixed

definition, D A E1 Géope@dalv a medium exPAnded Similarly,my
conception of painting extends beyond the cerebral, vertical, flat,
one-dimensionalrepresentation of Westernpainting.

Il EAA@! 4ET 1

of the senses

of personal taste _ Contemporary painting is broadfluiD and
OCOAOOEOI (3Ehivabdki2®0D) ®Eaciljtate
of the aesthesis of my made forms practically anything being considered painting,

including weaving in my case.
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6o ADIGACAI AT O xEORiI &6i0i 6@ CGli HIoAEIc Cei x Eo6 Al

EAOAETI EOU O1T EiI 1T A AdibiG@As EAOH OUAEDAD!
§‘ T AGECAOAO OEA OPAAEAZEAEOU 1T £ EOQ ARKIIDA OO GEEET A O
TP YO EOO T ETEO O OEA OOAEAAOEOA DPAOOGEAODI AOE
‘ | Al T PAT AEAI T CEAAI OAI AOGEIi T Al EOU Oi xi Ol A AOATI 60
| use painting as a conceptual interrogative tool to retr\iinl:(;bodies, making practices, gendecedings, and todestabiliSeintellectual, material and theoretical
frontiers. malleaBle compleX conTEXtuahnd uRcentainable painting is an apt site for broad experimentation and investigation that preserggPAnsive
possibilities to my research.

REclaiming painting through weaving

My practice is informed by notions of the decolonial fe inist material object. Ratherthan linking painting to viscousoil paint, | seekto REinsert REassert

and REC|aimweaving within a longer tradition of iainting with materials, objects and colours that has specificlinks to women and their embodied practices
Paintingis aninnately human expressionof creativity th hasexisted probably aslong ashumankind Women particularly have been painting with objects and colour
through deep human time and across the ages, usini a wide range of deep ancestral technologies, like weaving, embroidery, tapestry, carpet-making and
lacemaking 7 T | A fwdridis repetitive, easilyinterruptiple, and not dangerousbecauseit must accommodate childmindingin a division of labour where O x | | A1
spent most of their time raising young children and prgparing the daily food and household A 1 T (B&rider 2005294). ImmeRSivepractices have always been an
important part of x T 1 A Tivés®@ anthropologists belieyethat women dominated the textile industry in prehistoric times, with the majority of cloth made by women
for home use and sale,accordingto EIizabethWayIaq Barber (2005, who researchesat the intersection of archaeology,textiles and the feminisation of labour. |

conceiveof painting asanimmeRSivebodily and material practice of mark-makingwith objects and materials

Theseforms of painting that pre-existed colonisationwere €ffaced as Ox | C) O Eﬂmd&.&&l or housekeepingin a division of labour that viewed work
donebywomenasO1 I O @Eeéderici2004:92), or raciallyprejudicedasthe art of servantsand labourers. Despitebeing stigmatisedand belittled asdomestic non-
work, weaving is fundamental to human development and not just OE T A E b RO Oi@gen620012223). Dating back as far as humanity itself, its history
intermeshesin primal ways with the development of human communities Textiles and woven tapestries formed a primary means of communication prior to the
development of written language So critical'is weaving to human development that writing itself developed out of weaving (Ingold 2007:70). Weavingis a critical
describeshow a social grouping live, and incorporates objects and media that support this life, together with their beliefs, social customs and O1 O Endd@s of
human experience, circuits of economic exchange,and expressionsof B 1 x A(ddGes201213. Sparsearchaeologicalevidenceexiststo stakex | | A Ipléc@in this
important history (Barber2005200),/which is poorly researchedand documented becausefibre rots and decaysaway (Kruger200122).
"4
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DisrupTingd3 OAOAOOEOA $EOOODPOEI
Made with Marguerite Sanders, Heidi Stroh
2019, reworked 2020, 2021
repurposed oilpainted canvas, plastic beads, plastic mesh, cable ties, fabric, silk ribbon, washers, embodied traces of timaffaxertion/conversation/ instruction
free-form
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an in-between hybriD form

Thephysicaltension of forcing weavingand painting to cOexistchallengesthe boundariesof both practices DisrupTingd 3 O A O 4 B O @ Oidabybiid 6
that exists somewhere between weaving/textile, painting, sculptural appendage and assemBlage The compleX £ O indadweenness defies fixed
definition; it exists as an ambivalent intersection of painterly-object/weavepainting/installationpainting, where it dissolves traditional aesthetic
categories Its compleXform cannot be delineated just as my making practice refusesto be limited to one working methodology. 4 EA @A 8 O
fluiDity to how | locate myself within the space of paint, but am equally drawn to other modalities of material making that broaden my modes of
expression, like sculpture, installation and drawing. | move fluiDly between modes of making, allowing my creative practice to develop asit needsto,
unhindered by historical genres and definitions. BIurring boundaries unseTTlegdichotomous formations and disrupTssiloed views. DisrupTing

03 OA O4 B OB OBOEN surfadegbrings deep history and REclaimedpast knowledgesinto the present, balancingtradition with innovation asit
entwines pastand present, makingthem contemporary and singularin away that questionscontemporary making practices

DisrupTingd 3 O A O4 B 0 & O #léxiblé, totdicatedform invites fluiD interpretation. Sinceits shapetransforms eachtime it is hung, it canbe viewed
asa livingwork. Its free form rotates gently when suspended playinggameswith my imagination: at one point, it evokesthe silhouette of a bent-over

body; another time | seea body in movement z possiblyrunning, or dancing Its Instability of form points to its morphing or changingnature z it isa

OAAAIT -EE Dz'[;fné proceSSof becoming something that avoids definitive answers, suggesting rather the continual proceSSof working
things out (Deleuze198710.
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In contrast to this socialised reading of painting, painting and weaving #01 xOEAO AGPOAOOAO AT 1T AAOT OEAO OEA A@OA]
are also bodily and visceral embodied material practices located in the DAET OEITCA &7EICEEG OOPPOAOO EOO | AGAOEAT A
haptic-tactile-sticky-tacky-fluiD-spilt-smelly-wet stuff of materials in - AOOI COAPEEAIOOBO0ODA DPBAEABQREOEOU 1 AU 1 AOC
relation to the actiVitiesof my body tyingthreading-knotting -pulling- DOAOAOEAA EOO bPi OAT OEAIT DATBAED £ OAAAET C (
working-experimenting-playingsweating-shifting-moving-stretching- -U Pl OEORR{EOEET MEEO OAOAAOAE EiI 1 OOO0OAOAO
exerting. DisrupTingd 3 O A O A O O E OcAptute& abhdemnbodi&simly & OEAI AROFHIGE WEAT OU AT A POAAGEAA AOI O1T A A
bodily movements within its material makeup through my creative AAT ETEOO OEAT OUh ARADOECBEIRE GEARADOD OU AT A OE
choices andactiVities like my choice of materials, gestures of mark OARAOOOEAO OEAEODARAARGARAE AXEI BDEEX G 9B A

making, imagination, and compositional strategies employed AA AAT ET AAGAA OOAENn OEAU AT OI A AO AAOGEI U A
(Crowther 2017:12). Paul Crowther (2017) is interested in these material AgAO EATTET C AAUITA OEA OAIPA T &£ OEEO OAOA

AOPAAOO 1 £ | AEET Cqd OEA AAOGEA AAO i £ OpOOOETI OERABRDORET £ OBEOARADEAOOBKAQOE AT T OANOAT C
OEOAI 6O 1O 1 ENOGEA PECI A1l 66 j EAEA8d=Qq8 (A 1 IAAA®OD pEOEETTOH 14 d A OREOEIAH ABA ATI AR 01 AOEOAT U
within the link between its intrinsic material features and the bodily OA1 AOET 1T OEED xEOE OEA x1 1Al xEI x1 OE xEOE
AZGDAOEAT AAO 1 £ OEA AOOGEOOJ thAAET OET ¢85O0 1 AAT EOERARDT RORBOC EI EDx Al OAOT AOGEOA bl OOEAIT A 46
AOOEOOBE O OAI AGEI T OF EAO xi Ol AAchbeai OmAMOAAAR R A RIROME CA Al KOMIT EGAC [ O

embodied within paintings 6 OE C1éakiigE | AOE AAPAAET EOBADAT OAEEADGBRRME AR | £ OEET EET C
: ile.Crowther refers specifically to painting and i OOOEAA OEA O1 AEAI Al T6AEQENRAIBQS8T &I @60 I x1
drawing, weaving easily fallS%ithin his framing of autographic EEih 1T AAAET C £OT i OEA 1T AGAOGEAIT Al AU OEOI ocC
material practices. ARCEAEAEROI C O A b BEAA | ARG G : Al
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