
embodied-enTANglements/enTANgled-embodiments

performaTIVeencounters with materials, creative proceSSand the artist-womanȭÓ ÂÏÄÙ

beverleyannbutkow





embodied-enTANglements/enTANgled-

embodiments

performaTIVeencounters with materials, creative 

proceSSand the artist-womanȴsbody





beverley ann butkow
student number: 8502452

supervision
dr jessica webster

degree
master of arts in fine arts ( mafa ) 

march 2022





images © Bev Butkow. Photos: Anthea Pokroy, Thekiso Mokhele, Bev Butkow

ΤȤΥ





declaration

)ȟ ÂÅÖÅÒÌÅÙÁÎÎÂÕÔËÏ×ȟ ÈÅÒÅÂÙ ÄÅÃÌÁÒÅ ÔÈÁÔ ÔÈÉÓ ÄÉÓÓÅÒÔÁÔÉÏÎ ÉÓ ÓÕÂÍÉÔÔÅÄ ÉÎ ÐÁÒÔÉÁÌ ÆÕÌÆÉÌÍÅÎÔ ÏÆ ÔÈÅ ÄÅÇÒÅÅ ÏÆ -ÁÓÔÅÒ ÏÆ !ÒÔÓ ÉÎ &ÉÎÅ !ÒÔȟ 5ÎÉÖÅÒÓÉÔÙ 
ÏÆ ÔÈÅ 7ÉÔ×ÁÔÅÒÓÒÁÎÄȢ !ÐÁÒÔ ÆÒÏÍ ×ÈÅÒÅ ÒÅÃÏÇÎÉÓÅÄȟ ÔÈÉÓ ÒÅÓÅÁÒÃÈ ÉÓ ÍÙ Ï×Î ÕÎÁÉÄÅÄ ×ÏÒË ÁÎÄ ÈÁÓ ÎÏÔ ÂÅÅÎ ÐÒÅÖÉÏÕÓÌÙ ÓÕÂÍÉÔÔÅÄ ÆÏÒ ÁÎÙ ÄÅÇÒÅÅ 

ÔÏ ÁÎÙ ÏÔÈÅÒ ÕÎÉÖÅÒÓÉÔÙȢ

ÂÅÖÅÒÌÅÙÁÎÎÂÕÔËÏ× ΣΧ ÍÁÒÃÈ ΤΡΤΤ

ethics clearance number

ÐÒÏÔÏÃÏÌ ÎÕÍÂÅÒȡ (ΣΫȾΣΡȾΡΧ

acknowledgements

ÔÈÅÒÅ ÁÒÅ ÓÈÉÎÉÎÇ ÌÉÇÈÔÓ ×ÈÏ ÁÃÔ ÁÓ ÍÙ .ÏÒÔÈ 3ÔÁÒȟ ÇÕÉÄÉÎÇ ÍÙ ÐÁÔÈȟ ×ÁÌËÉÎÇ ÁÌÏÎÇÓÉÄÅ ÍÅȟ ÈÏÌÄÉÎÇ ÍÅ ÁÎÄ ÎÕÒ452ÉÎÇÍÅȢ ) ÔÅÌÌ ÅÁÃÈ ÏÆ ÔÈÅÍ 
ÒÅÇÕÌÁÒÌÙ ÈÏ× ÉÍÐÏÒÔÁÎÔ ÔÈÅÙ ÁÒÅ ÔÏ ÍÅȢ ) ÁÍ ÓÕÆÆÕÓÅÄ ÉÎ ÁÐÐÒÅÃÉÁÔÉÏÎ ÏÆ ×ÈÁÔ ÔÈÅÙ ÔÅÁÃÈ ÍÅ ÁÎÄ ÔÈÅ ÃÁÔÅÇÏÒÉÃÁÌ ÓÕÐÐÏÒÔ ÔÈÅÙ ÇÉÖÅ ÍÅȢ

) ÓÉÎÇÌÅ ÏÕÔ $Ò *ÅÓÓÉÃÁ 7ÅÂÓÔÅÒ ÆÏÒ ÈÅÒ ÐÁÒÔÉÃÕÌÁÒ ÁÓÓÅÒÔÉÖÅ ÍÅÔÈÏÄ ÏÆ ÃÈÁÌÌÅÎÇÉÎÇ ÍÅȟ ×ÈÉÃÈ ÅØ0!ÎÄÅÄÍÙ ÔÈÉÎËÉÎÇȟ ÍÁËÉÎÇ ÁÎÄ ×ÒÉÔÉÎÇ ÏÎ ÅÖÅÒÙ 
ÌÅÖÅÌȢ

) ÇÒÁÔÅÆÕÌÌÙ ÁÃËÎÏ×ÌÅÄÇÅ ÔÈÅ ÆÉÎÁÎÃÉÁÌ ÓÕÐÐÏÒÔ ɉÁÎÄ ÌÉÆÅ ÌÅÓÓÏÎÓɊ ÆÒÏÍ 'ÏÖÅÒÎÉÎÇ )ÎÔÉÍÁÃÉÅÓȟ ÓÐÏÎÓÏÒÅÄ ÂÙ ÔÈÅ !ÎÄÒÅ× 7Ȣ -ÅÌÌÏÎ &ÏÕÎÄÁÔÉÏÎȟ 
×ÈÉÃÈ ÓÕÐÐÏÒÔÅÄ ÍÙ ÒÅÓÅÁÒÃÈȢ

ΦȤΧ





weaving

painting

materials

enTANgling

embodiment

artist-woman

creative proceSS

artist-womanbody

performaTIVeencounters

abstract

My creative research is actiVaTedby the enTANgledintersection of weaving and painting practices, corporeal feminisms and new 

materialisms. My research and making process seek to unseTTle, destabiliSeand disown existing knowledge ɀby LEArningto 

unLEArn, de-disciplining genres and destabiliSinggendered expectations.

I de-discipline the Western genre of painting through introducing weaving as a form of painting ɀREclaimingpainting as a 

feminist material practice that uses objects and colours to make paint-like marks in three-dimensional space. Long stigmatised

ÁÎÄ ÂÅÌÉÔÔÌÅÄ ÁÓ Ȭ×ÏÍÅÎȭÓ ×ÏÒËȭȟ ) ÉÎÓÔÅÁÄ celeBRAteweaving as a proudly feminine mode of creative making in which iterative 

ÃÒÅÁÔÉÖÅ ÐÒÁÃÔÉÃÅÓ ÁÒÅ ÒÅÇÅÎÅÒÁÔÉÖÅ ÁÎÄ ȰÒÅ-ÍÅÍÂÅÒȱ ÓÐÁÃÅ ÔÈÒÏÕÇÈ ÔÈÅ ÂÏÄÙȟ ÃÒÅÁÔÉÎÇ ÂÅÌÏÎÇÉÎÇ ÁÎÄ ÉÄÅÎÔÉÆÉÃÁÔÉÏÎȢ

The gestures of my sedimeNTedbody and enTANgledlife experiences are imprinted as autographic traces into the inteNSe-

encrusted-enTANgledforms I make, which I call eXe, or enTANgled-embodiments/embodied enTANglements. 
My selfhood gets made-unmade-remade in their making. Through my actiVitiesthat make-unmake-LEArn-unLEArn-disrupT-

arrange-rearrange, I challenge expectations and gendered impositions placed on me from the multiplE life roles I 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 sees) eXeas an emotive or auraticvisceral bodily encounter, and through 

them, becomes immeRSedin a perforMance of intenSEcreative labour and sedimeNTedlife experiences. 
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at the core

is an

uncomfortable tension

a pulling-straining-stressing-agitation

an unseTTledness

a teeTeringinstability

between chaos and organisation

grounded yet exPAnding

cOexisting

multiplEmeanings almost get captured

but flit away

Escaping

always the Fugitive

a humblinGɀa celeBRating

a claiming ɀa REclaiming

an uncontaining

make-unmakE-creatE-dIsrupT-LEArn-unLEArn-arrangE-rearrangE

shadows and light create paTTernsthrough 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 layered luminoSity

ShiMMerIngglitter, SParRkleTinsel and flecks of Gold leaf

an

exubeRAnt, ebullient over-the-topness

like playing dress-up, grabbing sequins to go dancing, costume parties

beads, like how my mother-in-law wore trinket jewellery and artificial pearls 

how does an outsider become an insider? how to gain belonging? 

I had to find a way to sParKLE, I had to shine

whose approval did I see? and why?

UnseTTlingsurfaces 

actiVaTingthe forms with

a liveLiNess

ΣΤȤΣΥ

Penny Siopis 
(1997:55) 

foregrounds 
ȰÔÈÅ ÉÄÅÁ ÏÆ
the fugitive 
ɀthat which 

cannot be 
fixed, which 

cannot be 
ÌÏÃÁÔÅÄȱȢ
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) ÈÁÖÅ ÓÐÅÎÔ ÔÈÒÅÅ ÙÅÁÒÓ ÄÅÅÐÌÙ ÅÎÇÒÏÓÓÅÄ ÉÎ ÁÎ ÉÍÍÅ23ÉÖÅÃÒÅÁÔÉÖÅ ÐÒÏÃÅ33ȟ ×ÈÉÃÈ ÔÁËÅÓ 

Á ÆÌÕÉ$ȟ ÍÁÔÅÒÉÁÌ ÁÎÄ ÐÈÉÌÏÓÏÐÈÉÃÁÌ ÁÐÐÒÏÁÃÈ ÔÏ ÁÃÔÉ6Á4ÉÎÇÔÈÅ ÓÍÁÌÌ ÒÈ94(ÍÉÃ×ÅÁÖÉÎÇ 

ÇÅÓÔÕÒÅÓ ÏÆ ÍÙ ÂÏÄÙ ×ÉÔÈ ÔÈÅ &,Ï×ÏÆ ÅÖÅÒÙÄÁÙ ÍÁÔÅÒÉÁÌÓȢ 6ÁÒÉÅÄ ÔÈÒÅÁÄÓÁÒÅ 

ÅÎ4!.ÇÌÅÄȡ ÄÒÅÓÓÍÁËÉÎÇ ÓÃÒÁÐÓ ÁÎÄ ÍÕÎÄÁÎÅ ÅÖÅÒÙÄÁÙ ÃÏÎÓÕÍÅÒ ÍÁÔÅÒÉÁÌÓ ÔÈÁÔ ) 

×ÏÒË ×ÉÔÈȠ ÍÏÖÅÍÅÎÔÓ ÏÆ ÍÙ ÁÒÔÉÓÔȤ×ÏÍÁÎÂÏÄÙȠ ÔÈÅ ÐÈÙÓÉÃÁÌ ÌÏÃÁÔÉÏÎ ÏÆ ÍÙ ÓÔÕÄÉÏ ÁÔ 

ÔÈÅ "ÁÇ &ÁÃÔÏÒÙ !ÒÔÉÓÔ 3ÔÕÄÉÏÓ ÉÎ .Å×ÔÏ×Îȟ *ÏÈÁÎÎÅÓÂÕÒÇ ×ÉÔÈ ÔÈÅ ÓÏÕÎÄÓȟ ÓÍÅÌÌÓ ÁÎÄ 

ÔÅØÔÕÒÅÓ ÏÆ ÃÒÅÁÔÉÖÉÔÙ ÉÍÍÅ23ÉÎÇÍÅȠ ÍÙ ÌÉÆÅ ÅØÐÅÒÉÅÎÃÅÓ ÁÎÄ ÔÈÏÓÅ ÏÆ ÔÈÅ ÐÅÏÐÌÅ ×ÈÏ 

×ÅÁÖÅ ×ÉÔÈ ÍÅȠ ÁÓ ×ÅÌÌ ÁÓ ÍÙ ÃÏÎÔÅØÔ ÁÓ Á ÍÁÔÕÒÅÓÔÕÄÅÎÔ ÁÔ 7ÉÔÓ 5ÎÉÖÅÒÓÉÔÙ ×ÉÔÈÉÎ 

ÃÒÅÁÔÉÖÅ ÐÒÁÃÔÉÃÅ ÉÎ 3ÏÕÔÈ !ÆÒÉÃÁ ÉÎ ΤΡΤΣȢ

4ÈÅ ÁÃÔ ÏÆ ÅÎ4!.ÇÌÉÎÇÉÓ Á ÓÕÒÐÒÉÓÉÎÇÌÙ ÁÐÔ ×ÁÙ ÔÏ ÄÅÓÃÒÉÂÅ ÍÙ ÌÉÆÅȢ 

-Ù ÒÏÌÅÓ ÁÓ Á ÍÏÔÈÅÒϹ×ÉÆÅϹÁÒÔÉÓÔϹ*Å×ϹÓÔÕÄÅÎÔϹÄÁÕÇÈÔÅÒϹ3ÏÕÔÈ

!ÆÒÉÃÁÎϹ×ÈÉÔÅϹÐÒÏÆÅÓÓÉÏÎÁÌÍÉÄÄÌÅȤÃÌÁÓÓϹÇÌÏÂÁÌÃÉÔÉÚÅÎϹÍÁÔÕÒÅϹ×ÏÍÁÎϹ ÃÁÎ ÂÅ 

ÃÈÁÒÁÃÔÅÒÉÓÅÄ ÂÙ Á ÃÏÍÐÌÅ8ËÎÏÔÔÉÎÇ ÏÆ ÅÎ4!.ÇÌÅÍÅÎÔÓÁÎÄ ÔÅÎÓÉÏÎÓȢ 4ÈÅ ÅØÐÅÃÔÁÔÉÏÎÓ 

ÏÆ ÍÅ ɀÅØÔÅÒÎÁÌÌÙ ÉÍÐÏÓÅÄ ÆÒÏÍ ÍÙ ÆÁÍÉÌÙ ÁÎÄ ÍÙ ÂÒÏÁÄÅÒ ÓÏÃÉÁÌȟ ÃÕÌÔÕÒÁÌ ÁÎÄ ÐÏÌÉÔÉÃÁÌ 

ÃÏÎÔÅØÔ ɀÁÎÄ ÍÙ ÉÎÔÅÒÎÁÌ ÄÅÓÉÒÅÓȟ ÁÍÂÉÔÉÏÎÓ ÁÎÄ ÄÒÅÁÍÓ ÅÎÆÏÌÄ Á ÃÏÍÂÉÎÁÔÉÏÎ ÏÆ ÆÏÒÃÅÓ 

ÉÎÔÏ ÔÈÅ ÓÔÒÕÃÔÕÒÅ ÏÆ ÍÙ ÂÅÉÎÇȢ 4ÈÉÓ ÅØÐÅÒÉÅÎÃÅ ÏÆ ×ÏÍÁÎÈÏÏÄȟ ÍÏÔÈÅÒÈÏÏÄ ÁÎÄ 

ÁÒÔÉÓÔÈÏÏÄÉÓ ÂÅÓÅÔ ×ÉÔÈ ÔÅÎÓÉÏÎÓ ÁÎÄ ÃÏÎÔÒÁÄÉÃÔÏÒÙ ÐÕÌÌÓȢ ) ÈÏÌÄ ÔÈÉÓ ËÎÏÔ ÏÆ ÔÅÎÓÉÏÎÓ ÉÎ 

ÍÙ ÓÅÄÉÍÅ.4ÅÄÂÏÄÙ ×ÈÅÒÅ ÉÔ ÆÕÎÃÔÉÏÎÓ ÁÓ Á ÃÅÎÔÒÁÌ ÌÅÖÅÒ ÏÆ ÍÙ ÌÉÆÅ ÅØÐÅÒÉÅÎÃÅ ÁÎÄ ÏÆ 

ÔÈÉÓ ÒÅÓÅÁÒÃÈȢ %ÖÅÒÙ ÐÅÒÓÏÎÁÌ ÔÁÌÅ ÓÈÁÒÅÓ ÓÏÃÉÁÌ ÅØÐÅÒÉÅÎÃÅÓÁÎÄ ÍÙ 

ÉÎÄÉÖÉÄÕÁÌ ÅØÐÅÒÉÅÎÃÅ ÈÉÎÔÓ ÁÔ ÐÁ44ÅÒÎÓÏÆ ÓÏÃÉÁÌ ÒÅÌÁÔÉÏÎÓÈÉÐÓȢ 

) ÃÈÏÏÓÅ ÔÏ ÒÅÆÅÒ ÔÏ ÍÙ ÁÒÔÉÓÔȤÓÅÌÆ 

ÔÈÒÏÕÇÈ 'ÒÉÓÅÌÄÁ 0ÏÌÌÏÃË ɉΤΡΤΡȡØØÉÖɊ 

ÁÎÄ ÈÅÒ ÃÏȤÁÕÔÈÏÒ 2ÏÚÓÉËÁ0ÁÒËÅÒȭÓ 

ÔÅÒÍ ȰÁÒÔÉÓÔȤ×ÏÍÁÎȱȢ 4ÈÅ ÔÅÒÍ 

ÒÅÃÏÇÎÉÓÅÓ ÁÒÔÉÓÔÓ ×ÈÏ ÁÒÅ ×ÏÍÅÎ ÁÓ 

ÃÏȤÃÒÅÁÔÏÒÓ ÏÆ ÁÒÔ ÈÉÓÔÏÒÙ ×ÈÉÌÅ 

ÁÖÏÉÄÉÎÇ ÆÌÁÔÔÅÎÉÎÇ ÔÈÅÍ ÔÏ ÔÈÅÉÒ 

ÉÄÅÎÔÉÔÙ ÍÁÒËÅÒÓ ÁÎÄ ȰÓÅÎÔÉÍÅÎÔÁÌ 

ÂÉÏÇÒÁÐÈÉÃ ÁÃÃÏÕÎÔÓȱ ɉÉÂÉÄȢØØÖɊȢ Ȱ/ÎÃÅ 

ÙÏÕ ÑÕÁÌÉÆÙ ÔÈÅ ×ÏÒÄ ÁÒÔÉÓÔ ȣ ×ÉÔÈ ÁÎÙ 

ÁÄÊÅÃÔÉÖÁÌ ÎÏÕÎ ÓÕÃÈ ÁÓ ×ÏÍÁÎ ÏÒ 

ÂÌÁÃËȟ ÔÈÅ ÁÒÔÉÓÔ ÉÎ ÑÕÅÓÔÉÏÎ ÉÓ 

ÉÍÍÅÄÉÁÔÅÌÙ ÄÉÓÑÕÁÌÉÆÉÅÄȢ 4ÈÅÙ ÂÅÃÏÍÅ 

ÄÉÆÆÅÒÅÎÔȟ ÏÔÈÅÒȟ ÓÕÐÐÌÅÍÅÎÔÁÒÙȟ 

ÄÅÆÉÎÅÄ ÂÙ ÅÔÈÎÉÃÉÔÙ ÏÒ ÇÅÎÄÅÒȱ ɉÉÂÉÄȢ 

ØØÉÖɊȢ !ÐÐÌÙÉÎÇ ÔÈÅ ÔÅÒÍ ÁÒÔÉÓÔȤ×ÏÍÁÎ

ÒÁÔÈÅÒ ÅÍÂÅÄÓ ÍÙ ÓÉÎÇÕÌÁÒÉÔÙ ÁÎÄ 

ÄÉÆÆÅÒÅÎÃÅ ÉÎÔÏ ÈÏ× ÍÙ ÓÏÃÉÁÌ ÆÁÃÔÏÒÓ 

ÌÉËÅ ÇÅÎÄÅÒȟ ÇÅÏÇÒÁÐÈÙ ÁÎÄ ÇÅÎÅÒÁÔÉÏÎ 

ɉÉÂÉÄȢɊ ÉÍÐÁÃÔ ÍÙ ÁÒÔÍÁËÉÎÇȢ )Ô 

ÃÏÎÓÉÄÅÒÓ ÍÙ ÐÒÁÃÔÉÃÅ ÅÑÕÁÌÌÙ ÔÈÒÏÕÇÈ 

ÍÙ ÂÅÌÏÎÇÉÎÇ ×ÉÔÈÉÎ ÍÙ ÃÕÌÔÕÒÁÌ 

ÍÏÍÅÎÔ ÁÎÄ ÉÔÓ ÁÒÔÉÓÔÉÃ ÔÒÅÎÄÓȟ ÁÎÄ ÍÙ 

ÄÉÆÆÅÒÅÎÃÅ ÔÈÒÏÕÇÈ ÔÈÅ ȰÃÁÌÃÕÌÁÔÅÄȟ 

ÃÏÍÐÅÔÉÔÉÖÅ ÁÎÄ ÉÎÖÅÎÔÉÖÅ 

ÉÎÔÅÒÖÅÎÔÉÏÎÓȱ ) ÍÁËÅ ÔÈÁÔ ÂÒÉÎÇ 

ȰÓÕÂÔÌÅ ÓÈÉÆÔÓȟ ÒÅ/ÒÉÅÎÔÁÔÉÏÎÓÏÆ 

ÐÅÒÓÐÅÃÔÉÖÅÓȟ ÄÉÓÃÏÖÅÒÙ ÏÆ ÎÅ× 

ÄÉÍÅÎÓÉÏÎ ÉÎ Á ÎÁÒÒÁÔÉÖÅȱ ɉÉÂÉÄȢ ØØÖɊȢ

4ÈÅ ÔÅÒÍ ÓÅÄÉÍÅ.4ÅÄÄÅÓÃÒÉÂÅÓ ÈÏ× 

ÔÈÅ ÂÕÉÌÄȤÕÐ ÏÆ ÌÉÆÅ ÅØÐÅÒÉÅÎÃÅÓ ×ÉÔÈÉÎ 

ÍÙ ÂÏÄÙ ÄÉÒÅÃÔÓ ÍÙ ×ÁÙ ÏÆ ÂÅÉÎÇ ÉÎ ÔÈÅ 

×ÏÒÌÄȟ ÁÎÄ ÍÙ ÒÅÓÐÏÎÓÅÓ ÔÏ ÉÔȢ &ÉÒÓÔ 

ÕÓÅÄ ÂÙ -ÁÕÒÉÃÅ -ÅÒÌÅÁÕȤ0ÏÎÔÙ ɉΣΫΦΧɊȟ 

*ÏÎÁÔÈÁÎ 7ÅÂÂÅÒ ɉΤΡΣΪɊ ÅØÐÌÁÉÎÓ ÔÈÁÔ 

ÔÈÅ ÔÅÒÍ ȰÓÅÄÉÍÅÎÔÁÔÉÏÎȱ ÄÅÓÃÒÉÂÅÓ 

ÈÏ× ÈÕÍÁÎ ÂÅÈÁÖÉÏÕÒ ÉÓ ÕÎÃÏÎÓÃÉÏÕÓÌÙ 

ÇÕÉÄÅÄ ÂÙ ÔÈÅ ÁÃÃÕÍÕÌÁÔÉÏÎ ÏÆ ÉÎÔÅÒÎÁÌ 

ËÎÏ×ÌÅÄÇÅ ÔÈÁÔ ÂÕÉÌÄÓ ÕÐ ÔÈÒÏÕÇÈ ÄÁÉÌÙ 

ÌÉÆÅȢ )Î 4ÈÅ 3ÅÃÏÎÄ 3ÅØ ɉΣΫΦΫɊȟ $Å 

3ÉÍÏÎÅ ÄÅ "ÅÁÕÖÏÉÒ ÁÄÄÓ Á ÇÅÎÄÅÒÅÄ 

ÐÅÒÓÐÅÃÔÉÖÅȟ ÁÒÇÕÉÎÇ ÔÈÁÔ ÇÅÎÄÅÒÅÄ 

ÂÅÈÁÖÉÏÕÒ ÁÎÄ ÓÔÅÒÅÏÔÙÐÅÓ ÁÒÅ ÓÈÁÐÅÄ 

ÁÎÄ ÂÅÃÏÍÅ ÓÅÄÉÍÅ.4ÅÄÔÈÒÏÕÇÈ ÔÈÅ 

ÄÉÆÆÅÒÅÎÔ ÅØÐÅÃÔÁÔÉÏÎÓ ÔÁÕÇÈÔ 

ÒÅÐÅÁÔÅÄÌÙ ÔÏ ÇÉÒÌÓ ɀÔÏ ÂÅ ÐÌÅÁÓÉÎÇ ÁÎÄ 

ÈÅÌÐÆÕÌ ɀÉÎ ÃÏÎÔÒÁÓÔ ÔÏ ÂÏÙÓ ÂÅÉÎÇ 

ÔÁÕÇÈÔ ÔÏ ÅØÐÌÏÒÅ ÁÎÄ ÄÏÍÉÎÁÔÅ ÔÈÅÉÒ 

×ÏÒÌÄÓ ɉ7ÅÂÂÅÒ ΤΡΣΪɊȢ *ÕÄÉÔÈ "ÕÔÌÅÒ 

ÄÅÔÁÉÌÓ ÈÏ× ÇÅÎÄÅÒ ÂÅÃÏÍÅÓ Á ÍÁÔÅÒÉÁÌ 

ÐÒÏÄÕÃÔ ÏÆ ÔÈÅ ÇÅÎÄÅÒÅÄ ÂÏÄÙ ÏÖÅÒ 

ÔÉÍÅȡ ÔÈÅ ÓÅÄÉÍÅ.4ÉÎÇÅÆÆÅÃÔ ÏÆ 

ÒÅÇÕÌÁÔÅÄȟ ÒÅÉÔÅÒÁÔÉÖÅȟ ÁÎÄ ÒÉÔÕÁÌ 

ÐÒÁÃÔÉÃÅÓ ɉΣΫΪΪȡΧΤΨɊȢ

embodied-enTANglements/enTANgled-embodiments, or eXe, are 

heavily laden, heavily laboured, amorphous sedimeNTedpainted-woven constellations. 

They are layered moments of intercoNNectionbetween the 

material, personal, and social. They are nurTURedin wandering, questioning, 

embattling, loving and motherly acts. Through the labour and time invested in them, they 

transform into multilayeredsculptural masses that celeBRatethe small, 

ordinary, and even mundane. My nurTURingof enTANgledforms manifests 

an aliveNessthat exPAndsinto the world-FLowswith an anthropomorphic defiance. 

Space is unseTTledas constellations dissolve and then solidify again. The cipher 

eXe refers to various components of my studio-based making proceSS, my philosophy of 

thinking, making and knowing, and ways of being in my body, as well as the physical 

woven/painted-enTANgled-dimensional free-forms I make.

My deeply immeRSiveproceSS, and the forms I make, insist on slow looking to allow a 

bodily and emotional coNNectionto grow. My research looks for small nuanced 

reOrientations, and subtle changes in perspectives.
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research question

4ÈÉÓ ÒÅÓÅÁÒÃÈ ÅØÐÌÏÒÅÓ ÔÈÅ ÅÎ4!.ÇÌÉÎÇÏÆ ÍÁÔÅÒÉÁÌÓ ÁÎÄ ÆÏÒÍÓ ×ÉÔÈ ÍÙ ÓÅÎÓÅ ÏÆ 

ÓÕÂÊÅÃÔÈÏÏÄȟ ÃÒÅÁÔÉÎÇ ÔÈÅ ÐÏÓÓÉÂÉÌÉÔÙ ÆÏÒ ÐÅÒÆÏÒÍÁ4)6ÅÁÅÓÔÈÅÔÉÃ ÅÎÃÏÕÎÔÅÒÓȢ 

) ÃÁÌÌ ÔÈÅÓÅ ÐÅÒÆÏÒÍÁ4)6ÅÅÎÃÏÕÎÔÅÒÓ ÅÍÂÏÄÉÅÄȤÅÎ4!.ÇÌÅÍÅÎÔÓȢ 4ÈÅÉÒ 

ÆÕÎÃÔÉÏÎ ÉÓ ÔÏ ÒÅÆÌÅÃÔ Á ÔÈÏÕÇÈÔÆÕÌÎÅÓÓ ÏÒ ÒÅ/ÒÉÅÎÔÁÔÉÏÎÏÆ ÐÅÒÓÐÅÃÔÉÖÅÓ ÁÒÏÕÎÄ ÍÙ 

ÕÎÄÅÒÓÔÁÎÄÉÎÇÓ ÏÆ ÓÅÌÆ ÁÎÄ ÏÔÈÅÒȢ ) ÃÏÎÔÅÍÐÌÁÔÅ ×ÈÁÔ ÐÏÓÓÉÂÉÌÉÔÉÅÓ ÁÒÉÓÅ ÆÒÏÍ ÔÈÅÍȟ 

ÆÏÒ ÍÁËÉÎÇ ÍÅÁÎÉÎÇ ÏÆ ÍÙ ÅÎ4!.ÇÌÅÄȤÅÍÂÏÄÉÍÅÎÔÁÓ ÁÎ ÁÒÔÉÓÔȤ×ÏÍÁÎ

×ÉÔÈÉÎ ÔÈÅ ÃÏÎÔÅÓÔÅÄ ÉÄÅÎÔÉÔÙȤÆÏÃÕÓÅÄ ÓÐÁÃÅ ÏÆ 3ÏÕÔÈ !ÆÒÉÃÁÎ ÁÒÔ ÐÒÁÃÔÉÃÅȢ 



conceptual orientation

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

Orientate towards fluiDity and FLow. Grounded in physical materialitiesɀmy body, materials, the 

stability of my life structure and home ɀI propose a shift towards the non-solid and fluiD (Deleuze 

1987:162). fluiDity, hybriDityand un-formednessinform my making, working and thinking, 

through which I focus on the actiVityof Doing, rather than the solidity of being (Barad 2003:802).   

In looking at the shifting relationship of phenomenal experiences with the world, this text hinges on 

theories that consider the logic of societal structures and paTTerns, searching for fundamental shifts 

or reOrientationsin how we inhabit our lives, society and Mother-Earth, our planet.

Theorists of vital new materialisms, like Donna Haraway (1988), RosiBraidotti (1994, 2006, 2011) and 

Karen Barad (1998, 2003), reconceive the human body as enTANgledmatter that is impacted by all 

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

ÎÅ× ÄÉÍÅÎÓÉÏÎÓ ÔÏ ÍÁËÉÎÇ ÐÒÁÃÔÉÃÅÓ ÃÏÍÅ ÆÒÏÍ *ÁÎÅ "ÅÎÎÅÔÔȭÓ ÃÏÎÃÅÐÔÉÏÎ ÏÆ ȰÖÉÔÁÌȱ ÏÒ ȰÖÉÂÒÁÎÔȱ 

matter (Bennett 2010:vii). I further consider the thing-nessof things through the framing of 

anthropologist Tim Ingold (2007a, 2007b, 2010, 2015). Isabelle Graw (2012, 2016), David Joselit (2009), 

Paul Crowther (2017), James Elkins (2000) and Rosalind Krauss (2011) inform my understanding of 

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

decolonial thinkers Walter Mignolo (2013) and Rolando Vázquez (2013, 2020), this understanding 

reORientstowards ethical and reciprocal conduct within 
enTANgled/intermeshed relationships, requiring a shift away from hierarchical and 

binariedthinking towards ethical and responsible modes of mutual intercoNNectedness. Looking at 

×ÈÁÔ ÉÎÆÌÕÅÎÃÅÓ ×ÏÍÅÎȭÓ ÅÍÂÏÄÉÍÅÎÔȟ *ÕÄÉÔÈ "ÕÔÌÅÒȭÓ ÎÏÔÉÏÎ ÏÆ ÇÅÎÄÅÒ ÕÎÄÅÒÇÉÒÄÓ ÍÙ ÕÎÄÅÒÓÔÁÎÄÉÎÇ 

of performaTIVitywithin systems of societal control, while corporeal feminists like Elizabeth Grosz 

(1994) and Hélène Cixous(2004) resuscitate the perceptive material body that Merleau-0ÏÎÔÙȭÓ ɉΣΫΦΧɊ 

phenomenology exposed. Amelia Jones (2015) and Marsha Meskimmon(1999, 2019) guide me on the 

ȰÃÏ-ÃÏÎÓÔÉÔÕÔÉÎÇȱ ÐÏÓÓÉÂÉÌÉÔÉÅÓ ɉ(ÁÒÁ×ÁÙ ΤΡΡΦȡΪΦɊ ÔÈÁÔ ÅØÉÓÔ ÁÔ ÔÈÅ 
intersection of making practices, vital new materialisms and corporeal 
feminismsȢ #ÌÁÉÒÅ "ÉÓÈÏÐȭÓ ΤΡΡΧ ×ÒÉÔÉÎÇ ÏÎ ÉÎÓÔÁÌÌÁÔÉÏÎ ÁÒÔ ÁÎÄ $ÏÒÏÔÈÅÁ ÖÏÎ Hantelmannon 

experiential encounters (2014) are instrumental for me in framing the potential for performaTIVe

encounters.

I 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 which things, like my eXe, are able to reveal their 

performaTIVepower.

ΣΪȤΣΫ



TÈÅ ÂÏÄÙ ÉÓ ÎÏÔ Á ÔÈÉÎÇȟ ÉÔ ÉÓ Á ÓÉÔÕÁÔÉÏÎȡ ÉÔ ÉÓ ÏÕÒ ÇÒÁÓÐ ÏÎ ÔÈÅ 
×ÏÒÌÄ ÁÎÄ ÏÕÒ ÓËÅÔÃÈ ÏÆ ÏÕÒ ÐÒÏÊÅÃÔȢ

Ȥ3ÉÍÏÎÅ ÄÅ "ÅÁÕÖÏÉÒȟ 4ÈÅ 3ÅÃÏÎÄ 3ÅØȟ ΣΫΦΫ



framing my body

7ÈÁÔȭÓ ×ÒÉÔÔÅÎ ÉÎ my artist-womanbody is the starting point for the research. The proceSSunfolds through my body, which serves 

multiplE functions in my research, acting as protagonist, actiVaTorand 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 social, material and political conditions 

within which I live, as well as geographic and historical perspectives that inform them. I am both the subject of the research, as well as its object.

I use the term my bodyin the way I live in it: as an integrated and compleXmultidimensional entity, which frames my experience of life. This multidimensional and 

multivalent body extends way beyond its physical form, incorporating various fields of energy, intelligence and information that are in constant interchange. 

7ÈÉÌÅ ÔÈÅ ÌÉÍÉÔÓ ÏÆ ÔÈÅ ÂÏÄÙȭÓ ÆÕÎÃÔÉÏÎÉÎÇ ÒÅÍÁÉÎ ÕÎÄÉÓÃÏÖÅÒÅÄȟ ×Å ËÎÏ× ÔÈÁÔ ÉÔ ÁÃÃÕÍÕÌÁÔÅÓ ÍÁÎÙ ÄÉÆÆÅÒÅÎÔ ÉÎÔÅÌÌÉÇÅÎÃÅÓȟ ÌÉËe emotions, affects and intenSities, 

perceptual knowledge, intuitive and sensory experiences, sedimeNTationof life experiences and analytical proceSSes. I define my body by actiVityɀ
what it Does, rather than as inert matter ɀin the mode of a DeleuzianȰÃÏÍÉÎÇ ÉÎÔÏ ÂÅÉÎÇȱ ɉBraidotti 2006:8) that is constantly morphing and is 

incapable of being contAINed. 

Traces and residues of my life experience are sedimeNTedin my 

ÂÏÄÙȭÓ ÏÒÇÁÎÉÃ ÍÁÔÅÒÉÁÌ ÆÏÒÍȟ ×ÈÉÃÈ ÆÕÎÃÔÉÏÎÓ ÁÓ Á ÒÅÐÏÓÉÔÏÒÙ ÏÆ ÄÁÉÌÙ 

events and knowledges accumulated through the routines of life from 

the multiplE sources that influence me. As a sedimeNTarysite, my 

body is a holding place of forgotten things: discarded, fragmented 

memories, traces of day-to-day lived experiences. Every thought, 

memory, emotion, action, experience gets stored there. Long-

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 put-down, every 

time I was obliged to do something against my will. Every time I felt 

like the queen bee, but also when I felt small, misunderstood, 

neglected. These feelings may be forgotten, but their traces remain 

within my body; along with suggestions of bodily functions I generally 

ÄÏÎȭÔ ÔÈÉÎË ÁÂÏÕÔȟ ÌÉËÅ ÈÏ× ÍÙ ÃÏÒÔÉÓÏÌ ÓÐÉËÅÓ ×ÈÅÎ ÍÙ ÂÏÄÙ ÇÏÅÓ 

into a state of stress, the visceral knot in my stomach when I sense 

something is wrong or the vibrational high of a stomach-aching 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 get 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 body-as-repository holds the key to 

accessing the knowledges embedded within it. This sedimeNTary
site is foundational to my embodied creative practice. 

ΤΡȤΤΣ



this text

Time wasted on essay writing invites the comparison to 

housekeeping ɀa necessary distraction from the real work for many 

women creators. Though she was never a housewife, in some ways 

Sontag used essay writing to keep house ɀto kick out the cobwebs, 

take inventory, make itemized lists of recent passions, discard 

outworn ideas. I read that while at the University of Chicago she 

expressed disgust to another female student because the girl was 

jotting grocery lists in the margins of her Hegel lecture notes. 

-Extract from Notes on Susan Sontag

by Molly Zuckerman-Hartung (2009:52)4ÈÉÓ ÔÅØÔ ÉÓ ÄÉÖÉÄÅÄ ÉÎÔÏ ÔÈÒÅÅ ÓÉÔÅÓ ÏÆ ÅÎ4!.ÇÌÅÍÅÎÔȡ  

ÅÎ4!.ÇÌÅÍÅÎÔΣ ÓÅÔÓ ×ÅÁÖÉÎÇ ÁÎÄ ÐÁÉÎÔÉÎÇ ÉÎ ÒÅÌÁÔÉÏÎÓÈÉÐȢ 

ÅÎ4!.ÇÌÅÍÅÎÔΤ ÄÅÁÌÓ ×ÉÔÈ ÔÅÎÓÉÏÎÓ ÁÒÏÕÎÄ ÔÈÅ ÍÕÌÔÉÐÌ%ÒÏÌÅÓ ) ÔÁËÅ ÏÎȟ ÃÈÁÌÌÅÎÇÉÎÇ ÍÙ ÓÏÃÉÁÌÉÓÅÄȤ

ÄÉÓÃÉÐÌÉÎÅÄ ÅÍÂÏÄÉÍÅÎÔ ÔÈÒÏÕÇÈ ÍÙ ÉÎÎÁÔÅ ÃÒÅÁÔÉÖÅ ÓÅÌÆȢ 

)Î ÅÎ4!.ÇÌÅÍÅÎÔΥȟ ÅXÅÅØ0!ÎÄÄÉÍÅÎÓÉÏÎÁÌÌÙȟ ÔÁËÉÎÇ ÆÌÉÇÈÔ ÉÎÔÏ ÓÐÁÃÅ ÉÎ ÐÅÒÆÏÒÍÁ4)6ÅÅÍÂÏÄÉÅÄ 

ÅÎÃÏÕÎÔÅÒÓ ÔÈÒÏÕÇÈ ÃÒÅÁÔÉÖÅ ÁÃÔÉ6ÉÔÉÅÓÔÈÁÔ ÁÃÔÉ6Á4ÅÔÈÅÉÒ ÍÁÔÅÒÉÁÌ )ÎÔÅ.3ÉÔÉÅÓÁÎÄ &,Ï×Ȣ

! ÓÔÒÕÃÔÕÒÉÎÇ ÄÅÖÉÃÅ ÈÏÌÄÓ ÅÁÃÈ ÅÎ4!.ÇÌÅÍÅÎÔȟ ÁËÉÎ ÔÏ ÔÈÅ ×ÁÒÐ ÉÎ ×ÅÁÖÉÎÇȢ 4ÈÅÓÅ ÔÈÒÅÅ ×ÁÒÐȤÓÔÒÉÎÇÓ ÁÒÅȡ

unseTTle

I use unseTTlednessin two senses ɀfirstly, it refers to things that remain in an ongoing proceSSof forming and 

avoid coming to particular fruition; secondly, as a verb that agitates or disOrientateswhat we know, opening 

space for new options and possibilities that challenge us to rethink.

POrous boundaries

My proceSSencounters multiplEboundaries ɀskin, 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 more POrous

so that, through their fluiD mutaBility, they allow the FLowof information both into and out of the form or 

category.

cOexisting

Differences keep arising in the proceSS. eXe are a physical representation of opposing ideas and values. 

JuxtapOsingthings that are contradictory creates deliberATetension. Rather than viewing differences as 

opposition, though, I am interested in the place of their tense-compleX-ambiguous-unseTTledcOexistence. This is 

the point of teeTeringbalance between chaos and organisation.

The infinite, endless looping rotations of the Möbius striprun through this text as an analogy and framing device that enables 

these different levels of compleXityto cOexist. The Möbius swivels through its different yet interchangeable surfaces, retaining differences, all the 

while producing an effect of unity in three-dimensional space (Grosz 1994:210). It enables compleXviews of relationships that hold multiplE

configurations, even dialectic opposites, in ways that avoid flattening them.

!ÒÔÉÓÔ 3ÁÒÁÈ 

3ÚÅ ÕÓÅÓ ÔÈÅ 

×ÏÒÄ 

ȰÔÅÅÔÅÒÉÎÇȱ 

ÔÏ ÄÅÓÃÒÉÂÅ 

ÈÏ× ÈÅÒ 

ÄÉÓÐÅÒÓÅÄ 

ÓÃÕÌÐÔÕÒÅÓ 

ÈÏÌÄ ÁÔ ÔÈÅ 

ÅØÁÃÔ ÐÏÉÎÔ 

ÂÅÔ×ÅÅÎ 

ÃÏÎÓÔÒÕÃÔÉÏÎ 

ÁÎÄ 

ÄÅÓÔÒÕÃÔÉÏÎ 

ɉ,ÏÕÉÓÉÁÎÁ 

#ÈÁÎÎÅÌȟ 

ΤΡΣΦɊȢ
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For Isabelle Graw (Graw & Lajer-BurcharthΤΡΣΨɊȟ ÐÁÉÎÔÉÎÇȭÓ ÐÅÒÓÅÖÅÒÁÎÃÅ ÁÒÉÓÅÓ ÆÒÏÍ ÈÏ× ÉÔȭÓ 

ȰÁÃÔÉÖÅ ÒÅÓÉÄÕÁÌ ÏÍÎÉÐÒÅÓÅÎÃÅȱ ÆÏÌÄÓ ÉÎÔÏ ÁÌÌ ÏÔÈÅÒ ÁÒÔ ÆÏÒÍÓ ÁÓ Á ȰÎÏÎ-specific index that 

ȰÃÏÎÔÉÎÕÅ ÉÔÓ ×ÏÒËȱ ÔÈÅÒÅ ɉÉÂÉÄȢȡΪΫȟ ΫΣɊȢ -Ù ×ÏÖÅÎ ÓÕÒÆÁÃÅÓ ÈÏÌÄ ÖÉÓÉÂÌÅ ÒÅÓÉÄÕÁÌ ÌÉÎËÓ ÔÏ ÔÈÅ 

actiVityof painting through my use of painting debris, namely the strips of cut-up painted 

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

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

to the wall, easel-ÌÉËÅ ɉ*ÕÄÄ ΣΫΨΦȡΣɊȢ 4ÙÐÉÃÁÌ ÏÆ Á ÐÁÉÎÔÅÒȟ ) ÐÁÃÅ ȣ ÃÉÒÃÌÅ ȣ ÓÔÅÐ ÂÁÃË ȣ ÓÔÒÉÄÅ 

forward to view my developing work from a distance and close-up. 

My messy hands-on approach to making feels painterly, so that the marks on my woven 

surfaces made from non-painterly materials still embody a notion of gesture that emulates 

painted brushstrokes. My innate sense of composition, colour, stroke, texture, line, mark-

making and build-up of layers all reference painterly making and thinking proceSSes. 

William Kentridge (2012) 

performs this movement 

around the studio ɀwalking 

away with his back turned 

on his creation, then 

mobilising the element of 

surprise to view it with 

ȰÃÌÅÁÎ ÅÙÅÓȱ ÁÓ ÈÅ ÔÕÒÎÓ 

around ɀas a purposeful 

differentiation between the 

ÒÅÃÉÐÒÏÃÁÌ ÒÏÌÅÓ ÏÆ ȰÁÒÔÉÓÔ ÁÓ 

ÍÁËÅÒȱ ÁÎÄ ȰÁÒÔÉÓÔ ÁÓ 

ÖÉÅ×ÅÒȱȢ 4ÈÉÓ ÓÅÐÁÒÁÔÉÏÎ 

shows the different modes 

of proceSSing/being of the 

artist ɀȰÍÁËÅÒȱ ÁÓ 

uncertain self-critical 

problem-solver, and 

ȰÖÉÅ×ÅÒȱ ÁÓ ÔÈÅ ÒÁÔÉÏÎÁÌ 

analytical thinking space. 

)Î ÄÉÓÔÁÎÃÉÎÇ ÍÙÓÅÌÆ ÆÒÏÍ 7ÅÓÔÅÒÎ ÅØÐÅÃÔÁÔÉÏÎÓ ÏÆ ÐÁÉÎÔÉÎÇȟ ) ÁÍ ÎÏÔ ÃÈÁÌÌÅÎÇÉÎÇ ÔÈÅ ÍÁÔÅÒÉÁÌ 

ÁÎÄ ÂÏÄÉÌÙ ÐÒÁÃÔÉÃÅ ÏÆ ÐÁÉÎÔÉÎÇ ÉÔÓÅÌÆ ÆÏÒ ×ÈÉÃÈ ) ÈÁÖÅ Á ÄÅÅÐ ÁÎÄ ÓÕÓÔÁÉÎÅÄ ÌÏÖÅȟ 

ÅØÈÉÌÁÒÁÔÉÎÇ ÉÎ ÔÈÅ ÍÁÔÅÒÉÁÌ ÁÃÔ ɀÔÈÅ ÓÔÉÃËÙȟ ÓÍÅÌÌÙȟ ×ÅÔȟ ÍÅÓÓÙȟ ÓÉÍÕÌÔÁÎÅÏÕÓÌÙ ÆÒÕÓÔÒÁÔÉÎÇ ÁÎÄ 

ÉÎÖÉÇÏÒÁÔÉÎÇ  ÍÁÔÅÒÉÁÌ ÇÅÓÔÕÒÅ ÏÆ ÓÍÏÏÓÈÉÎÇ×ÅÔ ÇÏÏÅÙ ÓÔÕÆÆ ÏÖÅÒ Á ÓÕÒÆÁÃÅ ÔÏ ÍÁËÅ Á ÖÁÒÉÅÔÙ ÏÆ 

ÍÁÒËÓȢ ) ÒÁÔÈÅÒ ÁÐÐÌÙ Á ÄÅÃÏÌÏÎÉÁÌ ÓÔÒÁÔÅÇÙ ÏÆ ÒÅÆÒÁÍÉÎÇ ÈÏ× 7ÅÓÔÅÒÎ ÐÁÉÎÔÉÎÇ ÈÁÓ ÂÅÅÎ 

ÅÄÕÃÁÔÅÄ ÉÎÔÏ ÕÓ ÔÈÒÏÕÇÈ ȰÔÈÅ ÄÏÍÉÎÁÎÔ ÐÒÏÊÅÃÔ ÏÆ ÃÉÖÉÌÉÓÁÔÉÏÎȱ ɉ6ÜÚÑÕÅÚ ΤΡΤΡȡΪΤɊȢ

) ÌÏÏË ÆÏÒ ÏÔÈÅÒÐÏÓÓÉÂÉÌÉÔÉÅÓ ÆÏÒ ÐÁÉÎÔÉÎÇȢ

) ÁÍ Á ÐÁÉÎÔÅÒȢ

) ÃÈÏÏÓÅ ÔÏ ÐÁÉÎÔ ÔÈÒÏÕÇÈ ×ÅÁÖÉÎÇȢ 

) ÄÏ ÔÈÉÓ ÔÏ 2%ÃÌÁÉÍ×ÅÁÖÉÎÇȢ

"ÕÔȣ ÅÖÅÒÙ ÁÒÔÉÓÔȟ ÁÎÄ ÒÅÓÅÁÒÃÈ ÐÒÏÃÅ33ȟ ÎÅÅÄÓ ÔÈÅ ÒÉÇÏÕÒ ÏÆ Á ÓÔÒÕÃÔÕÒÁÌ ÓÕÐÐÏÒÔ ÏÒ ȰÓÅÔ ÏÆ ÒÕÌÅÓȱ ÔÏ ×ÏÒË ×ÉÔÈ ɉ+ÒÁÕÓÓ ΤΡΣΣȡΩΪɊȡ ÔÈÉÓ ÎÅÅÄ ÉÓ 

ÉÎÔÅÎ3ÉÆÉÅÄÉÎ Á ÐÒÏÃÅ33ÌÉËÅ ÍÉÎÅȟ ×ÈÏÓÅ ÎÁÔÕÒÅ ÉÓ ÆÌÕÉ$ȟ ÕÎÓÔÒÕÃÔÕÒÅÄ ÁÎÄ ÅÎ4!.ÇÌÅÄȢ 3ÉÎÃÅ ÔÈÅ ÄÅÍÁÔÅÒÉÁÌÉÓÁÔÉÏÎ ÏÆ ÔÈÅ ÁÒÔ ÏÂÊÅÃÔ ÉÎ ÔÈÅ ȰÐÏÓÔȤ

ÍÅÄÉÕÍ ÃÏÎÄÉÔÉÏÎȱȟ 2ÏÓÁÌÉÎÄ +ÒÁÕÓÓ ɉΣΫΫΫȡΤΡɊ ÁÄÖÏÃÁÔÅÓ ÆÏÒ ÂÏÔÈ Á ÒÅÔÕÒÎ ÔÏ ÍÁÔÅÒÉÁÌÉÔÙ ÁÎÄ ÔÈÅ ÎÅÃÅÓÓÉÔÙ ÏÆ ÍÅÄÉÕÍ ÓÐÅÃÉÆÉÃÉÔÙ ɉ+ÒÁÕÓÓ 

ΤΡΣΣȡΪΫɊȢ 4ÈÅ ÍÅÄÉÕÍ ÏÒ ȰÔÅÃÈÎÉÃÁÌ ÓÕÐÐÏÒÔȱ ÕÓÅÄ ÂÙ ÁÎ ÁÒÔÉÓÔ ÎÅÅÄ ÎÏÔ ÂÅ ÍÁÔÅÒÉÁÌȠ ÉÔ ÃÁÎ ÂÅ ÁÎÙÔÈÉÎÇ ÔÈÁÔ ÔÈÅ ÁÒÔÉÓÔ ÉÎÖÅÎÔÓȟ ÅÖÅÎ Á ÃÏÎÃÅÐÔÕÁÌ 

ȰÒÅÃÕÒÓÉÖÅ ÓÔÒÕÃÔÕÒÅȱ ɉÉÂÉÄȢȡΩΨɊȢ 4ÈÅ ÁÒÔÉÓÔ ÓÅÃÕÒÅÓ ÈÅÒ ÍÅÄÉÕÍ ÂÙ ×ÏÒËÉÎÇ ÉÔ ÒÅÐÅÔÉÔÉÖÅÌÙȟ ÓÏ ÔÈÁÔ ÉÔ ÃÏÍÅÓ ÔÏ ÄÅÌÉÍÉÔ ÈÅÒ ÐÒÁÃÔÉÃÅ ɉ+ÒÁÕÓÓ ΤΡΣΣȡΩΪɊȢ 

4ÈÅ ÁÒÔÉÓÔȭÓ ȰÓÃÁÆÆÏÌÄÉÎÇȱ ÓÔÁÒÔÓ ÏÆÆ ÂÙ ÒÅÆÅÒÅÎÃÉÎÇ ÈÉÓÔÏÒÉÃÁÌ ÃÏÎÖÅÎÔÉÏÎÓ ÏÆ ÔÈÅ ÍÅÄÉÕÍ ÔÈÒÏÕÇÈ ÔÈÅ ÍÅÍÏÒÙ ÉÔ ÒÅÔÁÉÎÓȟ ÏÒ ÈÏ× ÉÔ ÆÁÃÉÌÉÔÁÔÅÓ Á 

ÒÅÃÏÖÅÒÙ ÏÆ ÍÅÍÏÒÙ ×ÈÅÎ ÕÓÅÄ ÉÔÅÒÁÔÉÖÅÌÙ ɉÉÂÉÄȢȡΣΤΩȟ ΣΤΪɊȢ /ÎÃÅ ÓÅÃÕÒÅÄȟ ÔÈÅ ÍÅÄÉÕÍ ÁÃÃÕÍÕÌÁÔÅÓ ÎÅ× ÁÓÓÏÃÉÁÔÉÏÎÓ ÔÈÒÏÕÇÈ ÉÔÓ ÏÎÇÏÉÎÇ ÕÓÅ ÁÎÄ 

ÃÏÎÔÅØÔȢ 

-Ù ȰÔÅÃÈÎÉÃÁÌ ÓÕÐÐÏÒÔȱ ÏÒ ȰÓÃÁÆÆÏÌÄÉÎÇȱ ɉ+ÒÁÕÓÓ ΤΡΣΣȡΩΪɊ ÉÓ ÔÈÅ ÔÅÎÓÉÏÎ ÂÅÔ×ÅÅÎ ÔÈÅ ÁÃÔÉ6ÉÔÉÅÓÏÆ ÐÁÉÎÔÉÎÇ ÁÎÄ ×ÅÁÖÉÎÇ ÉÎ ÓÐÁÃÅȢ 4ÈÅÉÒ 

ÊÕØÔÁÐ/ÓÉÔÉÏÎÉÇÎÉÔÅÓ ÍÙ ÐÒÏÃÅ33Ȣ 4ÈÅ ÃÁÌÌ ÁÎÄ ÒÅÓÐÏÎÓÅ ÂÅÔ×ÅÅÎ ÈÏ× ÐÁÉÎÔÉÎÇ ÁÎÄ ×ÅÁÖÉÎÇ ÅÎÇÁÇÅ ×ÉÔÈ ÓÐÁÃÅÃÒÅÁÔÅÓ ÔÈÅ 

ÆÒÉÃÔÉÏÎȟ ÅÎÅÒÇÙ ÁÎÄ ÍÏÍÅÎÔÕÍ ÔÈÁÔ ÓÐÕÒ ÍÙ ÐÒÏÃÅ33ÆÏÒ×ÁÒÄ ÖÉÓÕÁÌÌÙȟ ÃÏÎÃÅÐÔÕÁÌÌÙ ÁÎÄ ÔÈÅÏÒÅÔÉÃÁÌÌÙȢ



ΤΪȤΤΫ

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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ÅXÅÁÄÖÏÃÁÔÅ ÆÏÒ Á ÒÅÁÐÐÒÁÉÓÁÌÏÆ ÂÏÔÈ ÐÁÉÎÔÉÎÇ ÁÎÄ 

×ÅÁÖÉÎÇȢ ) ÓÉÄÅÓÔÅÐ ÃÁÔÅÇÏÒÉÓÁÔÉÏÎÓȢ 4ÈÉÓ ÇÏÅÓ ÆÁÒ ÂÅÙÏÎÄ 

ȰÅØÐÁÎÄÉÎÇȱ ÔÈÅ ÃÁÔÅÇÏÒÙ ɉ+ÒÁÕÓÓ ΣΫΩΫɊ ÏÒ ȰÄÉÆÆÅÒÅÎÃÉÎÇ ÔÈÅ 

ÃÁÎÏÎȱ ÁÓ Á ×ÁÙ ÔÏ ×ÒÉÔÅ ×ÏÍÅÎ ÉÎÔÏ ÔÈÅ 7ÅÓÔÅÒÎ ÁÒÔ ÃÁÎÏÎ 

ɉ0ÏÌÌÏÃË ΣΫΫΫɊȢ )Ô ÒÁÔÈÅÒ ÅØÐÌÏÄÅÓ ÃÏÌÏÎÉÁÌ ÃÁÔÅÇÏÒÉÓÁÔÉÏÎÓȟ ÓÕÃÈ ÁÓ 

ÂÅÔ×ÅÅÎ ÐÁÉÎÔÉÎÇ ÁÎÄ ×ÅÁÖÉÎÇȟ ÒÅÎÄÅÒÉÎÇ ÔÈÅÉÒ ÂÏØÉÎÇ ÉÎÔÏ ÇÅÎÒÅÓ 

ÁÎÄ ÄÉÓÃÉÐÌÉÎÁÒÙ ÂÏÕÎÄÁÒÉÅÓ ÁÓ ÍÅÁÎÉÎÇÌÅÓÓ ɉ-ÉÇÎÏÌÏǪ 6ÁÓÑÕÅÚ 

ΤΡΣΥȡΦɊȢ 2ÅÆÕÓÉÎÇ ÔÏ ÒÅÃÏÇÎÉÓÅ ÇÅÎÒÅȟ ) ÕÎÓÅ44ÌÅÔÈÅ ÆÉÎÅ ÁÒÔ ÇÅÎÒÅ 

ÏÆ ÏÉÌ ÐÁÉÎÔÉÎÇȢ

I de- discipline painting

Appearances are misleading. held residues is a 

seemingly serene artwork. But it holds an underlying violence. 

The work was formed using improvised Spanish lacing woven from 

different thicknesses of natural string. The intricate lacing 

emulates a drawn mark, suggesting the presence of the artist 

through the dexterity and intenSityof work. The loom is fashioned 

from a discarded oil painting stretcher: it is held taut and warps 

under extreme tension. 

With its repurposed loom, held residues holds links to the Western 

history of oil painting. Just as rigidly-claimed identity markers risk a 

one-dimensional flattening of a subject, visual representation can 

similarly be a fixing in space and time that influences the partial 

perspectives through which we come to understand our everyday 

experiences and views of the world. Visual representation through 

mimetic forms, such as painting, emerged as part of the modern-

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

ÅÎÔÒÅÎÃÈÅÄ ȰÖÉÃÅ-ÌÉËÅ ÇÒÉÐȱ ÉÎ ÃÏÎÔÅÍÐÏÒÁÒÙ ÔÈÏÕÇÈÔ ɉ"ÏÌÔ 

ΤΡΡΦȡΣΥɊȢ -ÁÎ ÁÓÓÅÒÔÓ ÈÉÓ ÄÏÍÉÎÁÎÃÅ ÂÙ ȰÃÏÎÑÕÅÒÉÎÇȱ ÔÈÅ ×ÏÒÌÄ ÁÓ 

ÐÉÃÔÕÒÅÓ ɉÉÂÉÄȢȡΤΧɊȢ (Å ȰÓÅÃÕÒÅÓȱ ÔÈÅ ×ÏÒÌÄ ÂÙ ÒÅÄÕÃÉÎÇ ÉÔ ÔÏ ÁÎ 

organisational system of fixed thought paTTernsÁÓ ȰÁ ÐÒÏÊÅÃÔÉÏÎȟ 

modelingÏÒ ÆÒÁÍÉÎÇȱ ɉ(ÅÉÄÅÇÇÅÒ ÃÉÔÅÄ ÉÎ "ÏÌÔ ΤΡΡΦȡΣΫɊ ÔÈÁÔ ȰÒÅ-

ÐÒÅÓÅÎÔÓȱ ÔÈÅ ×ÏÒÌÄ ɉ"ÏÌÔ ΤΡΡΦȡΣΫɊȢ 4ÈÉÓ ÍÏÄÅÌ ÐÌÁÃÅÓ ÍÁÎ ÁÔ ÔÈÅ 

centre of all relations (Heidegger cited in Bolt 2004:19) and 

thereby ÃÒÅÁÔÅÓ ÂÏÔÈ ȰÆÉØÉÔÙ ȣ ÁÎÄ ɍȣɎ ÍÁÓÔÅÒÙ 
over that worldȱ ɉ"ÏÌÔ ΤΡΡΦȡΫɊȢ *ÏÁÎ Copjec(1996:24) traces 

ÌÉÎÅÁÒ ÐÅÒÓÐÅÃÔÉÖÅ ÔÏ ÔÈÅ ȰÇÅÏÍÅÔÒÉÚÁÔÉÏÎ ÏÆ ÖÉÓÉÏÎȱȟ ×ÈÉÃÈ 

develops in the Renaissance. 

Spanish lacing is a specific 

style of lace associated 

with Spain, although not 

indigenous (Cole. 1875: 

np) . I use it because it has 

a high proportion of 

negative spaces, which 

render my woven surfaces 

POrous, and thereby able 

to develop a visual 

relationship with their 

context. I taught myself to 

Spanish lace by copying a 

found image, making my 

own improvised version 

that disrupTsthe 

established traditional 

method of Spanish lacing.
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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

between mind and body

and 

between socialised and material bodies.

It results in flattened representations of the body.

I problematise Western painting for these reasons.

Breaking representation ÍÅÁÎÓ ÌÏÏËÉÎÇ ÂÅÙÏÎÄ ÔÈÅ ÂÉÎÁÒÙȟ ÒÅÑÕÉÒÉÎÇ ÍÁÎȭÓ ÓÕÐÅÒÉÏÒÉÔÙ ÔÏ ÂÅ 
overturned. 

UnseTTlingforms opens space for alternate views and perspectives that transcend figuration 

and representation.

I use weaving to challenge painting, breaking the 

painted surface out of its geometric frame. Emptied of its original 

contents, the frame delineates an absence. Being a self-taught 

weaver is an advantage here: beyond fumbling around feeling 

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 that unfixesand unseTTles

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. 

I cut the removed canvas into strips to weave a new surface into 

the emptied frame. Painting becomes the support/loom that I 

weave into. I 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 the proceSSof 

making, leaving the strips of painting with nothing to hold onto. I 

conceptually unravel the dominant history of Western painting by 

literally stripping the disrupTedcanvas of its loaded history, 

establishing it as unframed and unfixed, and simultaneously 

reassert a new conception of painting that is linked to weaving. 

how I started weaving

) ÃÏÎÓÃÉÏÕÓÌÙ ÓÉÄÅȤÓÔÅÐÐÅÄ ÐÁÉÎÔÉÎÇ ÆÏÒ ÍÁÎÙ ÙÅÁÒÓȟ ÁÖÏÉÄÉÎÇ ÉÔÓ 

ÌÏÁÄÅÄ ÈÉÓÔÏÒÙ ÁÓ Á ÓÉÔÅ ÏÆ ÔÅÎÓÉÏÎ ÁÎÄ ÉÎÔÅÒÎÁÌ ÓÔÒÕÇÇÌÅ ÆÏÒ ÍÅȢ 

)Î ÆÒÕÓÔÒÁÔÉÏÎ ÁÔ ÔÈÅ ÅØÃÅÓÓÉÖÅ ÃÏÎÔÒÏÌ ÅØÐÒÅÓÓÅÄ ÂÙ ÍÙ ÐÁÉÎÔÅÄ 

ÍÁÒËȤÍÁËÉÎÇȟ ×ÈÉÃÈ ÆÏÒ ÍÅ ÅÖÉÄÅÎÃÅÓ ÍÙ ÃÏÎÓÔÒÁÉÎÅÄ ÂÏÄÙȟ 

ÁÎÄ ÔÏ ÃÒÅÁÔÅ ÄÉÓÔÁÎÃÅ ÆÒÏÍ ÔÈÅ ÃÏÍÐÌÅ8ÉÔÉÅÓÏÆ ÆÉÇÕÒÁÔÉÖÅ 

ÒÅÐÒÅÓÅÎÔÁÔÉÏÎȟ ) ÃÕÔ ÕÐ Á ÐÁÉÎÔÉÎÇȢ ,ÅÆÔ ×ÉÔÈ Á ÍÅÓÓÙ ÐÉÌÅ ÏÆ 

ÐÁÉÎÔÅÄ ÃÁÎÖÁÓ ÓÔÒÉÐÓȟ ) ÉÎÔÕÉÔÉÖÅÌÙ ×ÏÖÅ ÔÈÅÍ ÔÏÇÅÔÈÅÒ ÉÎ Á 

ÓÕÐÒÅÍÅÌÙ ÄÏÍÅÓÔÉÃ ÁÃÔ ÏÆ ÍÁËÉÎÇ ÔÉÄÙȡ ÆÒÏÍ ÉÎÃÅÐÔÉÏÎȟ ÍÙ 

×ÅÁÖÉÎÇ ÈÁÓ ÂÅÅÎ ÔÉÅÄ ÔÏ ÐÁÉÎÔÉÎÇȟ ÔÏ ÄÏÍÅÓÔÉÃÁÔÉÎÇȟ ÁÎÄ ÔÏ ÔÈÅ 

ÁÃÔ ÏÆ ÂÒÅÁËÉÎÇ ×ÉÔÈ ÆÉÇÕÒÁÔÉÖÅ ÒÅÐÒÅÓÅÎÔÁÔÉÏÎȢ 4ÈÉÓ ÒÅÓÅÁÒÃÈ 

ÒÅÐÒÅÓÅÎÔÓ ÍÙ ÐÅÒÓÏÎÁÌ ÁÔÔÅÍÐÔ ÔÏ ÃÏÎÆÒÏÎÔ ÍÙ ÄÅÍÏÎȡ ÍÙ 

ÓÔÒÕÇÇÌÅ ÔÏ ÆÉÎÄ ÍÙ ÐÌÁÃÅ ÁÓ Á ÆÅÍÁÌÅȟ ÁÓ ÁÎ ÁÒÔÉÓÔ ÁÎÄ ÁÓ Á 

ÐÁÉÎÔÅÒ ×ÉÔÈÉÎ ÔÈÅ ÉÄÅÎÔÉÔÙȤÐÏÌÉÔÉÃÓ ÏÆ ÍÕÃÈ 3ÏÕÔÈ !ÆÒÉÃÁÎ ÁÒÔ 

ÐÒÁÃÔÉÃÅȢ 

#ÒÅÁÔÉÖÅȟ ÉÍÁÇÉÎÁÔÉÖÅ ÁÎÄ ÔÈÅÏÒÅÔÉÃÁÌ ÐÒÁÃÔÉÃÅÓ ÈÁÖÅ ÄÉÓÒÕÐ4ÉÖÅ

ÐÏ×ÅÒȢ (ÁÒÁ×ÁÙȭÓ #ÙÂÏÒÇ ÃÒÅÁÔÅÓ Á ÓÐÁÃÅ ÏÆ ÏÔÈÅÒÎÅÓÓȟ ÆÁÎÔÁÓÙ 

ÁÎÄ ÓÃÉÅÎÃÅ ÆÉÃÔÉÏÎ ÆÒÏÍ ×ÈÉÃÈ ÔÏ ÃÏÎÔÅÓÔ ÏÒ ÅÓÃÁÐÅ ÓÏÃÉÁÌ 

ÉÍÐÏÓÉÔÉÏÎÓ ÁÎÄ ȰÉÄÅÎÔÉÔÉÅÓȟ ÃÁÔÅÇÏÒÉÅÓȟ ÒÅÌÁÔÉÏÎÓÈÉÐÓȱ 

ɉ(ÁÒÁ×ÁÙ ΣΫΫΣȡΣΪΣɊȢ "ÕÔÌÅÒ ɉΣΫΫΡȡΣΩΧɊ ÅÎÖÉÓÁÇÅÓ ÕÓÉÎÇ ÔÈÅ 

ÓÕÒÒÅÁÌ ÆÁÎÔÁÓÙ ×ÏÒÌÄ ÏÆ ÐÅÒÆÏÒ-ÁÎÃÅÔÏ ÕÎȤÐÅÒÆÏÒÍ ÓÏÃÉÅÔÁÌ 

ÉÍÐÏÓÉÔÉÏÎÓȢ )Æ ÇÅÎÄÅÒ ÉÓ ÁÎ ÉÌÌÕÓÉÏÎ ÔÈÁÔ ȰÉÓ ÏÎÌÙ ÒÅÁÌ ÔÏ ÔÈÅ 

ÅØÔÅÎÔ ÔÈÁÔ ÉÔ ÉÓ ÐÅÒÆÏÒÍÅÄȱ ɉ"ÕÔÌÅÒ ΣΫΪΪȡΧΤΩɊȟ ÉÔ ÃÁÎ ÂÅ 

ÄÉÓÍÁÎÔÌÅÄ ÂÙ ÐÅÒÆÏÒÍÉÎÇ Á ÎÅ× ȰÓÕÂÖÅÒÓÉÖÅȱ 

ÓÃÒÉÐÔɉ"ÕÔÌÅÒ ΣΫΫΡȡΣΪΩɊȟ ×ÉÔÈ Á ÄÉÆÆÅÒÅÎÔ ÓÅÔ ÏÆ ÁÃÔÓ ÔÈÁÔ 

ÃÒÅÁÔÅ ÓÐÁÃÅ ÆÏÒ ÁÌÔÅÒÎÁÔÉÖÅ ÒÅÐÒÅÓÅÎÔÁÔÉÏÎÓ ÁÎÄ ÓÅÌÆȤÄÅÆÉÎÅÄ 

ÉÄÅÎÔÉÔÉÅÓȢ #ÒÅÁÔÉÖÉÔÙ ÏÆÆÅÒÓ Á ÓÐÁÃÅ ÏÆ ÒÅÂÅÌÌÉÏÎ ÆÏÒ ×ÏÍÅÎ 

ÁÒÔÉÓÔÓȡ ÉÎ ÃÏÎÔÒÁÓÔ ÔÏ ÔÈÅ ÃÏÎÃÒÅÔÅ ÕÓÅȤÖÁÌÕÅ ÏÆ ÔÈÅ ÄÏÍÅÓÔÉÃȟ 

ÔÈÅ ÖÅÒÙ ÁÃÔ ÏÆ ÃÒÅÁÔÉÖÅ ÍÁËÉÎÇ ÔÈÁÔ ×ÏÒËÓ ÔÏ×ÁÒÄÓ ÓÏÍÅÔÈÉÎÇ 

ÁÎÄ ÎÏÔÈÉÎÇ ÉÎ ÐÁÒÔÉÃÕÌÁÒ ÃÁÎ ÂÅ ÃÏÎÆÒÏÎÔÁÔÉÏÎÁÌȢ 

ΥΨȤΥΩ



0ÁÉÎÔÉÎÇÉÓÆÕÎÄÁÍÅÎÔÁÌÌÙÌÉÎËÅÄÔÏ×ÅÁÖÉÎÇÁÎÄȟÆÏÒÍÅȟÔÈÅ

ÂÏÕÎÄÁÒÉÅÓÂÅÔ×ÅÅÎÔÈÅÍÁÒÅ0/ÒÏÕÓȢ!ÅÓÔÈÅÔÉÃÁÌÌÙȟÔÅØÔÉÌÅÉÓÔÈÅ

ÐÒÉÍÅÖÁÌÁÒÔÆÏÒÍȰÆÒÏÍ×ÈÉÃÈÁÌÌÏÆÔÈÅÁÒÔÓÂÏÒÒÏ×ȱɉ#ÉÒÁÕÑÕÉ

ΤΡΣΩȡΤΣΪɊȢ6ÅÒÔÉÃÁÌÐÁÉÎÔÉÎÇÃÏÎÃÅÉÖÁÂÌÙÄÅÖÅÌÏÐÅÄÔÈÒÏÕÇÈÔÁÐÅÓÔÒÙȭÓ

ÖÅÒÔÉÃÁÌÏÒÉÅÎÔÁÔÉÏÎȟÁÎÄÔÈÅÒÅÂÙÖÉÓÕÁÌÌÙȰÉÎÖÏËÅÓÔÈÅÔÒÁÄÉÔÉÏÎÏÆ

ÐÁÉÎÔÉÎÇÔÏÔÈÅÁÒÃÈÅÔÙÐÅÏÆÔÈÅÔÁÐÅÓÔÒÙȱɉÉÂÉÄȢɊȢ

#ÏÎÔÒÁÓÔÉÎÇÔÈÉÓÈÉÓÔÏÒÉÃÁÌÐÅÒÓÐÅÃÔÉÖÅȟÃÏÌÏÎÉÓÁÔÉÏÎÉÍÐÏÓÅÄÁ

ÓÅÐÁÒÁÔÉÏÎÏÆÐÁÉÎÔÉÎÇÁÎÄ×ÅÁÖÉÎÇȢ/ÕÒÕÎÄÅÒÓÔÁÎÄÉÎÇÏÆȟÁÎÄÔÈÅ

×ÁÙ×ÅÐÌÁÃÅÖÁÌÕÅÏÎȟÃÒÅÁÔÉÖÅÁÃÔÉ6ÉÔÙÈÁÓÂÅÅÎÓÈÁÐÅÄÂÙÔÈÅ

ÍÏÄÅÒÎȤÃÏÌÏÎÉÁÌÏÒÄÅÒÓÉÎÃÅÔÈÅΣΩΡΡÓɉ'ÁÚÔÁÍÂÉÄÅȤ&ÅÒÎÜÎÄÅÚ

ΤΡΣΦȡΤΡΧɊȢ&ÏÒ7ÁÌÔÅÒ-ÉÇÎÏÌÏȟȰÃÏÌÏÎÉÁÌÉÔÙÄÅÓÃÒÉÂÅÓÔÈÅÈÉÄÄÅÎ

ÐÒÏÃÅÓÓÏÆÅÒÁÓÕÒÅȟÄÅÖÁÌÕÁÔÉÏÎȟÁÎÄÄÉÓÁÖÏ×ÉÎÇÏÆÃÅÒÔÁÉÎÈÕÍÁÎ

ÂÅÉÎÇÓȟ×ÁÙÓÏÆÔÈÉÎËÉÎÇȟ×ÁÙÓÏÆÌÉÖÉÎÇȟÁÎÄÏÆÄÏÉÎÇÉÎÔÈÅ×ÏÒÌÄȱ

ɉÉÂÉÄȢȡΣΫΪɊȢ#ÏÌÏÎÉÓÁÔÉÏÎÕÎÆÏÌÄÅÄÉÎÁÔÈÒÅÅÆÏÌÄÐÒÏÃÅ33ÔÈÁÔÓÔÁÒÔÅÄ

×ÉÔÈȰÅÆÆÁÃÉÎÇȱÁÎÄȰÅÒÁÓÉÎÇȱÆÏÒÍÓÏÆÍÁËÉÎÇÔÈÁÔÐÒÅȤÅØÉÓÔÅÄÉÔ

ɉ-ÉÇÎÏÌÏǪ6ÜÓÑÕÅÚΤΡΣΥɊȢ4ÈÅÎÅØÔÓÔÅÐÁÓÓÅÒÔÅÄÁÎÅ×ÄÅÆÉÎÉÔÉÏÎÏÆ

ÐÁÉÎÔÉÎÇÔÏÅÓÔÁÂÌÉÓÈÉÔÁÓÁÇÅÎÒÅ×ÉÔÈÅÌÅÖÁÔÅÄÓÔÁÔÕÓȢ4ÈÅÆÉÎÁÌÓÔÅÐ

ÄÉÓÓÅÍÉÎÁÔÅÄÁÓÙÓÔÅÍÏÆȰÁÃÃÅÐÔÁÂÌÅȱÔÁÓÔÅÓÁÎÄ+ÁÎÔÉÁÎÁÅÓÔÈÅÔÉÃ

ÖÁÌÕÅÓÔÈÁÔÍÏÕÌÄÅÄÔÈÅÓÅÎÓÅÓÁÎÄÐÅÒÃÅÐÔÉÏÎɉÉÂÉÄȢȡΦȟΨɊȢ-ÉÇÎÏÌÏ

Ǫ6ÜÓÑÕÅÚÁÓÓÅÒÔÔÈÁÔÁÒÔÆÏÒÍÓ×ÅÒÅÕÓÅÄÔÏȰÓÈÁÐÅÔÈÅÓÅÎÓÅÓȱÏÆ

ÓÕÂÊÅÃÔÓÁÎÄÒÅÇÕÌÁÔÅÔÈÅÉÒÔÁÓÔÅÓɉÉÂÉÄȢȡΣΥɊÁÓÁ×ÁÙÔÏÌÅÇÉÔÉÍÉÚÅȰÔÈÅ

ȬÓÕÐÅÒÉÏÒÉÔÙȭÏÆ%ÕÒÏÐÅÁÎÁÒÔÓÁÎÄÁÅÓÔÈÅÔÉÃÓȱɉÉÂÉÄȢȡΣΦɊÂÙÒÅÊÅÃÔÉÎÇ

ÏÔÈÅÒÆÏÒÍÓÏÆÁÅÓÔÈÅÔÉÃÐÒÁÃÔÉÃÅȢ

)ÓÔÒÕÃÔÕÒÅÍÙÐÒÏÃÅ33×ÉÔÈ-ÉÇÎÏÌÏȭÓÐÌÅÁÔÏÃÒÅÁÔÉÖÅÓÉÎÍÉÎÄȡÔÏ

ÐÌÁÙÁÃÅÎÔÒÁÌÒÏÌÅÉÎÄÅÁÌÉÎÇ×ÉÔÈÁÎÄÈÅÁÌÉÎÇÆÒÏÍÔÈÅȰÃÏÌÏÎÉÁÌ

×ÏÕÎÄȱɉ'ÁÚÔÁÍÂÉÄÅȤ&ÅÒÎÜÎÄÅÚΤΡΣΦȡΤΡΨȟΤΡΩɊȢ#ÕÌÔÕÒÁÌÐÒÏÄÕÃÅÒÓ

ÃÁÎÁÓÓÉÓÔÉÎÄÉÓÌÏÃÁÔÉÎÇÃÏÌÏÎÉÁÌȰÁÅÓÔÈÅ4ÉÃÓȱÂÙȰÄÅÌÉÎËÉÎÇȱÏÒ

ÌÉÂÅÒ!4ÉÎÇÔÈÅÓÅÎÓÅÓÆÒÏÍȰÔÈÅÓÅÎÓÉÂÉÌÉÔÙÏÆÔÈÅ

ÃÏÌÏÎÉÓÅÄÓÕÂÊÅÃÔȱ ɉÉÂÉÄȢȡΤΡΣɊȢ Ȱ$ÅÃÏÌÏÎÉÁÌÁÅÓÔÈÅ3ÉÓȱ

ÒÅÃÏÇÎÉÓÅÓÁÎÉÎÎÁÔÅÃÒÅÁÔÉÖÉÔÙÉÎÁÌÌÈÕÍÁÎÓÔÈÁÔÃÁÎÂÅÍÏÂÉÌÉÓÅÄÔÏ

ÒÅÖÁÌÕÅ×ÈÁÔȰÈÁÓÂÅÅÎÍÁÄÅÉÎÖÉÓÉÂÌÅÏÒÄÅÖÁÌÕÅÄÂÙÔÈÅÍÏÄÅÒÎȤ

ÃÏÌÏÎÉÁÌÏÒÄÅÒȱɉÉÂÉÄȢȡΤΡΣȟΤΡΧɊȢ4ÈÉÓÍÅÁÎÓÁÓÓÅÒÔÉÎÇÐÅÒÓÏÎÁÌÔÁÓÔÅÓ

ÁÎÄÐÒÅÆÅÒÅÎÃÅÓȟÒÁÔÈÅÒÔÈÁÎÈÁÖÉÎÇÔÈÅÓÅÃÉÒÃÕÍÓÃÒÉÂÅÄÁÎÄ

ÒÅÇÕÌÁÔÅÄɉÉÂÉÄȢɊȢ-ÙÐÒÏÃÅ33ÉÓÉÎÆÏÒÍÅÄÂÙÔÈÅÓÅÁÃÔÓÏÆ

ÌÉÂÅÒ!4ÉÏÎȡ

of the senses

of personal taste

of the aesthesis of my made forms

an ever - exPAnding interpretation of what it means to

ȳpaintȴ

The development of oil-basedpigment in the 15th century led to the

claimingand colonisingof painting within the Western fine art canon

as the exclusionary elitist domain of white male artists. As noted

above, cementing the aesthetic hierarchy required diminishing the

status and value of other art forms, which was enabled by the

recognition of two alternate models of making: the technical or

hylomorphic model employed by the artist was contrasted to the

textilic of the crafter (Ingold 2010:93). TheȰÇÅÎÉÕÓȱartist (read as

white Western male) gained aesthetic artist-value through his ability

to exert ȰÒÁÔÉÏÎÁÌand rule-ÇÏÖÅÒÎÅÄȱcontrol over materials by

imposing ȰÐÒÅÃÏÎÃÅÉÖÅÄÆÏÒÍȱon them (ibid.:93). In a world that

could now be ȰÅÎÇÉÎÅÅÒÅÄin the light of ÒÅÁÓÏÎȱ(ibid.:93), the

incredibleskill involved in craft makingwas debasedasmanuallabour

and relegated to a lower status for its mere functional use-value. A

distancing occurred in the reciprocal relationship between artist and

ȰÁÃÔÉÖÅȱmaterials. Western making practices lost ȰÔÈÅtactile and

sensuousknowledge of line andÓÕÒÆÁÃÅȱknown by artisansas they

cameto considermaterialsasȰÉÎÅÒÔÓÕÂÓÔÁÎÃÅȱ. Viewedas inert and

homogenous, the aliveNess of materials was

deadened. Materials became other, subsumed as mere objects

availablefor ÍÁÎȭÓuse and intellectual prowess. TheybecameObject

to man,who took the foreground asSubject(ibid.).

But more recently, many (female) painters have REclaimed the

Subject for its material value and, especially since Abstract

Expressionism,upheld the capacityof horizontal painting proceSSto

challenge the phallic verticality of the Western canon. Many artists

and theorists have attempted to redefine painting, to move painting

ȰÏÕÔÓÉÄÅÉÔÓÅÌÆȱ(Graw & Lajer-Burcharth 2016:9) through

interrogating its intersection with other art forms, such as

incorporating readymades, or merging with perforMance and bodily

practices (ibid.). Painting is now successfullyassimilated,hybriDised

and repurposed into other genres of contemporary artistic practices

(ibid.:9), rendering its boundaries POrous. LiberATed from fixed

definition, ÐÁÉÎÔÉÎÇȭÓscopeis now a medium exPAnded. Similarly,my

conception of painting extends beyond the cerebral, vertical, flat,

one-dimensionalrepresentationof Westernpainting.
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Contemporary painting is broad, fluiD and 
ȰÇÒÁÔÕÉÔÏÕÓȱ ÅÎÏÕÇÈ ɉSchwabsky2002) to facilitate 

practically anything being considered painting, 
including weaving in my case.
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ÁÎ ÏÐÅÎ ÄÉÁÌÏÇÉÃÁÌ ÒÅÌÁÔÉÏÎÁÌÉÔÙ ÔÏ ×ÏÒÌÄ ÅÖÅÎÔÓ

REclaiming painting through weaving

My practice is informed by notions of the decolonial feminist material object. Rather than linking painting to viscousoil paint, I seek to REinsert, RE-assert

and REclaimweaving within a longer tradition of painting with materials,objects and colours that has specific links to women and their embodied practices.

Paintingisan innatelyhumanexpressionof creativity that hasexistedprobably aslong ashumankind. Womenparticularlyhavebeenpainting with objectsandcolour

through deep human time and across the ages, using a wide range of deep ancestral technologies, like weaving, embroidery, tapestry, carpet-making and

lacemaking.7ÏÍÅÎȭÓwork is repetitive, easilyinterruptible, and not dangerousbecauseit must accommodatechildminding in a division of labour whereȰ×ÏÍÅÎ

spent most of their time raising young children and preparing the daily food and householdÃÌÏÔÈȱ(Barber 2005:294). ImmeRSivepractices have alwaysbeen an

important part of×ÏÍÅÎȭÓlivesɀanthropologists believethat women dominated the textile industry in prehistoric times, with the majority of cloth madeby women

for home use and sale,according to ElizabethWaylandBarber (2005), who researchesat the intersection of archaeology,textiles and the feminisation of labour. I

conceiveof painting asan immeRSive, bodily and material practiceof mark-makingwith objectsandmaterials.

Theseforms of painting that pre-existedcolonisationwere effaced asȰ×ÏÒÔÈÌÅÓÓȱdomesticwork or housekeepingin a divisionof labour that viewed work

done by women asȰÎÏÎ-×ÏÒËȱ(Federici2004:92), or raciallyprejudicedasthe art of servantsand labourers. Despitebeingstigmatisedandbelittled asdomesticnon-

work, weaving is fundamental to human development and not just ȰÉÎÃÉÄÅÎÔÁÌto ÃÕÌÔÕÒÅȱ(Kruger 2001:22,23). Dating back as far as humanity itself, its history

intermeshesin primal ways with the development of human communities. Textilesand woven tapestries formed a primary meansof 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

driving force in ȰÅÓÔÁÂÌÉÓÈÉÎÇȟhomogenizing andÐÅÒÐÅÔÕÁÔÉÎÇȱmany societiesand in the creation of collective memory and culture (Kruger 2001:22,23). Culture

describeshow a social grouping live, and incorporates objects and media that support this life, together with their beliefs, social customs andȰÏÔÈÅÒmodes of

humanexperience,circuits of economicexchange,and expressionsof ÐÏ×ÅÒȱ(Jones2012:13). Sparsearchaeologicalevidenceexists to stake×ÏÍÅÎȭÓplace in this

important history (Barber2005:200), which ispoorly researchedanddocumented becausefibre rots anddecaysaway(Kruger2001:22).

I use painting as a conceptual interrogative tool to rethink bodies, making practices, gendered codings, and to destabiliSeintellectual, material and theoretical 

frontiers. malleaBle, compleX, conTEXtualand uncontainable, painting is an apt site for broad experimentation and investigation that presents exPAnsive

possibilities to my research. 
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4ÈÉÓÄÅȤÄÉÓÃÉÐÌÉÎÉÎÇÏÆÐÁÉÎÔÉÎÇÉÓÁÎȰÕÎȤÄÉÓÃÉÐÌÉÎÉÎÇȱÏÆËÎÏ×ÌÅÄÇÅɉ2ÏÇÏÆÆΤΡΣΡȡΦΡɊȢ)ÔÕÎÂÏÕÎÄÓËÎÏ×ÌÅÄÇÅɉ2ÏÇÏÆÆ

ΤΡΡΨȡΣɊȢ
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ΦΣȤΦΤΦΦȤΦΧ



3ÕÂÖÅÒÓÉÖÅ $ÉÓÒÕÐÔÉÏÎ

-ÁÄÅ ×ÉÔÈ -ÁÒÇÕÅÒÉÔÅ 3ÁÎÄÅÒÓ

ΤΡΣΫ

ÒÅÐÕÒÐÏÓÅÄ ÏÉÌȤÐÁÉÎÔÅÄ ÃÁÎÖÁÓȟ ÐÌÁÓÔÉÃ ÂÅÁÄÓȟ ÐÌÁÓÔÉÃ ÍÅÓÈȟ ÃÁÂÌÅ ÔÉÅÓȟ ÆÁÂÒÉÃȟ ÓÉÌË ÒÉÂÂÏÎȟ ×ÁÓÈÅÒÓȟ ÅÍÂÏÄÉÅÄ ÔÒÁÃÅÓ ÏÆ ÔÉÍÅȾÌÁÂÏÕÒȾÅØÅÒÔÉÏÎȾÃÏÎÖÅÒÓÁÔÉÏÎȾ ÉÎÓÔÒÕÃÔÉÏÎ

ΣΡΡ Ø ΣΡΡ ÃÍ
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DisrupTingȬ3ÕÂÖÅÒÓÉÖÅ $ÉÓÒÕÐÔÉÏÎȭ

Made with Marguerite Sanders, Heidi Stroh

2019, reworked 2020, 2021

repurposed oil-painted canvas, plastic beads, plastic mesh, cable ties, fabric, silk ribbon, washers, embodied traces of time/labour/exertion/conversation/ instruction

free-form



3ÔÁÒÔÉÎÇ ×ÉÔÈ ÔÒÁÄÉÔÉÏÎ ÔÏ ÄÉÓÒÕÐ4ÃÏÎÖÅÎÔÉÏÎȢ 3ÔÁÒÔÉÎÇ 

ÆÒÏÍ ÃÌÏÓÅÄ ÓÔÁÎÄȤÁÌÏÎÅ ÍÏÎÏÌÉÔÈÉÃ ÐÌÁÎÅÓ ÁÎÄ 

ÍÏÖÉÎÇ ÔÏ ÏÐÅÎ ÁÎÄ ÉÎÔÅÒÁÃÔÉ6ÅÆÏÒÍÓȟ ÂÅÃÏÍÉÎÇ 

ÅÎ4!.ÇÌÅÄÁÎÄ ÅÎÍÅÓÈÅÄ ÉÎ ÓÏÃÉÁÌ ÁÎÄ ÃÕÌÔÕÒÁÌ 

ÎÅÔ×ÏÒËÓ ÉÎ ×ÈÉÃÈ ÍÁÔÅÒÉÁÌÓȟ ÃÏÎÔÅØÔȟ ÍÁËÉÎÇ ÁÎÄ 

ÌÏÃÁÔÉÏÎ ×ÉÔÈÉÎ ÁÒÔ ÐÒÁÃÔÉÃÅ ÃÏÌÌÉÄÅȢ 

DisrupTingȳSubversive Disruptionȴ 

an in - between hybriD form

Thephysicaltension of forcing weavingandpainting to cOexistchallengesthe boundariesof both practices. DisrupTingȬ3ÕÂÖÅÒÓÉÖÅ$ÉÓÒÕÐÔÉÏÎȭis a hybriD

that exists somewhere between weaving/textile, painting, sculptural appendage and assemBlage. The compleXÆÏÒÍȭÓin-betweenness defies fixed

definition; it exists as an ambivalent intersection of painterly-object/weave-painting/installation-painting, where it dissolves traditional aesthetic

categories. Its compleXform cannot be delineated, just as my making practice refuses to be limited to one working methodology.4ÈÅÒÅȭÓa

fluiDity to how I locate myself within the spaceof paint, but am equally drawn to other modalities of material making that broaden my modes of

expression,like sculpture, installation and drawing. I move fluiDly between modes of making, allowing my creative practice to develop as it needsto,

unhindered by historical genresand definitions. Blurring boundaries unseTTlesdichotomous formations and disrupTssiloed views. DisrupTing

Ȭ3ÕÂÖÅÒÓÉÖÅ$ÉÓÒÕÐÔÉÏÎȭȭÓwoven surfacesbrings deep history and REclaimedpast knowledges into the present, balancingtradition with innovation as it

entwinespast andpresent,makingthem contemporary andsingularin a way that questionscontemporary makingpractices.

DisrupTingȬ3ÕÂÖÅÒÓÉÖÅ$ÉÓÒÕÐÔÉÏÎȭȭÓflexible, complicatedform invites fluiD interpretation. Sinceits shapetransforms eachtime it ishung, it canbe viewed

asa living work. Its free form rotates gently when suspended,playinggameswith my imagination: at one point, it evokesthe silhouette of a bent-over

body; another time I seea body in movementɀpossiblyrunning, or dancing. Its Instability of form points to its morphing or changingnatureɀit is a

ȰÂÅÃÏÍÉÎÇ-ÆÏÒÍȱɀin a proceSSof becoming something that avoids definitive answers,suggesting rather the continual proceSSof working

things out (Deleuze1987:10).

4ÈÉÓ ÉÓ ×ÅÁÖÉÎÇ ÇÏÎÅ ×ÉÌÄ
4ÈÉÓ ÉÓ ÁÎ ÕÐÒÉÓÉÎÇ

$ÉÓÒÕÐ4ÉÎÇȬ3ÕÂÖÅÒÓÉÖÅ $ÉÓÒÕÐÔÉÏÎȭ ÉÓ ÔÈÅ ÆÉÒÓÔ ÔÉÍÅ ÔÈÁÔ 

) ÐÈÙÓÉÃÁÌÌÙ ÉÎÔÅÇÒÁÔÅ ×ÅÁÖÉÎÇ ÁÎÄ ÐÁÉÎÔÉÎÇȟ ÐÕÓÈÉÎÇ 

ÔÈÅ ÅÎ4!.ÇÌÅÍÅÎÔÁÎÄ ÅÑÕÁÌÉÓÁÔÉÏÎ ÏÆ ÔÈÅÓÅ 

ÍÁÔÅÒÉÁÌÓ ÁÎÄ ÁÒÔ ÆÏÒÍÓȢ )Ô ÈÏÌÄÓ ÌÁÙÅÒÅÄ ÔÒÁÃÅÓ ÏÆ 

ÍÕÌÔÉÐÌ%ÔÒÁÎÓÆÏÒÍÁÔÉÏÎÓ ×ÉÔÈÉÎ ÉÔÓ ÆÏÒÍȟ ÆÒÏÍ Á 

ÓÔÒÅÔÃÈÅÄ ÐÁÉÎÔÉÎÇ ÁÎÄ Á ÓÅÐÁÒÁÔÅ ×ÅÁÖÅȟ ÔÏ ÉÔÓ 

ÃÕÒÒÅÎÔ ÉÎÔÅÒÍÅÓÈÅÄ ÆÏÒÍȢ ) ÎÅÅÄÅÄ ÈÏÌÅÓ ÔÏ ×ÅÁÖÅ 

ÉÎÔÏ ÔÈÅ ÃÁÎÖÁÓȟ ÁÎÄ ÔÈÉÓ ÒÅÑÕÉÒÅÄ ÍÅ ÔÏ ÂÅ 

ÄÅÓÔÒÕÃÔÉÖÅ ×ÉÔÈ ÔÈÅ ÐÁÉÎÔÅÄ ÓÕÒÆÁÃÅȟ ÃÕÔÔÉÎÇȟ ÒÉÐÐÉÎÇȟ 

ÓÌÁÓÈÉÎÇȟ ÐÕÎÃÈÉÎÇ ÈÏÌÅÓ ÉÎÔÏ ÉÔȢ /ÎÃÅ ÅÎ4!.ÇÌÅÄȟ ÔÈÅ 

ÆÏÒÍ ÆÅÌÔ ÃÏÎÓÔÒÁÉÎÅÄ ÁÎÄ ÉÎÆÌÅØÉÂÌÅ ÉÎ ÉÔÓ ÆÒÁÍÅȠ ÓÔÉÌÌ 

ÔÏÏ ÃÏÎÔÁÉÎÅÄ ÔÏ ×ÏÒË ×ÉÔÈȢ ) ÒÅÍÏÖÅÄ ÔÈÅ ÐÁÉÎÔÉÎÇ 

ÆÒÏÍ ÉÔÓ ÆÒÁÍÅȟ ÕÎÓÔÒÅÔÃÈÉÎÇÉÔȢ (ÁÖÉÎÇ ÂÒÏËÅÎ ÔÈÅ 

ÂÏÕÎÄÁÒÙ ÔÈÁÔ ÃÏÎÔÁÉÎÅÄ ÔÈÅ ÆÏÒÍȟ ) ÃÏÕÌÄ ×ÏÒË ÆÒÅÅÌÙ 

ÉÎÔÏ ÉÔÓ ÎÏ× ÕÎÆÉØÅÄ ÁÎÄ ÍÕÔÁ"ÌÅÆÏÒÍȢ 
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In contrast to this socialised reading of painting, painting and weaving 

are also bodily and visceral embodied material practices located in the 

haptic-tactile-sticky-tacky-fluiD-spilt-smelly-wet stuff of materials in 

relation to the actiVitiesof my body tying-threading-knotting-pulling-

working-experimenting-playing-sweating-shifting-moving-stretching-

exerting. DisrupTingȬ3ÕÂÖÅÒÓÉÖÅ $ÉÓÒÕÐÔÉÏÎȭcaptures and embodies my 

bodily movements within its material make-up through my creative 

choices and actiVities, like my choice of materials, gestures of mark-

making, imagination, and compositional strategies employed 

(Crowther 2017:12). Paul Crowther (2017) is interested in these material 

ÁÓÐÅÃÔÓ ÏÆ ÍÁËÉÎÇȡ ÔÈÅ ÂÁÓÉÃ ÁÃÔ ÏÆ ȰÐÕÔÔÉÎÇ ÍÁÒËÓ ÏÎ Á ÓÕÒÆÁÃÅ ÕÓÉÎÇ 

ÖÉÓÃÏÕÓ ÏÒ ÌÉÑÕÉÄ ÐÉÇÍÅÎÔȱ ɉÉÂÉÄȢȡΣɊȢ (Å ÌÏÃÁÔÅÓ ÐÁÉÎÔÉÎÇȭÓ ÓÉÇÎÉÆÉÃÁÎÃÅ 

within the link between its intrinsic material features and the bodily 

ÅØÐÅÒÉÅÎÃÅÓ ÏÆ ÔÈÅ ÁÒÔÉÓÔȡ ÐÁÉÎÔÉÎÇȭÓ ÍÅÁÎÉÎÇ ÃÏÍÅÓ ÆÒÏÍ ÈÏ× the 
ÁÒÔÉÓÔȭÓ ÒÅÌÁÔÉÏÎ ÔÏ ÈÅÒ ×ÏÒÌÄ ÁÎÄ ÓÐÁÃÅ ÂÅÃÏÍÅÓ 
embodied within paintingȭÓ ÓÉÇÎÓ ÏÆ ÍÁÒË-making 

(ibid.2017:4). While Crowther refers specifically to painting and 

drawing, weaving easily falls within his framing of autographic 

material practices.

ȶtransitiveȷ netWorkedpainting and ȶautographicȷ painting

$ÉÓÒÕÐ4ÉÎÇȬ3ÕÂÖÅÒÓÉÖÅ$ÉÓÒÕÐÔÉÏÎȭÈÏÌÄÓÁÎÏÔÈÅÒÄÉÁÌÅÃÔÉÃÔÅÎÓÉÏÎȟÂÅÔ×ÅÅÎ×ÈÁÔ)ÃÏÎÓÉÄÅÒÔÏÂÅȬÓÏÃÉÁÌÉÓÅÄȭÁÎÄÍÁÔÅÒÉÁÌÐÁÉÎÔÉÎÇȢ)ÔÓ

ÓÕÒÆÁÃÅÈÏÌÄÓÔ×ÏÄÉÆÆÅÒÅÎÔËÉÎÄÓÏÆÍÁÒËȤÍÁËÉÎÇȟÃÏÎÔÒÁÓÔÉÎÇÔÈÅ×ÅÁÖÅȭÓÔÉÇÈÔȤÓÔÒÕÃÔÕÒÅÄȤÓÙÓÔÅÍÁÔÉÃȤÒÅÇÕÌÁÒÉÔÙ×ÉÔÈÍÏÒÅÆÒÅÅÌÙÇÅÓÔÕÒÁÌ

ÍÁÒËÓÏÆÇÌÏÏÐÙÄÒÉÐÐÙÐÁÉÎÔȢ)ÔÃÁÐÔÕÒÅÓÔ×ÏÁÌÔÅÒÎÁÔÅ×ÁÙÓÏÆÃÏÎÃÅÉÖÉÎÇÐÁÉÎÔÉÎÇȡ×ÉÔÈÉÎÓÏÃÉÁÌÎÅÔ7ÏÒËÓɉ*ÏÓÅÌÉÔΤΡΡΫɊÁÎÄÔÈÅÅÍÂÏÄÉÅÄȟ

ÍÁÔÅÒÉÁÌȟÂÏÄÉÌÙȟÐÈÙÓÉÃÁÌȟÍÅÓÓÙȰÁÕÔÏÇÒÁÐÈÉÃȱÁÃÔÉ6ÉÔÙÔÈÁÔÈÁÐÐÅÎÓÉÎÔÈÅÓÔÕÄÉÏɉ#ÒÏ×ÔÈÅÒΤΡΣΩȡΦɊȢ

7ÅÁÖÉÎÇÉÓ2ÅÌÁÔÉÏÎÁÌɀÔÈÅ×ÅÆÔÁÎÄ×ÁÒÐÍÁÉÎÔÁÉÎÁÎÉÎÔÒÉÎÓÉÃÒÅÌÁÔÉÏÎÓÈÉÐÏÆÔÅÎÓÉÏÎɀÁÎÄÉÓÅÖÅÎÅÍÂÅÄÄÅÄÉÎÔÈÅ%ÎÇÌÉÓÈ

ÌÁÎÇÕÁÇÅÁÓÁÍÅÔÁÐÈÏÒÆÏÒÐÕÌÌÉÎÇÔÈÉÎÇÓÔÏÇÅÔÈÅÒȟÙÅÔÐÁÉÎÔÉÎÇÈÁÓÏÎÌÙÍÏÒÅÒÅÃÅÎÔÌÙÂÅÇÕÎÔÏÂÅÃÏÎÓÉÄÅÒÅÄÁÓÒÅÌÁÔÉÏÎÁÌÁÎÄÎÅÔ7ÏÒËÅÄȟ

ÔÈÒÏÕÇÈ×ÈÁÔ$ÁÖÉÄ*ÏÓÅÌÉÔÔÅÒÍÓȰÔÒÁÎÓÉÔÉÖÉÔÙȱɉΤΡΡΫȡΣΤΪɊȢ4ÈÉÓÒÅ/ÒÉÅÎÔÁÔÉÏÎÓÈÉÆÔÓÐÁÉÎÔÉÎÇÆÒÏÍÍÏÎÏÌÉÔÈÉÃÁÕÔÏÎÏÍÏÕÓÏÂÊÅÃÔÉÎÔÏ

ÎÅÔ7ÏÒËÓÏÆÒÅÌÁÔÉÏÎÓÁÎÄ)ÎÔÅÒÁÃÔÉÏÎÓ×ÉÔÈ×ÏÒÌÄÌÙÃÏÎÄÉÔÉÏÎÓÏÕÔÓÉÄÅÏÆÉÔÓÓÉÌÏÅÄÆÉÅÌÄȢ*ÏÓÅÌÉÔÃÏÎÔÅÎÄÓÔÈÁÔÐÁÉÎÔÉÎÇÁÌÌÕÄÅÓÔÏÍÏÒÅÔÈÁÎ

ÔÈÅÓÕÍÏÆÉÔÓÍÁÔÅÒÉÁÌÓȟÒÅÆÒÁÍÉÎÇÉÔÆÒÏÍÔÈÅÃÌÏÓÅÄÉÎ×ÁÒÄȤÆÏÌÄÉÎÇÃÌÏÓÅÄÓÙÓÔÅÍÏÆ7ÅÓÔÅÒÎÈÉÓÔÏÒÙÂÙÏÐÅÎÉÎÇÉÔÔÏÏÕÔ×ÁÒÄȤÆÁÃÉÎÇÓÏÃÉÁÌ

ÅÎÇÁÇÅÍÅÎÔȢ0ÁÉÎÔÉÎÇȭÓÉÎÔÅÒÁÃÔÉÏÎÓÁÒÅÔÒÁÎÓÉÔÉÖÅÉÎÈÏ×ÔÈÅÙÏÖÅÒ&,Ï×ÔÈÅÂÏÕÎÄÁÒÙÂÅÔ×ÅÅÎÉÎÓÉÄÅÁÎÄÏÕÔÓÉÄÅȟ

ÃÏÎÖÅÙÉÎÇÁÎÄÔÒÁÎÓÌÁÔÉÎÇÔÈÅÓÅÐÁÉÎÔÅÄÏÂÊÅÃÔÓÉÎÔÏÎÅ×ÃÏÎÔÅØÔÓɉ*ÏÓÅÌÉÔΤΡΡΫȡΣΥΡȟΣΥΣɊȢ0ÁÉÎÔÉÎÇÉÓȰÏÕÔÓÉÄÅÏÆÉÔÓÅÌÆȱɉ'ÒÁ×Ǫ,ÁÊÅÒȤ

"ÕÒÃÈÁÒÔÈΤΡΣΨȡΫɊÁÓÉÔÁÓÓÉÍÉÌÁÔÅÓÉÎÔÏÅØÔÅÒÎÁÌÓÔÉÍÕÌÉȟÅÖÅÎÔÓȟÐÈÅÎÏÍÅÎÁÁÎÄÉÎÔÅÒÓÕÂÊÅÃÔÉÖÉÔÉÅÓÔÈÒÏÕÇÈÎÅÔ7ÏÒËÓÏÆÉÎÔÅÒÒÅÌÁÔÉÏÎÓÈÉÐÓÉÔ

ÉÓÃÏÎÔÉÎÇÅÎÔÕÐÏÎÁÎÄÔÈÒÏÕÇÈÔÈÅÁÆÆÅÃÔÉÖÅÉÍÐÁÃÔÔÈÅÙÈÁÖÅÏÎÅÁÃÈÏÔÈÅÒɉ*ÏÓÅÌÉÔΤΡΡΫȡΣΥΡȟΣΥΣɊȢ.ÅÔ7ÏÒËÅÄÐÁÉÎÔÉÎÇÓÂÅÃÏÍÅ

ÃÕÌÔÕÒÁÌÏÂÊÅÃÔÓÔÈÁÔÅÍÂÅÄÓÏÃÉÁÌËÎÏ×ÌÅÄÇÅÁÎÄÍÅÁÎÉÎÇȤÍÁËÉÎÇ×ÉÔÈÉÎÔÈÅÍȢ

#ÒÏ×ÔÈÅÒ ÅØÐÒÅÓÓÅÓ ÃÏÎÃÅÒÎ ÔÈÁÔ ÔÈÅ ÅØÔÅÎÓÉÖÅ ÆÏÃÕÓ ÇÉÖÅÎ ÔÏ 

ÐÁÉÎÔÉÎÇ ×ÉÔÈÉÎ ÎÅÔ7ÏÒËÓÍÁÙ ÓÕÐÐÒÅÓÓ ÉÔÓ ÍÁÔÅÒÉÁÌ ÁÎÄ 

ÁÕÔÏÇÒÁÐÈÉÃ ÓÔÁÔÕÓ ɉÉÂÉÄȢȡΤɊȢ 0ÕÒÅ ÔÒÁÎÓÉÔÉÖÉÔÙ ÍÁÙ ÎÁÒÒÏ× ÁÎÄ 

ÐÒÅÓÃÒÉÂÅ ÉÔÓ ÐÏÔÅÎÔÉÁÌ ÒÁÎÇÅ ÏÆ ÒÅÁÄÉÎÇ ÔÏ ÅÓÔÁÂÌÉÓÈÅÄ ÎÅÔ7ÏÒËÓȢ 

-Ù ÐÏÓÉÔÉÏÎÉÎÇ ÏÆ ÅXÅ×ÉÔÈÉÎ ÔÈÉÓ ÒÅÓÅÁÒÃÈ ÉÌÌÕÓÔÒÁÔÅÓ ÔÈÉÓȡ ÌÏÃÁÔÉÎÇ 

ÔÈÅÍ ×ÉÔÈÉÎ ÎÅÔ7ÏÒËÓÏÆ ÔÈÅÏÒÙ ÁÎÄ ÐÒÁÃÔÉÃÅ ÁÒÏÕÎÄ ÃÏÒÐÏÒÅÁÌ 

ÆÅÍÉÎÉÓÔ ÔÈÅÏÒÙȟ ÁÅÓÔÈÅÔÉÃ ÔÈÅÏÒÙ ÁÎÄ ÖÉÔÁÌ ÍÁÔÅÒÉÁÌÉÔÉÅÓÃÏÕÌÄ 

ÒÅÓÔÒÉÃÔ ÔÈÅÉÒ ÍÅÁÎÉÎÇ ÔÏ ÔÈÉÓ ÐÒÅȤÓÅÌÅÃÔÅÄ ÃÈÏÉÃÅȢ 9ÅÔ ÅXÅÎÅÅÄ ÎÏÔ 

ÂÅ ÄÅÌÉÎÅÁÔÅÄ ÓÕÃÈȠ ÔÈÅÙ ÃÏÕÌÄ ÁÓ ÅÁÓÉÌÙ ÂÅ ÃÏÎÓÉÄÅÒÅÄ ÆÒÏÍ ÏÔÈÅÒ 

ÁØÅÓ ÆÁÌÌÉÎÇ ÂÅÙÏÎÄ ÔÈÅ ÓÃÏÐÅ ÏÆ ÔÈÉÓ ÒÅÓÅÁÒÃÈȟ ÌÉËÅ ÈÏ× ÔÈÅÙ ÓÐÅÁË 

ÔÏ ÔÈÅ ÄÅÎÕÄÉÎÇ ÏÆ -ÏÔÈÅÒ %ÁÒÔÈ ÃÏÎÓÅÑÕÅÎÔ ÔÏ ÅØÃÅÓÓÉÖÅ ÈÕÍÁÎ 

ÃÏÎÓÕÍÐÔÉÏÎ ÏÆ ÍÁÔÅÒÉÁÌÓȢ !ÌÔÅÒÎÁÔÉÖÅÌÙȟ ÔÏ ÔÈÅ ÎÁÔÕÒÅ ÏÆ ÍÙ 

ÒÅÌÁÔÉÏÎÓÈÉÐ ×ÉÔÈ ÔÈÅ ×ÏÍÅÎ ×ÈÏ ×ÏÒË ×ÉÔÈ ÍÅȢ #ÒÏ×ÔÈÅÒ ÁÒÇÕÅÓ 

ÔÈÁÔ ÎÅÔ7ÏÒËÉÎÇÍÁÙ ÌÉÍÉÔ ÁÌÔÅÒÎÁÔÉÖÅ ÐÏÓÓÉÂÌÅ ÒÅÁÄÉÎÇÓ ÆÏÒ 

ÍÁÔÅÒÉÁÌ ÐÒÁÃÔÉÃÅÓȟ ÒÅÄÕÃÉÎÇ ÍÅÁÎÉÎÇ ÔÏ ȰÏÎÅ ÓÅÌÅÃÔÅÄ ÒÁÎÇÅ ÏÆ 

ÃÁÐÁÂÉÌÉÔÉÅÓ ÏÒ ÉÄÅÎÔÉÔÙȱ ÁÎÄ ÒÅÎÄÅÒÉÎÇ ÉÔ ȰÉÎÃÁÐÁÂÌÅ ÏÆ ÔÈÉÎËÉÎÇ 

ÏÕÔÓÉÄÅ ÔÈÅ ÓÏÃÉÁÌ ÃÏÎÄÉÔÉÏÎÓ ÏÆ ÉÔÓ Ï×Î ÓÕÂÊÅÃÔÉÖÉÔÙȱ ɉÉÂÉÄȢɊȢ &ÏÒ 

ÈÉÍȟ ÌÅÁÄÉÎÇ ÆÒÏÍ ÔÈÅ ÍÁÔÅÒÉÁÌ ÂÏÄÙ ÔÈÒÏÕÇÈ Á ÆÏÃÕÓ ÏÎ ÅÍÂÏÄÉÅÄ 

ÁÃÔÉ6ÉÔÉÅÓÁÎÄ ÁÕÔÏÇÒÁÐÈÉÃ ÆÁÃÅÔÓ ȰÒÅÃÏÖÅÒÓ Á ÌÅÖÅÌ 
ÏÆ ÉÎÔÕÉÔÉÖÅ ÉÎÔÒÉÎÓÉÃ ÍÅÁÎÉÎÇȱ ÃÒÅÁÔÉÎÇ 

ÅÍÂÏÄÉÅÄ ÃÏ..ÅÃÔÉÏÎÓÔÈÁÔ ÃÉÒÃÕÍÖÅÎÔ ÁÎÄ ÒÅÓÉÓÔ ÁÎÙ 

ÐÏÓÓÉÂÌÅ ÎÁÒÒÏ×ÉÎÇ ÉÎÔÏȟ ÁÎÄ ÅÎÃÌÏÓÕÒÅ ×ÉÔÈÉÎȟ ÎÅÔ7ÏÒËÓɉÉÂÉÄȢȡΥɊȢ 

4ÈÉÓ ÔÅÎÓÉÏÎ ÂÅÔ×ÅÅÎ ÁÕÔÏÇÒÁÐÈÉÃ ÁÎÄ ÎÅÔ7ÏÒËÅÄÐÁÉÎÔÉÎÇ ÉÓ ÁÎ 

ÉÍÐÏÒÔÁÎÔ ÁÎÁÌÏÇÙ ÔÏ ÔÈÅ Ô×Ï ÎÏÔÉÏÎÓ ÏÆ ÅÍÂÏÄÉÍÅÎÔ ÔÈÁÔ ÆÏÌÌÏ× ɀ

ÔÈÅ ÉÎÎÁÔÅ ÍÁÔÅÒÉÁÌ ÂÏÄÙȟ ×ÈÉÃÈ ÃÏÎÔÒÁÓÔÓ ÔÈÅ ÇÅÎÄÅÒÅÄ ÓÏÃÉÁÌÉÓÅÄ 
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)Î ÔÈÉÓ ÈÅÒÅ ÐÌÁÃÅȟ ×Å ÆÌÅÓÈȠ ÆÌÅÓÈ ÔÈÁÔ ×ÅÅÐÓȟ ÆÌÅÓÈ ÔÈÁÔ ÄÁÎÃÅÓ 
ÏÎ ÂÁÒÅ ÆÅÅÔ ÉÎ ÇÒÁÓÓ

Ȥ4ÏÎÉ -ÏÒÒÉÓÏÎȟ "ÅÌÏÖÅÄȟ ΣΫΪΩ



4Ï ÓÐÉÎ ÔÈÅ ×ÅÂ ÁÎÄ ÎÏÔ ÂÅ ÃÁÕÇÈÔ ÉÎ ÉÔȟ ÔÏ ÃÒÅÁÔÅ ÔÈÅ ×ÏÒÌÄȟ ÔÏ ÃÒÅÁÔÅ ÙÏÕÒ ÌÉÆÅȟ ÔÏ ÒÕÌÅ ÙÏÕÒ ÆÁÔÅȟ ÔÏ 
ÎÁÍÅ ÔÈÅ ÇÒÁÎÄÍÏÔÈÅÒÓ ÁÓ ×ÅÌÌ ÁÓ ÔÈÅ ÆÁÔÈÅÒÓȟ ÔÏ ÄÒÁ× ÎÅÔÓ ÁÎÄ ÎÏÔ ÊÕÓÔ ÓÔÒÁÉÇÈÔ ÌÉÎÅÓȟ ÔÏ ÂÅ Á 

ÍÁËÅÒ ÁÓ ×ÅÌÌ ÁÓ Á ÃÌÅÁÎÅÒȟ ÔÏ ÂÅ ÁÂÌÅ ÔÏ ÓÉÎÇ ÁÎÄ ÎÏÔ ÂÅ ÓÉÌÅÎÃÅÄȟ ÔÏ ÔÁËÅ ÄÏ×Î ÔÈÅ ÖÅÉÌ ÁÎÄ 

ÁÐÐÅÁÒȡ ÁÌÌ ÔÈÅÓÅ ÁÒÅ ÔÈÅ ÂÁÎÎÅÒÓ ÏÎ ÔÈÅ ÌÁÕÎÄÒÙ ÌÉÎÅ ) ÈÁÎÇ ÏÕÔȢ 

Ȥ2ÅÂÅÃÃÁ 3ÏÌÎÉÔȟ 'ÒÁÎÄÍÏÔÈÅÒ 3ÐÉÄÅÒȟ ΤΡΣΦ
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