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Abstract  

 

Home is a mirror of the self; an extension of who we are.1 

The focus of this Master of Visual Art (Research) is an examination of how, from the 

perspective of a single, older, non�±home owning, Australian woman, the meaning of the 

�W�H�U�P���µ�K�R�P�H�¶���H�[�S�O�R�U�H�V���Z�D�\�V���R�I���H�[�S�U�H�V�V�L�Q�J��my insecure and deeply embodied notion of 

home. The research locates itself through multi-disciplinary definitions of home as a 

place/space we inhabit materially as a physical structure; as an internal space of feeling 

and emotion; through familial relationships and cultural influences; and through gender 

relations and defined domestic roles. The research outcomes have emerged out of my 

�O�L�Y�H�G���H�[�S�H�U�L�H�Q�F�H���R�I���µ�K�R�P�H�¶����and have been developed through a phenomenological, 

practice-led studio approach.  

The research outcomes comprise large-scale, handmade floral paper panels, made using 

my unique papermaking processes, recycled clothing, memory, and floral domestic 

pattern, as a way of expressing personal, limiting, notions of home. Through somatic, 

material, and performative methodologies, I contemplate what is forming as the most 

�V�L�J�Q�L�I�L�F�D�Q�W���H�Y�R�O�X�W�L�R�Q���R�I���W�K�H���Q�R�W�L�R�Q���R�I���µ�K�R�P�H�¶�����D�V���H�P�E�R�G�L�H�G���L�Q���E�R�W�K���W�K�H���S�U�R�F�H�V�V���D�Q�G���W�K�H��

resultant paper art works. The challenge has been to unpick the label of home as an 

�H�Q�J�H�Q�G�H�U�H�G���V�S�D�F�H�����Z�K�H�Q���W�K�H���Z�R�U�G�V���µ�K�R�P�H�¶�����µ�G�R�P�H�V�W�L�F�¶���D�Q�G���µ�V�Hlf -�Z�R�U�W�K�¶���D�U�H���L�Q�H�[�W�U�L�F�D�E�O�\��

linked. The outcome of this research proposes that the concept of the home resonates 

throughout our lives. 

 

 

 

  

                                                      
1 Clare Cooper Marcus, House as a Mirror of Self: Exploring the Deeper Meaning of Home 
(Berkeley, California: Conari Press, 1995), 12. 
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Introduction  

�µ�+�R�P�H�¶���L�V���D���F�R�P�S�O�H�[���D�Q�G���P�X�O�W�L�O�D�\�H�U�H�G���Q�R�W�L�R�Q�����D�Q�G���Y�D�U�L�R�X�V���D�X�W�K�R�U�V���D�F�U�R�V�V���P�D�Q�\��

disciplines�² ranging from sociology and cultural geography, to architecture, art history, 

and the visual arts�² have analysed, defined, and represented what we mean by home 

according to their field of research. At its simplest, home is where we live. But home 

can be more than the place or space we inhabit. A sense of home can have life-long 

�L�P�S�O�L�F�D�W�L�R�Q�V���I�R�U���D���S�H�U�V�R�Q�¶�V���L�G�H�Q�W�L�W�\�����V�H�O�I-esteem, and feelings of safety and belonging.2 

Cultural geographers Alison Blunt and Robyn Dowling describe home as consisting of 

the relationship between a physical site or place and the feelings and cultural meanings 

associated with that site or place.3 Architect and Environmental Behaviour Scientist 

Carole Després �Z�H�D�Y�H�V���W�R�J�H�W�K�H�U���Y�D�U�L�R�X�V���H�O�H�P�H�Q�W�V���R�I���W�K�H���P�H�D�Q�L�Q�J���R�I���µ�K�R�P�H�¶, proposing 

�W�K�D�W���W�K�H���F�R�P�S�R�Q�H�Q�W�V���R�I���µ�K�R�X�V�H�¶���D�V���D�Q���L�G�H�R�O�R�J�L�F�D�O���I�R�X�Q�G�D�Wional physical structure, 

influenced by cultural norms and housing policies, interact and overlap with individual 

thoughts, actions, and socio-demographic characteristics, which generates a personal 

feeling for that environment.4 Thus, �L�W���L�V���W�K�H���R�F�F�X�S�D�Q�W�¶�V interaction between the physical 

and non-physical spaces of a dwelling and the feelings generated in that process that 

�F�U�H�D�W�H�V���µ�K�R�P�H�¶.5  

A personal history of a gendered and domestic experience of home acts as the 

foundation and provocation for this research project. I examine notions of home, 

belonging, and identity in the present day by reimagining the definition of a sense of 

home on my own terms. Through my studio methodologies of conversation, fantasy, 

and floral motifs, I examine how the impact of family and gender has been crucial in 

determining and defining perceived roles within my home and self. Just as a home is 

�µ�P�D�G�H�¶���D�Q�G���µ�G�L�U�H�F�W�H�G�¶���E�\���I�D�P�L�O�L�D�O-based gender relations,6 so my research outcomes are 

made and directed through constant negotiations between those gender-based, 

patriarchal voices and my own creative voice that wants to reimagine home anew. 

                                                      
2 Janet Zandy, ed., Calling Home: Working-�&�O�D�V�V���:�R�P�H�Q�¶�V���:�U�L�W�L�Q�J�V�����$�Q���$�Q�W�K�R�O�R�J�\ (New 
Brunswick and London: Rutgers University Press, 1990), 1. 
3 Alison Blunt, and Robyn Dowling, Home (London: Routledge, 2006), 2. 
4 Carol Després, "The Meaning of Home: Literature Review and Directions for Future Research 
and Theoretical Development," Journal of Architectural and Planning Research 8, no. 2 (1991): 
97�±99. 
5 Blunt and Dowling, Home, 22. 
6 Blunt and Dowling, Home, 15, 110. 
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Through the creation of large-scale, handmade paper panels imagined in the studio 

research processes and outcomes through my personal lens, the challenge has been to 

unpick these labels of gendered and domestic from my sense of home to create 

something new and empowered. The irony is that the visual idealisation of a childhood 

home as a perfect place tethers me to my childhood, requiring me to move past that 

cultural and patriarchal paradigm to take ownership of a more evolved conception of 

home. 

In the following chapters I examine in more detail how home as a physical, internal, 

gendered space�² and one that offers a sense of identity�² has influenced and impacted 

my studio processes and outcomes, which has led to new understandings of home on my 

terms. Through a discussion of the large-scale floral motifs, colour, recycled clothing 

transformed into paper, conversations, and structural fantasy, I reveal how reflections on 

knowing and thinking through doing have formed an essential, phenomenological 

methodology for my studio research. 

In Chapter 1, I introduce my physical home of origin, setting the scene for the gendered 

influence and domestic roles in this childhood home as dictated by societal norms. I 

expand on the importance of defining home and house, ownership and tenancy, as 

physical, internal, and gendered domesticity, and how this impacts identity. Exemplars 

of other artists working with ideas of the gendered home are presented. 

Chapter 2 lays out the methods and motifs used in the studio research as tools that 

enable my imagery to express embedded memory and feeling. They include the 

materiality of paper, floral motifs reminiscent of my domestic past, and the affect of 

scale. Exemplars of other artists who use these various methods and motifs are also 

presented. Finally, I introduce the evolution of the studio as a physical space within my 

home to becoming a studio as home. 

Chapter 3 examines the central methodology of this research, in which I am thinking 

through making, and the conversations held within the work as it evolves. I describe 

how I develop my working drawings and then deliberately distort the imagery as an 

exercise in regaining control of these memories and accompanying expectations. The 

studio as home is where the role and importance of fantastical conversations with the 

girl Alice, and the various personalities of buckets, pulp, furniture, colour, and the 
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internal critic unfold. Materiality, memory, and perfection are evaluated through these 

conversations, and the evolution of repair as a central struggle against perfection, 

allowing the flowers to self -actualise, is expanded on. A description of the assessment 

exhibition is included, where artefacts of process and the six paper panels�² the physical 

research outcomes�² create a series of architectural spaces, leading the viewer through 

different �H�[�S�H�U�L�H�Q�F�H�V���R�I���µ�H�[�K�L�E�L�W�L�R�Q���D�V���K�R�P�H�¶, using scale, distance, intimacy, and light. 

The conclusion summarises the research and its outcomes, and it is followed by an 

epilogue�² a fantastical brainstorming conversation between the girl Alice, the flowers, 

and one nervous bottle of pulp.  
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Chapter 1: Up the garden path�« seeing home 

In this chapter I examine my physical home of origin, the internal home, identity, and 

gendered domestic roles, placing my experience in the context of the multifaceted 

definitions of home that exist. When it comes to the influence and impact of identifying 

with a definition of home in conceptual terms, this research is an investigation into the 

creation of visual representations of my self-identity through homes, both past and 

present. 

 

Home of origin 

When �,���W�K�L�Q�N���R�I���P�\���I�D�P�L�O�\���K�R�P�H�����,���V�H�H���P�\���S�D�U�H�Q�W�V�¶���P�R�G�H�V�W�� three bedroom, privately 

owned house full of flowers, floral wallpaper, and fabric, in the suburbs of Wollongong, 

New South Wales (Figure 1). My childhood home felt secure and safe, a comfortable 

physical space created by my parents.  

 

Figure 1  My childhood home, 1957. Photo: Eva Stone. 
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�7�K�H���Q�R�W�L�R�Q���R�I���µ�K�R�P�H�¶��often begins with a description of the physical structure and in 

everyday language in our W�H�V�W�H�U�Q���V�R�F�L�H�W�\�����µ�K�R�P�H�¶���L�V���R�I�W�H�Q���F�R�Q�I�O�D�W�H�G���Z�L�W�K���µ�K�R�X�V�H�¶.7 

Home is where we are housed; it provides shelter, physical safety, and it becomes a 

refuge from the outside world.8 Art historian Gill Perry recognises that the motif of the 

physical house plays �³a dominant role in our fantasies of home� .́9 Blunt and Dowling 

explain that �F�H�U�W�D�L�Q���G�Z�H�O�O�L�Q�J���V�W�U�X�F�W�X�U�H�V���D�Q�G���V�R�F�L�D�O���U�H�O�D�W�L�R�Q�V���D�U�H���L�P�D�J�L�Q�H�G���W�R���E�H���µ�E�H�W�W�H�U�¶ 

and more socially acceptable than others and an ideal to be aspired to.10 Following this 

train of thought suggests that the privately owned house represents the material 

aspiration of home, allowing a sense of home to develop which provides continuity, 

security, achievement, and permanence over which one has control. Thus, in my 

�S�D�U�H�Q�W�V�¶���Y�L�H�Z�S�R�L�Q�W, the ownership of the physical home equated with the ideal.  

For those living outside the dominant paradigm of home ownership, such as long-term 

renters or the homeless, the idea of the physical home is coloured by pronounced 

disadvantages. Homeownership (or lack thereof) holds significant affect, along with 

positive or negative evaluations of mental states associated with lived experience. This 

uniquely individual combination then leads to the sense (or not) of being at home.11 

Studies have shown that long-term renters experience the following: poor security of 

tenure, lack of control over the place they call home,12 reduced sense of self-expression, 

and diminished self-determination.13 Their ability to express themselves and modify this 

physical space is denied, resulting in a sense of impermanence with no impetus to 

emotionally invest in the space. The transitory nature and lack of autonomy of long-

term renting (which extends beyond space to being denied pet ownership) also creates a 

lack of identity and connection with a place, garden, and suburb. This leads to feelings 

�R�I���L�Q�V�H�F�X�U�L�W�\���R�U���µ�K�R�X�V�L�Q�J���V�W�U�H�V�V�¶�����$�V I am a long-term renter, this non-home ownership 

                                                      
7 Amos Rapoport, �³A Critical Look at the Concept �µ�+ome�¶���´ in The Home: Words, 
Interpretations, Meanings and Environments. Ethnoscapes, ed. David N.���%�H�Q�M�D�P�L�Q�����'�D�Y�L�G���6�W�H�D����
�D�Q�G���$�U�p�Q���(�M�H (Aldershot: Avebury, 1995), 27. 
8 Després, "The Meaning of Home���´��97�±99. 
9 Gill Perry, Playing at Home: The House in Contemporary Art (London: Reaktion Books Ltd, 
2013), 9. 
10 Blunt and Dowling, Home, 100. 
11 �5�D�S�R�S�R�U�W�����³�$���&�U�L�W�L�F�D�O���/�R�R�N���D�W���W�K�H���&�R�Q�F�H�S�W���µ�+�R�P�H�¶���´ 
12 Maryann Wulff and Chris Maher, "Long-Term Renters in the Australian Housing Market,"  
Housing Studies 13, no. 1 (1998): 86. 
13 Louise Holdsworth, "Sole Voices: Experiences of Non-Home-Owning Sole Mother Renters," 
Journal of Family Studies 17, no. 1 (2011): 61.   
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definition holds particular significance for the material outcomes of this research when 

relating to home as a physical space. 

My father often refers to home as being �µ�K�R�P�H�O�\�¶; it is a place you own, where one is 

married and where children live. His idealisation of this dwelling structure and the 

social relations experienced within them has been advanced through public discourse �± 

such as social media and popular culture.14 This dominant version of home often 

portrays belonging and intimacy between members of a heterosexual nuclear family, 

who live in a detached, owner-occupied suburban dwelling,15 embracing a division of 

labour based on gender, and a cultural and social expectation of fitting into this 

structure. For the purposes of this research, this idealised heterosexual construct is the 

foundational definition of my family home, as this was my experience. I identify the 

interrelation between the physical and ideological nature of my childhood home and its 

continuing impact. 

My background in a Christian Presbyterian culture, and its associated working-class 

ethics and values, held significance in my family home, or as Bowlby et al. describe it, 

my home of origin.16 It is here a child absorbs socially conditioned roles from infancy 

onwards, and for females these roles are heavily practiced in the home.17 Home was 

where I learned that, as a girl, my primary role was to marry and be a homemaker for 

my husband and children. My husband as the financial provider would take care of me 

and my family would be happy and secure; my future would be assured. I knew this 

�E�H�F�D�X�V�H���P�\���I�D�W�K�H�U���W�R�O�G���P�H���D���Z�R�P�D�Q�¶�V���S�O�D�F�H���L�V���L�Q���W�K�H���K�R�P�H�����.�Q�R�Z�L�Q�J���P�\���S�O�D�F�H���P�H�D�Q�W��

following a plan that would make me happy according to �P�\���S�D�U�H�Q�W�V�¶���Z�R�U�O�G�����³�2�Q�H��is 

�R�Q�H�¶�V���S�O�D�F�H���´18 �+�R�Z�H�Y�H�U�����I�R�U���P�H���W�K�H���Z�R�U�G���µ�K�R�P�H�¶���Q�H�H�G�V���W�R���K�D�Y�H���D���E�U�R�D�G�H�U���G�H�I�L�Q�L�W�L�R�Q��

�W�K�D�Q���P�\���S�D�U�H�Q�W�V�¶���S�D�U�D�G�L�J�P����one where I find my own way to fit into the world. So, 

while home ought to be founded on a feeling of family, security, stability and 

�E�H�O�R�Q�J�L�Q�J�����µ�Q�R�W���I�H�H�O�L�Q�J���D�W���K�R�P�H�¶���L�V���D���V�W�D�W�H���,���K�D�Y�H���H�[�S�H�U�L�H�Q�F�H�G���D�V���D�Q���D�G�X�O�W���W�K�U�R�X�J�K���W�K�H��

decades of renting rooms in shared houses. My heart feels a sense of uncertainty, 

                                                      
14 Blunt and Dowling, Home, 100. 
15 Blunt and Dowling, Home, 100, 101. 
16 Sophie Bowlby, Susan Gregory, and Linda McKie, "Doing Home: Patriarchy, Caring, and 
Space," Women's Studies International Forum 20, no. 3 (1997): 344. 
17 Bowlby et al., 344. 
18 Bart Verschaffel, "The Meanings of Domesticity," The Journal of Architecture 7, no. 3 
(2002): 287. 
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longing, and loss, where I exist in-between the feelings of belonging to my childhood 

home�����D�Q�G���D���O�R�Q�J�L�Q�J���W�R���R�Q�F�H���D�J�D�L�Q���I�H�H�O���µ�D�W���K�R�P�H�¶���D�V���,���G�L�G���D�V���D���F�K�L�O�G���� 

 

Home as internal space and identity  

Within its physical walls, home is also an emotive concept, synonymous with a feeling 

of being at home. �³�7�K�H�U�H�¶�V���Q�R���S�O�D�F�H���O�L�N�H���K�R�P�H�´���D�Q�G���³�K�R�P�H���L�V���Z�K�H�U�H���W�K�H���K�H�D�U�W���L�V�´���D�U�H��

common sayings emphasising the affective concept of feeling at home. Blunt and 

Dowling refer to the act of going home as not just movement to a physical place, but 

also associated with feelings of belonging to a particular place, of feeling safe there, and 

of positive personal identity connected to that space.19 As I am a long-term renter and a 

single, older woman on unemployment benefit, it i�V���D�O�P�R�V�W���D�V���L�I���,���G�R�Q�¶�W���I�L�W���L�Q�W�R���D���K�R�P�H��

space�² there is something missing. However, the expectation of the perfect concept of 

the family home endures.  

According to architect Amos Rapoport, the uniqueness of home and its psychological 

and social meaning affords occupants the opportunity to be able to do what you want to 

in the privacy of your own home.20 The experience of this sense of autonomy has the 

potential to lead to feelings of intimacy and security, and a connectedness to home as 

place.21 This original sense of home can be triggered and regenerated through external 

sensory experiences. In my case, these might be sitting on a comfy floral lounge, patting 

a cat in the garden, and smelling kitchen aromas. This sense of home is carried 

internally all our lives, continually prompting memories of home and associated 

feelings. This felt phenomenon can also lead to a lifelong idealisation of home,22 which 

cannot always be realised, and for purposes of this research, it is this internal state that 

impacts the material outcomes. 

 

                                                      
19 Blunt and Dowling, Home, 22.    
20 Rapoport, "A Critical Look at the Concept �µHome�¶���´ 30. 
21 Rapoport, "A Critical Look at the Concept �µHome�¶���´ 30. 
22 Bowlby et al., "Doing Home: Patriarchy, Caring, and Space," 344. 
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Women, home, and domesticity 

�«�Z�R�P�H�Q���K�D�Y�H���D���Z�D�\���R�I��morphing into where they live and what they 

have, and they identify themselves oftentimes through objects and a sense 

of place and a sense of home.23  

I have strong memories of my mother at the kitchen sink, cooking, moving through the 

rooms, doing the laundry, cleaning, making the beds, looking after our pets, decorating 

the house, shopping, and tending her flower garden, all performed in her role as primary 

caregiver and homemaker�����Z�K�D�W���V�K�H���U�H�I�H�U�U�H�G���W�R���D�V���K�H�U���µ�K�R�P�H���G�X�W�L�H�V�¶�� Her artistic 

creativity, confined to home crafts, found expression in decoration of the home and in 

the design and making of my ballet and tap-dancing costumes. All those sequins!   

Home for Mum also extended out into the public sphere. She visited and cared for 

�H�O�G�H�U�O�\���U�H�O�D�W�L�Y�H�V�����Z�D�V���L�Q�Y�R�O�Y�H�G���L�Q���W�K�H���&�R�X�Q�W�U�\���:�R�P�H�Q�¶�V���$�V�V�R�F�L�D�W�L�R�Q�����D�Q�G���K�D�G���D���S�D�U�W-

time cleaning job to pay for my music and dancing lessons. Years later, she told me that 

her involvement with my hobbies was a way for her to create and be involved with 

other people outside of the home. As Blunt and Dowling identify: 

household and domestic relations are critically gendered, whether through 

relations of caring and domestic labour, affective relations of belonging, or 

establishing connections between the individual, household, and society. 

Gendered expectations and experiences flow through all these social 

relations and their materialities, and gender is hence critical to 

understanding home.24 

�0�\���I�D�W�K�H�U�����D�V���µ�E�U�H�D�G�Z�L�Q�Q�H�U�¶�����Z�R�U�N�H�G���D�W���W�K�H���V�W�H�H�O�Z�R�U�N�V���D�Q�G���D�V�V�X�P�H�G���U�H�V�S�R�Q�V�L�E�L�O�L�W�L�H�V���I�R�U��

our �K�R�P�H�¶�V���H�[�W�H�U�L�R�U�����Z�K�L�F�K���L�Q�F�O�X�G�H�G���J�U�R�Z�L�Q�J���Y�H�J�H�W�D�E�O�H�V�����K�R�X�V�H���P�D�L�Q�W�H�Q�D�Q�F�H�����D�Q�G��

building projects he undertook in his private domain: the garage. It was difficult to 

engage my father in conversation; he had his way of doing things and that was that, 

there was no discussion. Mealtimes were times of silence while we watched F Troop or 

The Brady Bunch on television. Feelings were felt, but never spoken of; showing anger 

meant you had lost control. Sunday was the day Dad mowed the lawn and Mum cooked 

                                                      
23 Laurie Simmons, cited in Olivia Hampton, "Women Subvert Domesticity in US Art Show," 
Yahoo News, 1989, accessed August 2, 2022, https://news.yahoo.com/women-subvert-
domesticity-us-art-show-220253063.html.  
24 Blunt and Dowling, Home, 15. 

https://news.yahoo.com/women-subvert-domesticity-us-art-show-220253063.html
https://news.yahoo.com/women-subvert-domesticity-us-art-show-220253063.html
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the Sunday roast, following which my brother and I would visit my grandparents and 

delight in a variety of activities, such as watching weekly episodes of Disneyland, 

playing cricket, feeding the chooks, collecting eggs, learning how to milk the cow and 

make butter, or going blackberry picking and adventuring. 

The model of the gendered domestic home as I experienced endures as a successful, 

happy home. Modern research demonstrates that these roles have not significantly 

changed in more recent times. Even though far more women now work outside the 

home, they still continue to do significantly more domestic chores than men.25 In 

addition, studies have found this remains true regardless if the husband/partner earns 

more or less money or is unemployed.26 Research demonstrates that not only do women 

do significantly more domestic labour than men, but household tasks are still 

stereotypically divided according to sex.27 These traditional roles then go onto 

simultaneously cement and spatially extend this gendered vision of home into the public 

sphere. Thus, home as haven from work is a masculine viewpoint; �L�W���G�R�H�V�Q�¶�W���G�H�V�F�U�L�E�H���D��

�Z�R�P�D�Q�¶�V���S�H�U�V�S�H�F�W�L�Y�H����and Blunt and Dowling have identified the home often remains a 

site of unpaid labour.28 

 

Artists working with ideas of the gendered home 

Women artists have historically taken on and adapted the prevailing stereotypes of the 

domestic in various ways. Rather than be subservient to their environment, they have 

elevated it to push the boundaries of their creative ideas while still encapsulating ideas 

of domesticity. In Australia, Margaret Olley (1923�±2011), Margaret Preston (1875�±

1963), and Grace Cossington-Smith (1892�±1984) all depicted traditional pursuits of 

feminine domesticity such as domestic interiors and floral motifs, as empowered 

investigations of their artistic ideologies and arguments. Their private spaces held 

personal importance for them, using flowers, colour, and light in narrative compositions 

to enact their artistic vision of �Z�K�D�W���F�R�Q�V�W�L�W�X�W�H�G���µ�K�R�P�H�¶����Memorialised in paint, the 
                                                      
25 Lyn Craig and Abigail Powell, "Shares of Housework between Mothers, Fathers and Young 
People: Routine and Non-Routine Housework, Doing Housework for Oneself and Others," 
Social Indicators Research 136, no. 1 (2018): 269. 
26 Theodore N. Greenstein, "Economic Dependence, Gender, and the Division of Labor in the 
Home: A Replication and Extension." Journal of Marriage and Family 62, no. 2 (2000): 322. 
27 Greenstein, "Economic Dependence, Gender, and the Division of Labor in the Home��� ́322. 
28 Blunt and Dowling, Home, 15, 16. 
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familiar everyday things assigned to a feminine sensibility have been elevated in 

�V�L�J�Q�L�I�L�F�D�Q�F�H���W�R���E�H�F�R�P�H���D���O�D�E�R�U�D�W�R�U�\���I�R�U���D�Q���D�U�W�L�V�W�¶�V���L�Q�Y�H�V�W�L�J�D�W�L�R�Q�V���U�H�O�H�Y�D�Q�W���W�R���W�K�H���W�L�P�H�V��29  

Olley inhabited her home as her studio and her studio as her home.30 The nooks and 

crannies filled with paint brushes, tubes of paint, flowers and books, compositions of 

the humble domestic objects waiting to happen under her direction and artistic control.  

�3�U�H�V�W�R�Q�¶�V���S�D�L�Q�W�L�Q�J �7�K�H�D���3�U�R�F�W�R�U�¶�V���7�H�D���3�D�U�W�\ (1924) holds a resonating presence of 

nostalgia,31 reminding me of tea and conversations with the women in my family seated 

around the kitchen table, or my friends and colleagues sharing ideas over food and 

drink. When Cossington-Smith took on the �W�U�D�G�L�W�L�R�Q�D�O���Z�R�P�D�Q�¶�V��role of carer for her 

invalided sister Charlotte, she brought her easel with her into the home to continue her 

work, observing �³�,���V�L�W���K�H�U�H���D���O�R�W�����\�R�X���J�H�W���W�R���N�Q�R�Z���L�W.�´32 Art critic Daniel Thomas reflects 

that Cossington-Smith is not only painting things which can be seen, but memories and 

emotions too.33 Hers is an �D�Q�D�O�\�W�L�F�D�O���F�U�L�W�L�F�D�O���G�L�D�O�R�J�X�H���R�I���W�K�H���Z�R�P�D�Q�¶�V���U�R�Oe. 

Over fifty years later, The Hotham Street Ladies use parody to critique commonly held 

perceptions of contemporary domesticity.34 Dinner for one, Cornucopia (2016) is a 

sugary sweet commentary on a traditional feminine theme �R�I���D���V�L�Q�J�O�H�����H�O�G�H�U�O�\���Z�R�P�D�Q�¶�V��

living room.35 Might this be a caricature of an envisaged life trajectory of myself as a 

�µ�F�O�L�F�K�p�¶�² a single older woman with cat? From the kitty litter to tea cups, the nik naks 

on the tables to the floral decorations, icing sugar is the material used to question 

attitudes about modern domestic expectations. This vision of his daughter would be my 

                                                      
29 Andrew Sayers, Deborah Edwards and Rose Peel with Denise Mimmocchi, "Margaret 
Preston," Art Gallery of New South Wales, 
https://www.artgallery.nsw.gov.au/collection/works/7215/#about. Although Sayers was writing 
about Margaret Preston, I would argue the same could be ascribed to Cossington-Smith and 
�0�D�U�J�D�U�H�W���2�O�O�H�\�¶�V���Z�R�U�N������ 
30 Tweed Regional Gallery and Margaret Olley Art, and "Margaret Olley Art Centre," accessed 
September 11, 2022, https://gallery.tweed.nsw.gov.au/visit/margaret-olley-art-centre. The above 
�G�H�V�F�U�L�S�W�L�R�Q���R�I���2�O�O�H�\�¶�V���K�R�P�H���V�W�X�G�L�R���L�V���E�D�V�H�G���R�Q���U�H�D�G�L�Q�J�V���D�Q�G���R�E�V�H�U�Y�D�W�L�R�Q�����,�¶�Y�H���Y�L�V�L�W�H�G���W�K�H��
Margaret Olley Centre several times since 2014. 
31 Sayers et al., "Margaret Preston." 
32 Daniel Thomas, "Interior in Yellow, Grace Cossington-Smith, 1962-64." National Gallery of 
Australia, Canberra 2010, accessed September 11, 2022, 
https://artsandculture.google.com/asset/interior-in-yellow-grace-cossington-
smith/UgHQJsv0OGh8Tw?hl=en. 
33 Thomas, "Interior in Yellow.�  ́
34 The Hotham Street Ladies, "Dinner for One, Cornucopia 2016," accessed September 11, 
2022, https://www.hothamstreetladies.com/new-page-2. 
35 The Hotham Street Ladies, "Dinner for One, Cornucopia 2016." 

https://www.artgallery.nsw.gov.au/collection/works/7215/#about
https://gallery.tweed.nsw.gov.au/visit/margaret-olley-art-centre
https://artsandculture.google.com/asset/interior-in-yellow-grace-cossington-smith/UgHQJsv0OGh8Tw?hl=en
https://artsandculture.google.com/asset/interior-in-yellow-grace-cossington-smith/UgHQJsv0OGh8Tw?hl=en
https://www.hothamstreetladies.com/new-page-2
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92-year-old �I�D�W�K�H�U�¶�V���Z�R�U�Vt nightmare, whereas his younger sister, my 89-year-old aunt, 

would probably ask the artists how they made their icing. 

Canadian�±American artist Miriam Schapiro (1923�±2015) has greatly influenced the role 

that gendered domestic identity plays in my research.36 Early in her career, she 

negotiated being both a woman and a woman artist in the 1950s male-dominated New 

York art world. By the 1970s and 80s, she had developed a body of large-scale works 

she named femmages,37 a word she invented to describe the innovative medium she 

�X�V�H�G���W�R���H�[�S�U�H�V�V���W�K�H���I�H�P�D�O�H���H�[�S�H�U�L�H�Q�F�H���R�U���µ�Z�R�P�H�Q�¶�V���Z�R�U�N�¶��38 Painting on canvas, she 

combined feminine imagery with acrylic paint and collage, using domestic fabric 

donated by women, as a direct reference to �W�U�D�G�L�W�L�R�Q�D�O���Z�R�P�H�Q�¶s crafts such as quilting, 

sewing, and embroidery.39 �6�F�K�D�S�L�U�R�¶�V���S�U�D�F�W�L�F�H���H�V�W�D�E�O�L�V�K�H�G���F�R�Q�Q�H�F�W�L�R�Q�V���Z�L�W�K���Z�R�P�H�Q��

through listening and storytelling,40 and, as Gouma-Peterson suggests, her work acted as 

an autobiographical portal for Schapiro to self-discovery as woman and woman artist.41  

In 1976, Schapiro stated, �³�)�R�U���P�H���W�K�H���I�D�E�U�L�F���R�I���P�\���D�U�W���D�Q�G���W�K�H���I�D�E�U�L�F���R�I���P�\���O�L�I�H���H�T�X�D�W�H��

�H�D�F�K���R�W�K�H�U�´.42 This philosophy of art and life intertwined, which references �Z�R�P�H�Q�¶�V��

domestic experiences within the confines of a traditional patriarchal paradigm, is central 

to my story and research. As a visual manifesto, the femmages are evocative for their 

size, materiality, and social commentary. Her use of fabric, ornament, and sentiment43 

to push Western art beyond boundaries of gender44 was a direct challenge to the social 

and artistic masculine hegemony of that time. �6�F�K�D�S�L�U�R�¶�V��methodology of liberation and 

colouring outside the lines emboldens me to honour the women in my family as well as 

empowering me to challenge the patriarchal way of thinking that has determined my 

                                                      
36 Norma Broude and Mary D. Garrard, The Power of Feminist Art: The American Movement of 
the 1970s, History and Impact (New York: Harry N. Abrams, Inc, 1994), 210. 
37 Art Gallery of New South Wales, ���8�Q�L�Y�H�U�V�D�O���,�G�H�D�V�����0�L�U�L�D�P���6�F�K�D�S�L�U�R�����µ�%�O�D�F�N���%�R�O�H�U�R�¶������������,"  
https://www.artgallery.nsw.gov.au/artboards/some-mysterious-process/universal-
ideas/item/25elix/. 
38 Thalia Gouma-Peterson, "Miriam Schapiro: An Art of Becoming," American Art 11, no. 1 
(1997): 22. 
39 Gouma-Peterson, "Miriam Schapiro: An Art of Becoming," 22. 
40 Thalia Gouma-Peterson and Miriam Schapiro, Miriam Schapiro: Shaping the Fragments of 
Art and Life (New York: Harry N. Abrams Publishers, 1999), 97. 
41 Gouma-Peterson, "Miriam Schapiro: An Art of Becoming���´����7. 
42 Gouma-Peterson and Schapiro, Miriam Schapiro, 69. 
43 Gouma-Peterson and Schapiro, Miriam Schapiro, 96. 
44 Broude and Garrad, The Power of Feminist Art, 216. 

https://www.artgallery.nsw.gov.au/artboards/some-mysterious-process/universal-ideas/item/25elix/
https://www.artgallery.nsw.gov.au/artboards/some-mysterious-process/universal-ideas/item/25elix/
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place in the home up to now, a place where my creativity has been diminished, as 

creative work must be functional to be valued.   

Understanding the influence of my original childhood home as a physical, emotional, 

and gendered domestic experience, with all the connotations and expectations that it 

holds, is at the heart of my studio practice. A recognition that home is not always 

perfect or secure has opened the door to an understanding that the research is more 

about trauma than originally realised. As reflected in my own work and the work of 

other artists, t�K�H���F�K�D�O�O�H�Q�J�H���L�V���W�K�D�W���L�Q���R�X�U���V�R�F�L�H�W�\�����W�K�H���W�H�U�P���µ�K�R�P�H�¶���F�R�Q�W�L�Q�X�Hs to be a 

dominant paradigm used to identify difference, the values we live by, and a way to 

define who we are both personally and as a society.45   

  

                                                      
45 Verschaffel, "The Meanings of Domesticity," 287. 
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Chapter 2: The garden shed �«  materials, methods, and motifs 

In this chapter I describe the materials, methods, and motifs I have developed while 

conducting my studio research. I introduce the rationale behind the use of handmade 

paper, scale, domestic floral motif, and home as studio, with references to exemplar 

artists whose work is of relevance to these aspects of the research.  

 

Why paper? 

I intentionally use recycled clothing to make my works of paper, as I find the 

materiality of handmade paper made from recycled cotton and linen clothing has an 

ability to entice the senses and evoke an emotional response. I use clothing sourced 

from my late mother, friends, family, op shops, and my own wardrobe. These clothes 

�D�O�O�X�G�H���W�R���W�K�H�L�U���S�U�H�Y�L�R�X�V���R�Z�Q�H�U�V�¶���S�K�\�V�L�F�D�O���S�U�H�V�H�Q�F�H���W�K�U�R�X�J�K���D�E�V�H�Q�F�H�����F�D�U�U�\�L�Q�J���V�W�R�U�L�H�V��

embedded in the fabric that gives them the potent ability to suggest ideas, emotions, and 

memories. It is the unexpected qualities of a candy pink T-shirt or an off-white linen 

dress, once pulped, dried, and transformed into paper, that surprises and delights. I find 

the touch of a powdery-soft or finely textured surface has the potential for exquisite 

transparency or obscure opacity.  

The colour, viscosity, opacity, and malleability of the pulp and the gesture of the body 

when making the paper express the narrative of this research. The wet fibres bond 

together on the surface of my silk-screen, and the pulp image takes days to dry. The 

resulting delicate sheet of paper is then slowly and painstakingly peeled off the 4 x 2 

metre silk-screen. I witness for the first time, a flattened, double-sided image formed 

through the physical process of translating the working drawing onto the silk-screen, a 

process which is deeply influenced in the making by a cavalcade of fantasy, internal 

dialogue, and memories. The building up of the layers through this process creates a 

subtly different image on each side of the finished handmade paper, which has now 

become both image and substrate. I have found a medium and developed a technique 

that suits my nature and research, and that visually expresses the multi-layered facets of 

home. This process will be discussed in more detail in Chapter 3. 
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The colour palette of the finished work is defined by the working drawing and 

determined by the colour and tonal qualities of the chosen garment. I do not add dye to 

the pulped work at any time during production. The selected clothing and colour palette 

create an image that is unique to that work: it cannot be replicated. I would argue that it 

is this transformative nature of the hand papermaking process that creates layers of 

meaning and memory in the large-scale paper panels created in my studio research.  

 

Figure 2 Colour palette of pulps for "That candy pink fibre is a b****! Bit harsh. 
Maybe she's just misunderstood?" The material sample is to the left of the 
corresponding dried pulp swatch.  

 

The haptic qualities of the hand-papermaking process are components of a creative act 

in which I explore both personal and imagined memories associated with the recycled 

clothing. In preparing the garment for pulping, I use my body and hands to pull apart, 

tear, rip, and cut the fabric, which is then broken down into a fibrous pulp in a 

Hollander beater, a very forceful and tactile experience. I luxuriate in the resultant soft 

mushiness of the wet pulp, which I liken to a second skin once dried on my hands and 

arms. This sensory-based integration activates a mind�±body connection where I slow 

down, pause, and am present with my thoughts and feelings. Visually, the resultant 
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�Z�D�W�H�U�\���S�X�O�S���K�D�V���L�W�V���R�Z�Q���F�K�D�U�D�F�W�H�U�����H�[�K�L�E�L�W�L�Q�J���H�O�H�P�H�Q�W�V���R�I���W�K�H���S�X�O�S�H�G���I�L�E�U�H�V�¶��

contradictory characteristics of fragility and strength, flexibility and structure, 

translucency and opacity. These qualities can then be used in various ways to produce 

sensations of perspective, flatness, space, movement, and light within the image and 

final work. As Drew Mattot and Gretchen Miller propose, through this process of 

reclaiming the fibres and forming them into a new configuration, a personal sense of 

repurposing my own story to build a new one emerges.46  

Developed in China in the first century AD, paper has a long history and importance 

that has profoundly affected civilisations around the world. Pulp for making handmade 

paper is sourced from plants, and each plant has its own physical properties that lends a 

particular characteristic to its paper. After the plant fibres have been broken down and 

suspended in water, the magic happens; it is during the drying process that the 

individual fibres are attracted to each other, and chemically bond because of their 

cellulose makeup, resulting in paper.47  

It took more than one thousand years for the process of producing individual sheets of 

paper by hand to be introduced to Europe, where discarded cotton and linen textile rags 

�U�H�S�O�D�F�H�G���W�K�H���2�U�L�H�Q�W�¶�V���P�X�O�E�H�U�U�\���E�D�U�N���D�V���W�K�H���P�D�L�Q���V�R�X�U�F�H���R�I���I�L�E�U�H�����)�R�O�O�R�Z�L�Q�J���W�K�H��

popu�O�D�U�L�V�D�W�L�R�Q���R�I���*�X�W�H�Q�E�H�U�J�¶�V���S�U�L�Q�W�L�Q�J���S�U�H�V�V���L�Q���������������:�H�V�W�H�U�Q���S�D�S�H�U�P�D�N�L�Q�J���E�H�F�D�P�H��

allied with mechanical printing and was the primary vehicle for the recording and 

communication of history and culture. From the Industrial Revolution of the 1870s 

onwards, manufactured paper using wood pulp replaced traditional hand papermaking 

methods. This paper became a ubiquitous substance in our lives but was not of a 

suitable quality for fine art and printmaking. 

Prior to the mid-twentieth century, artistic interest in paper focused on its function as a 

surface upon which to print or draw.48 The 1950s emancipation of paper-as-substrate to 

paper-as-image, and its transition from craft to art, is attributed to American papermaker 

                                                      
46 Drew Luan Matott and Gretchen M. Miller, �³Papermaking��� ́in The Routledge Companion to 
Health Humanities (London: Routledge, 2020), 312.  
47 Matott and Miller "Papermaking,�  ́311�±12.  
48 Andrea Swanson Honoré, �³Paper Trails, Douglass Howell, and How Paper Won Its Way into 
Western Art,�´���L�Q��Paper Trail �± Douglass Howell and Four Pioneers in American Handmade 
Paper: Laurence Barker, Walter Hamady, Clinton Hill, Golda Lewis, ex. cat., ed. Rutgers 
University (New Jersey: Rutgers University, 2000), 
http://www.laurencebarker.com/article_papertrails.html. 

http://www.laurencebarker.com/article_papertrails.html
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�D�Q�G���D�U�W�L�V�W���'�R�X�J�O�D�V���+�R�Z�H�O�O�¶�V��(1906�±1994) explorations of handmade paper pulp as an 

�D�H�V�W�K�H�W�L�F���P�H�G�L�X�P�����+�R�Z�H�O�O�¶�V paper sheets, made from pure linen or home-grown flax, 

and his distinctive inclusion of local spring water, were of such an original and 

intriguing textural quality, beauty, and strength that artists such as Joan Miro, Jasper 

Johns, Anne Ryan, and Jackson Pollock used this novel substrate for printing, collage, 

drawing and watercolour.49  

Howell focused on the nature, aesthetics, and creative possibilities of the paper itself, 

and went on to develop paper art without substrates, which he �Q�D�P�H�G���µ�S�D�S�H�W�U�L�H�V�¶, seeing 

beyond paper as a printing surface alone.50 My research is rooted in Ho�Z�H�O�O�¶�V��

experiments, where the handmade paper becomes the primary focus of the work itself, 

its materiality central to its meaning. My works are often referred to as pulp-paintings, a 

term used to describe the process of applying pulp in a painterly way, as opposed to 

making sheets of paper, noting the action of mark making as painting and the medium 

used as pulp. May Babcock defines pulp-painting as the process of adding colour 

pigment to pulped plant fibre and applying it in various ways to the substrate of a wet, 

freshly made sheet of handmade paper.51 Once the image is completed, the pulp-

painting is pressed, melding the surface image to the base sheet of paper, mimicking the 

act of printing onto paper.52 This definition of pulp-painting has been extensively 

explored and refined by influential twentieth-century artists David Hockney (b. 1937)53 

and Chuck Close (1940�±2021).54  

                                                      
49 Swanson Honoré, "Paper Trail�V���´  
50 Swanson Honoré, "Paper Trail�V���´ This unique and ground-breaking process was created by 
stopping out a design with wooden stencils and re-immersing the mould in different batches of 
coloured pulp. 
51 May Babcock, "Must See Pulp Painting," Paper Slurry (2017), 
www.paperslurry.com/2015/11/18/must-see-pulp-painting-art-new-series-by-lynn-sures/. 
52 Babcock, "Must See Pulp Painting." 
53 David Hockney, Paper Pools (London: Thames and Hudson, 1980). 
For David Hockney, the invitation to collaborate with Master Printer Ken Tyler in 1978 and use 
a medium other than paint to create images, was enticing and ultimately challenging. Entranced 
by the play of light on the wat�H�U���R�I���7�\�O�H�U�¶�V���E�D�F�N�\�D�U�G���S�R�R�O�����+�R�F�N�Q�H�\���F�U�H�D�W�H�G what was to become 
one of the landmarks in paper pulp art, Paper Pools, a series of pressed colour pulp-paintings. 
As Hockney commented, �³�Z�R�U�N�L�Q�J���O�L�N�H���W�K�D�W���G�H�I�L�Q�H�G���D�Q�R�W�K�H�U���N�L�Q�G���R�I���H�V�V�H�Q�F�H���R�I���P�D�N�L�Q�J���D��
�S�L�F�W�X�U�H�´ (Hockney, Paper Pools, 100). 
54 Chuck Close refined his experimentation with this novel artistic medium in works such as Self 
Portrait�±Pulp (2001). The larger-than-life pulp-painting focuses on the process of rendering a 
portrait with pulp. Working from a gridded photograph, Close built up the image layer by layer 
with an innovative stencilling technique and a limited colour palette of eleven shades of grey 
coloured pulp. It is time-consuming needing several assistants in the studio to enact the 

http://www.paperslurry.com/2015/11/18/must-see-pulp-painting-art-new-series-by-lynn-sures/


17 
 

Chinese�±American artist Hong Hong has taken it one step further by removing the need 

for a substrate in the finished work; however, she does still dye her pulps.55 �+�R�Q�J�¶�V��

practice investigates human experiences of time, and the ways in which change 

manifests as time. Her process involves working outdoors, the performative act of 

pouring buckets of pigmented pulp into a modular mould, and then layering and moving 

the pulp on the �P�R�X�O�G�¶�V���V�X�U�I�D�F�H��56 After she leaves the fibres to bond and dry, the 

environmental elements�² breeze, rain, and sunshine�² interact with and become part of 

the work.57  

The unique process I have developed differs from these artists�¶���S�U�R�F�H�V�V�H�V. I do not 

include a wet paper substrate, nor do I dye my pulps. As a result, while I use a painterly 

style of mark-making, I do not see the finished works as pulp-paintings. Rather, I 

describe them as �µpaper-arabesques�¶, where arabesque is used both as a signifier to 

describe the physical and metaphorical dance I perform in the making of the panels and 

in reference to the arabesque as a visual style or ornamentation. My resultant paper-

arabesques are large double-sided panels, without substrate, a unique methodology in 

this field. 

What is of interest to my research is that both Hong and I use a flat and horizontal 

surface, or temporary substrate, to construct the pulp image. We then separate the dry 

paper from this substrate (as opposed to Hockney and Close) to both physically and 

metaphorically stand-alone as both image and substrate. Our installation strategies 

differ, as Hong often positions her work either against the gallery wall and/or laid 

horizontally on the floor as in her 2021 Asia Society Texas Centre exhibition, The 

Mountain That Does Not Describe a Circle.58 My installation preference is for my work 

to be installed suspended from the ceiling, free from the constraints of the wall. This 

                                                                                                                                                            
papermaking process. Chuck Close - Papermaking Time Lapse showcases his technique in a 
video that condenses six hours of papermaking to eight minutes. The work in progress is a 2009 
pulp portrait of Roy Lichtenstein. Eli Obus, �³�&�K�X�F�N���&�O�R�V�H���3�D�S�H�U�P�D�N�L�Q�J���7�L�P�H���/�D�S�V�H��� ́YouTube 
video, 7:44, posted February 1, 2020, https://www.youtube.com/watch?v=NrOPAleHwnQ. 
55 Jacquelyn Gleisner, ���0�D�N�L�Q�J���3�D�S�H�U�����+�R�Q�J���+�R�Q�J�¶�V���3�H�U�I�R�U�P�D�W�L�Y�H���3�U�R�F�H�V�V," art21 magazine  
(September/October 2017), http://magazine.art21.org/2017/09/13/making-paper-hong-hongs-
performative-process/#.Yyp3kT1Bxdg. 
56 Hong Hong, "Pours 2017," accessed July 12, 2022, http://www.honghong.studio/pours.  
57 May Babcock, "Look, Colossal Pulp Paintings! A Conversation with Artist Hong Hong," 
Paperslurry, accessed July 12, 2022, https://www.paperslurry.com/2018/09/21/look-colossal-
pulp-paintings-a-conversation-with-artist-hong-hong/.  
58 Hong, Hong, "The Mountain That Does Not Describe a Circle," 2021, accessed July 12, 2022, 
http://www.honghong.studio/installation-views/2ugxaqr43adxle72abkqikdon81euw. 

https://www.youtube.com/watch?v=NrOPAleHwnQ
http://magazine.art21.org/2017/09/13/making-paper-hong-hongs-performative-process/#.Yyp3kT1Bxdg
http://magazine.art21.org/2017/09/13/making-paper-hong-hongs-performative-process/#.Yyp3kT1Bxdg
http://www.honghong.studio/pours
https://www.paperslurry.com/2018/09/21/look-colossal-pulp-paintings-a-conversation-with-artist-hong-hong/
https://www.paperslurry.com/2018/09/21/look-colossal-pulp-paintings-a-conversation-with-artist-hong-hong/
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allows the panels to form architectural spaces suggestive of rooms, corridors, and 

corners, which the viewer can inhabit and move around, experiencing the subtle 

differences to be found on both sides. 

 

Floral Motif 

The motif chosen to depict home is domestic floral pattern. Flowers delight me; as an 

intrinsic part of my familial upbringing, they act as portals that recall significant 

moments of daily life. In my mother and g�U�D�Q�G�P�R�W�K�H�U�¶�V���K�R�P�H�V, floral decoration was 

everywhere�² the curtains, wallpaper, carpets, lounge-chairs, aprons, and tea-towels�²

and in my memory they behave as a strong representation of traditional and 

stereotypical femininity and domesticity.  

 

Figure 3  My floral bedspread bought from an op shop.  
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Depictions of roses and English cottage garden flowers are imprinted with memories of 

my mother, grandmothers, and auntie, working, cooking, sewing, and cleaning. Through 

domestic crafts these women used floral patterns as visual content in the creation and 

decoration of their homes. Art historians Griselda Pollock and Rozsika Parker write that 

this feminine pursuit of domestic craft was historically seen as the socially accepted 

norm of a woman behaving according to her nature.59 This multitude of flowers in the 

homes of my childhood have born witness to and functioned as a metaphor for the 

private and hidden narratives of those women and �P�\���I�D�P�L�O�\�¶�V���G�D�L�O�\���O�L�Y�H�V�� 

In my adult life, with every rented space I have lived in, I have acquired an ever-

growing eclectic mix of floral op-shop fabric. Together with the embroidered doilies 

and tablecloths inherited from my late mother and grandmothers, this floral immersion 

performs both a decorative and purposeful function. I hang them as room dividers and 

curtains, I cover lounge chairs and tables, and I swathe my bed. In this way, flowers as 

sentimental visuals of my youth have come to represent a lifelong foundational motif of 

home and personal identity, where home is both a nurturing experience and an 

environment saturated with patriarchal, family, and societal values, having a profound 

impact upon my life, as discussed in Chapter 1.  

Researchers Rosemary Harden and Jo Turney position floral motif as an expression of 

identity and an embodiment of nostalgia, arguing that there is �³�D���W�D�F�L�W���H�T�X�D�W�L�R�Q���L�Q���R�X�U��

�F�X�O�W�X�U�H���W�K�D�W���V�D�\�V���W�K�D�W���I�O�R�Z�H�U�V���H�T�X�D�O���S�U�H�W�W�\�����D�Q�G���S�U�H�W�W�\���H�T�X�D�O�V���I�H�P�L�Q�L�Q�L�W�\�´��60 Traditionally, 

the minor genre of flower painting and still life was considered the domain of women 

artists, and was associated with art historical gender biases.61 Pollock and Parker remind 

us that the historical process by which women came to specialise in flower painting and 

still-life has been obscured by the tendency to identify women with nature, a 

hierarchical notion which confines women to being a certain way.62 Fused into that 

notion of femininity, the flower painting becomes solely an extension of womanliness to 

the degree that the female artist and their subject become virtually synonymous and 

camouflaged.63  

                                                      
59 Rozsika Parker and Griselda Pollock, Old Mistresses: Women, Art, and Ideology (New York: 
Pantheon Books, 1981), 50. 
60 Rosemary Harden and Jo Turney, Floral Frocks (�&�K�L�Q�D�����$�Q�W�L�T�X�H���&�R�O�O�H�F�W�R�U�V�¶���&�O�X�E����������������������. 
61 Parker and Pollock, Old Mistresses, 1�±58. 
62 Parker and Pollock, Old Mistresses, 51. 
63 Parker and Pollock Old Mistresses, 58. 
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This stereotypical view of flowers being the sole domain of women has been overturned 

in more recent times as understandings of the historical notions of femininity and the 

hierarchical gender politics regarding flower painting have expanded. Within the Pattern 

and Decoration Movement of America (1975�±1985), co-founders Miriam Schapiro and 

Robert Zakanitch (b. 1935) sought to explore decoration and humanistic ideas 

previously excluded from modernism, appropriating patterns and materials from 

traditional female crafts and the non-European world.64 Through their work, they 

examined how pattern and decoration was employed as a methodology to convey 

meaning to art deemed as craft. This research, however, is not about the craft/art debate.  

Through the medium of paper-arabesques, my research takes the floral patterns from my 

memories of the 1950s�¶ societal norms and gives them meaning as a motif for my 

relationship to home, self-awareness, and empowerment. Through this process, my 

work has been progressively influenced by a subjective and critical feminist approach to 

knowledge. 

 

The affect of scale 

In my research I examine the effect of both the physical relationship between scale and 

the viewer and its emotional impact. Scale is the basis from which we measure and 

understand our surroundings. It begins a process of recognition of how a viewer and a 

large-scale artwork occupy a given space in relation to one another.65 When a homely 

floral motif is made monumental through an artistic process, private domestic spaces are 

turned inside out, and the everyday has a public audience. Viewers shrink, impacting 

the relationship between viewer and observed object. As art historian Gill Perry 

explains, the distortion of scale takes us beyond the boundaries of our knowledge and 

understanding, challenging our conceptual framework� .́66  

                                                      
64 Broude and Garrard, The Power of Feminist Art. 
65 Natalie Rudd and Marius Kwint. Size Matters: Exploring Scale in the Arts Council 
Collection, ex. cat., ed. Arts Council England (London: Hayward Gallery Publishing, 2005), 8�±
9. 
66 Gill Perry, Playing at Home: The House in Contemporary Art (London: Reaktion Books Ltd, 
2013), 61. 
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Figure 4  I remember... Exhibition, 2018. Three paper-arabesques. Photo: Louis Lim. 

 

In my research, the large scale of my paper-arabesques introduces this relational scale, 

reducing the viewer in size, bringing them into the perspective of a child. The flowers 

must be huge so that I can hear them, for flowers have a much louder voice when they 

are larger than life, becoming symbols of my own voice, of my own self. Their blooms 

fill my eyes, enabling them to �W�H�O�O���P�H���Z�K�D�W�¶�V���E�H�H�Q���J�R�L�Q�J���R�Q���L�Q���P�\���O�L�I�H���D�V���,���F�R�Q�Y�H�U�V�H���Z�L�W�K��

them through the making, reminding me of the times as a child I hid behind my 

�J�U�D�Q�G�P�R�W�K�H�U�¶�V���I�O�R�U�D�O���F�Ruch, watching the floral patterns come to life in my imagination. 

Their size empowers them to suggest better ways of being as an attempt to overcome 

the saturation and conditioning of my childhood values. Thus, the use of larger-than-life 

imagery is an emo�W�L�R�Q�D�O���U�H�V�S�R�Q�V�H���W�R���K�R�P�H���D�Q�G���P�\���I�D�W�K�H�U�¶�V���Y�R�L�F�H����By playing with scale 

in the artmaking process, personal emotions are triggered, and understandings can be 

explored, challenged, and reworked. I question: do the flowers become important 

because they can now be seen and acknowledged by the viewer?   
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Figure 5  I remember... Exhibition, 2018. Artist dancing with paper-arabesque. Photo: 
Louis Lim. 

 

Joan Kee and Emanuele Lugli discuss how artworks mediate these relational scales, 

suggesting that small domestic floral motifs on curtains, dresses, and wallpapers (such 

as the ones that I use as source material) have been created to fit our human world.67 

They ask what kinds of innate assumptions are made when an object is scaled according 

to the proportions of an adult viewer, or to those of a child, observing that the scale of 

an installed artwork opens up an almost algorithmic form of programming, which 

recognises how things and people occupy a given space in relation to one another.68 The 

amplified scale of my flowers and paper not only monopolises the gaze, but, as Natalie 

Rudd and Marius Kwint suggest, it also act as a disruptor of previous understandings of 

form and function and is �D���F�R�Q�V�F�L�R�X�V���V�X�E�Y�H�U�V�L�R�Q���R�I���W�K�H���H�V�W�D�E�O�L�V�K�H�G���Q�R�U�P�����Z�K�H�U�H���³�D��

�Y�L�H�Z�H�U���L�Q�I�X�V�H�V���W�K�H�L�U���U�H�D�G�L�Q�J���R�I���W�K�H���Z�R�U�N���Z�L�W�K���W�K�H�L�U���R�Z�Q���L�Q�W�H�U�S�U�H�W�D�W�L�R�Q�V�´.69   

                                                      
67 Joan Kee and Emanuele Lugli. "Scale to Size: An Introduction," Art History 38, no. 2 (2015), 
252. 
68 Kee and Lugli, "Scale to Size���´��252. 
69 Rudd and Kwint. Size Matters, 8, 9. 
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Artists working with floral motif and scale 

Artist Michael Lin (b. 1964) uses large-scale decorative floral motifs reminiscent of his 

Taiwanese family roots, where every day floral patterns in constant use in bedrooms and 

living rooms are transposed into enormous blooms and installed as public artworks.70 

As a visual embodiment of home, these floral patterns suggest memories of private 

conversations, lived experience and cultural history.71 This translation and translocation 

into the public realm of private, homely, cultural motifs has the power to subvert our 

meaning and expectations of public spaces. The large scale of these floral motifs 

dominates the viewer, who is now part of their �H�Q�Y�L�U�R�Q�P�H�Q�W�����,���F�D�Q���S�H�U�F�H�L�Y�H���/�L�Q�¶�V��

architectural spaces for example, as a place of fantasy, a Wonderland where I am the 

�J�L�U�O�����$�O�L�F�H���D�I�W�H�U���V�K�H�¶�V���G�U�X�Q�N���I�U�R�P���W�K�H���µDrink Me�¶ phial.  

�5�R�E�H�U�W���=�D�N�D�Q�L�W�F�K�¶�V Big Bungalow Suite (1994) of paintings also resonates with the 

potential of large-scale floral patterning to speak of memory and meaning.72 This work 

�G�H�P�R�Q�V�W�U�D�W�H�V���=�D�N�D�Q�L�W�F�K�¶�V���S�K�\�V�L�F�D�O���D�Q�G���H�Q�H�U�J�H�W�L�F���U�H-imagining of the sentimental visuals 

�K�H���U�H�P�H�P�E�H�U�V���I�U�R�P���D���F�K�L�O�G�K�R�R�G���V�S�H�Q�W���D�W���K�L�V���J�U�D�Q�G�P�R�W�K�H�U�¶�V���K�R�X�V�H�����W�K�H��embroidered 

towels, tablecloths, floral patterned curtains, and linoleum floor.73 �8�Q�O�L�N�H���/�L�Q�¶�V���P�R�U�H��

c�R�Q�W�U�R�O�O�H�G���L�P�D�J�H�U�\�����=�D�N�D�Q�L�W�F�K�¶�V���R�U�J�D�Q�L�F���I�O�R�U�D�O���I�R�U�P�V���D�Y�R�L�G���W�K�H���V�W�\�O�L�V�W�L�F���F�K�D�U�D�F�W�H�U�L�V�D�W�L�R�Q�V��

of his decorative sources.74 Instead, �L�W���L�V���W�K�H���D�U�W�L�V�W�¶�V��physical and expressive renderings 

of the domestic patterns that bring his past into the present and give the paintings a 

liveliness of character.  

I find that �=�D�N�D�Q�L�W�F�K�¶�V��evocative way of re-imagining the past inspires me to reflect on 

and challenge my own conditioning. As a result, my process has developed and become 

larger and more expressive as I experiment with using pulp in more innovative ways. 

This becomes an examination of the ability of the chosen flowers to infer narratives of 

the women in my family, and to evoke a familiarity with my past, its social and familial 

                                                      
70 Jane Devery, "An Interview with Michael Lin," National Gallery of Victoria, 
https://www.ngv.vic.gov.au/essay/interview-with-michael-lin/. 
71 Rhana Devenport, �³�0�L�F�K�D�H�O���0�L�Q�J���+�R�Q�J���/�L�Q�����7�K�H���3�D�L�Q�W�H�G���*�D�U�G�H�Q���´���L�Q��Asia-Pacific Triennial 
of Contemporary Art, 2002, ed. Queensland Art Gallery (Brisbane: Queensland Art Gallery, 
2002), 72. 
72 Nerman Museum of Contemporary Art, "Big Bungalow Suite, Robert Zakanitch," accessed 
September 11, 2022, https://www.nermanmuseum.org/exhibitions/2015-10-15-zakanitch-robert-
ephemeral-beauty.html. 
73 Broude and Garrard, The Power of Feminist Art, 217. 
74 Broude and Garrad, Power of Feminist Art, 217. 

https://www.ngv.vic.gov.au/essay/interview-with-michael-lin/
https://www.nermanmuseum.org/exhibitions/2015-10-15-zakanitch-robert-ephemeral-beauty.html
https://www.nermanmuseum.org/exhibitions/2015-10-15-zakanitch-robert-ephemeral-beauty.html
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values, and a sense of continuity. The research connects past events and current self-

realisations and is intensely magnified through the physicality of scale. 

�6�F�K�D�S�L�U�R�¶�V���O�D�U�J�H-scale femmages illuminate a pathway forward in my practice, and 

�Z�K�L�O�H���/�L�Q�¶�V���P�R�Q�X�P�H�Q�W�D�O���I�O�R�U�D�O���S�D�W�W�H�U�Q�V���D�Q�G���=�D�N�D�Q�L�W�F�K�¶�V��expressive re-imaginings of 

�K�R�P�H���L�Q�I�R�U�P���P�\���Z�R�U�N�����L�W���L�V���6�K�D�S�L�U�R�¶�V courage to make work that she felt needed to be 

seen that inspires my research in life. Collectively, these exemplars invite me to see and 

think beyond my conditioning and the foundational narrative of what is considered the 

norm. By using scale, domestic floral pattern, and the haptic materiality of handmade 

paper, the flowers can become an informed subjective voice, and patriarchal hegemony 

as the established norm can be subverted.  

 

The studio as home 

�7�K�H���S�K�\�V�L�F�D�O���V�S�D�F�H���I�R�U���P�D�Q�\�«�D�U�W�L�V�W�V���V�H�H�P[s] to become an extension of 

their own micro reality, the subjective response to their own encounter of 

the objective world. The way in which they dwell within these spaces 

becomes echoed in the mechanisms, processes, and methods they employ 

in their practice in order to begin to deconstruct, question and intervene in 

existing structures of knowledge and established narratives of macro reality 

and through creative processes subvert this existing meaning.75 

A significant development in my understanding of home and self has been the creation 

of my studio within the space I call home. I rent the downstairs ground floor space of a 

two-storey house, and, by necessity, my studio is housed within my home. The 

papermaking processes I developed in this space, allowed the narrative of home as a 

gendered domestic space to evolve into my place of work, a place of value. While my 

rental home is insecure in tenure, the studio space within it has allowed me a space of 

autonomy in which to research and work.  

�7�K�H���V�W�X�G�L�R�¶�V���F�H�L�O�L�Q�J���L�V���O�R�Z�����W�K�H���/-shaped room is elongated and narrow. Unlike the 

�V�H�D�P�O�H�V�V�Q�H�V�V���R�I���2�O�O�H�\�¶�V���K�R�P�H���V�W�X�G�L�R����mine is partitioned from the rest of my living 

                                                      
75 Andrea Hannon, "Fleeting Occupations: The 'Studio' as an Extension of Psychological 
Inhabitation." Journal of Visual Art Practice: The Art School; Questioning the Studio 13, no. 1 
(2014): 59. 
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space by an old wooden wardrobe, two chests of drawers and several milk crates, to 

keep my ginger cat out and his claws away from the silk-screen. It is a physical space I 

have claimed as my own, where research exploring notions of home is internalised and 

enacted. My home spaces are intertwined as both home and studio are reflections of 

myself, and as Michael Peppiatt and Alice Bellony-Rewald note, �³�W�K�H���V�K�D�S�H�����W�K�H���O�L�J�K�W����

�W�K�H���O�R�F�D�W�L�R�Q�����W�K�H���O�R�R�N���D�Q�G���W�K�H���µ�I�H�H�O�¶���R�I���D���V�W�X�G�L�R�´ 76 constantly shapes my work produced 

there.  

 

 Figure 6 Introducing the studio ... some buckets of pulp. 

 

 

Figure 7 The studio, silk-screen and a barricade of furniture. 
                                                      
76 Michael Peppiatt and Alice Bellony-Rewald, "Introduction," in Imagination's Chamber: 
Artists and Their Studios (Boston: Little, Brown, 1982), v. 
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As Andrea Hannon argues, the studio can be many spaces.77 My studio space is also at 

my computer, in my imagination, or when I am curled up on my bed with my cat 

reading. Hannon explains that the studio as inner world of mental and emotional states, 

is a space in which life experiences, thoughts, feelings, ideas, critiques, interpretations, 

and consumption of information happens continuously.78 Thus, my studio is fluid, 

constantly shifting between psychological and physical spaces.79 �,�W�¶�V���P�R�U�H���W�K�D�Q���D��

physical place to work�² �L�W�¶�V���D�Q���³�D�F�W�L�Y�H���H�[�W�H�Q�V�L�R�Q���R�I���W�K�H���P�L�Q�G�´��80  

�:�K�H�Q���,���Z�R�U�N���L�Q���W�K�H���V�W�X�G�L�R�����,�¶�P���µ�D�W���K�R�P�H�¶�����,�¶�P���G�U�L�Q�N�L�Q�J���W�H�D�����Z�D�O�N�L�Q�J���D�U�R�X�Q�G���W�K�H���V�L�O�N-

screen examining the flowers in progress, conversing with them, and revisiting other 

homes and people from long ago in my mind. I propose that my studio is more than a 

physical structure and site of artistic production, and it has expanded to become a place 

of my idealisation of home, a place where I belong, feel accepted, and empowered. This 

development of studio as my home is an ongoing process, which does not simply exist, 

but has been made.81 My studio is where I live as my authentic self whenever I am 

working, and where I feel free from the definitions and expectations I find myself 

confined by. Throughout this evolving creative process of becoming more consciously 

�D�Z�D�U�H�����P�\���V�W�X�G�L�R���D�V���K�R�P�H���K�D�V���E�H�F�R�P�H���D���S�R�U�W�D�O���W�R���R�W�K�H�U���V�S�D�F�H�V���,�¶�Y�H���S�K�\�V�L�F�D�O�O�\���R�U��

psychologically inhabited. It is from this space, this home, that the research outputs 

have emerged. 

Clare Cooper �S�R�V�L�W�V�����R�Q�H�¶�V���K�R�P�H���D�F�W�V���D�V���D���U�H�I�O�H�F�W�L�R�Q���R�I���R�Q�H�¶�V���L�Q�W�H�U�Q�D�O���D�Q�G���H�[�W�H�U�Q�D�O��self.82 

From my studio research, a redefinition of home on my own terms has emerged, where I 

am now a woman working from home, using, and giving value to domestic floral motifs 

�D�Q�G���F�O�D�L�P�L�Q�J���V�S�D�F�H���W�R���µ�E�H�¶�����7�K�L�V���L�V���D���V�W�D�W�H���,���I�L�Q�G���H�[�W�U�H�P�H�O�\���F�R�Q�I�X�V�L�Q�J���D�Q�G���F�R�Q�I�U�R�Q�W�L�Q�J����

While �W�K�H���V�W�X�G�L�R���D�V���K�R�P�H���L�V���V�W�L�O�O���I�O�R�R�G�H�G���Z�L�W�K���P�\���I�D�W�K�H�U�¶�V���Y�R�L�F�H�² a language of the past 

that creeps into the present�² I now find myself working and making decisions that 

challenge the patriarchal stranglehold, thus developing confidence in my own voice. My 

                                                      
77 Hannon, "Fleeting Occupations��� ́59. 
78 Hannon, �³Fleeting Occupations���´��59. 
79 Hannon, �³Fleeting Occupations���´��59. 
80 Hannon �³Fleeting Occupations���´��53. 
81 Blunt and Dowling, Home, 22. 
82 Clare Cooper, "The House as Symbol of the Self (1974)," in The People, Place, and Space 
Reader, ed. Jen Jack Gieseking et al., 169, https://ebookcentral-proquest-
com.libraryproxy.griffith.edu.au/lib/griffith/reader.action?docID=1691392&ppg=203. 

https://ebookcentral-proquest-com.libraryproxy.griffith.edu.au/lib/griffith/reader.action?docID=1691392&ppg=203
https://ebookcentral-proquest-com.libraryproxy.griffith.edu.au/lib/griffith/reader.action?docID=1691392&ppg=203
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studio-home exists as thought, feeling, and action, and it is the creation of this space 

that has been essential to the process of re-writing my childhood self.  

Within the studio-home, my artist self has decided what furniture and art equipment to 

include. By the window there is a makeshift table where I put small personal touches: 

my art journal, an embroidered doily, crystals, my tap-dancing trophy, a small vase of 

cut flowers, and my English rose teacup and saucer. These items are components of my 

studio ritual, and they all have their own significance such as success, beauty, and a 

comforting familiarity. My teacup is an important component of my studio ritual, sitting 

alongside my art journal, and then in my hand, �D�V���,���W�K�L�Q�N���D�E�R�X�W���P�\���Z�R�U�N�«���L�Q�Y�L�W�L�Q�J��

Donald Schön �W�R���W�H�D���L�Q���P�\���V�W�X�G�L�R�«�U�H�I�O�H�F�W�L�Y�H���S�U�D�F�W�L�F�H���L�V���L�Q���D�F�W�L�R�Q��83  

A tiny pink rosebud captures my imagination, and in the recesses of my memory I hear 

�P�\���J�U�D�Q�G�P�R�W�K�H�U���V�D�\�����³�,�¶�O�O���S�X�W���W�K�H���N�H�W�W�O�H���R�Q�´����In a psychological sense, Cooper Marcus 

�V�X�J�J�H�V�W�V���Z�H���S�U�R�M�H�F�W���D�V�S�H�F�W�V���R�I���R�X�U�V�H�O�Y�H�V���R�Q�W�R���R�X�U���K�R�P�H�¶�V���L�Q�W�H�U�L�R�U���V�S�D�F�H�����D�Q�G���W�K�D�W���V�S�D�F�H��

expresses something about ourselves.84 Much like when moving into a new home, or 

when I begin a new work, these small touches of self personalise the room. As a result, I 

feel more connected with the physical environment of the studio, as if the studio and I 

are forming a relationship. 

The physicality of the studio and contents deeply influences the making of the work. 

Gaston �%�D�F�K�H�O�D�U�G�¶�V���S�R�H�W�L�F�V���R�I���V�S�D�F�H���V�X�J�J�H�V�W�V���W�K�D�W���D�O�O���L�Q�K�D�E�L�W�H�G���V�S�D�F�H���E�H�D�U�V���W�K�H���H�V�V�H�Q�F�H��

of home.85 The studio-home I have created illuminates my experiences of the emotional 

and physical spaces I inhabit while thinking through making. In this way, the studio 

becomes a necessary shelter for imagination and creation, and my internal conversations 

with the work elicit a somatic response to the studio as house and home, profoundly 

shaping my interaction with equipment and furniture.  

This in turn invents novel techniques of painting with pulp. The epistemology of the 

profound somatic resonance that Bachelard86 investigates involves creative imagination 

as an embodied state of openness, full of possibilities, embracing �5�L�F�K�D�U�G���6�K�X�V�W�H�U�P�D�Q�¶�V 

                                                      
83 Donald Schön, The Reflective Practitioner. How Professionals Think in Action (London: 
Temple Smith, 1983), 49.   
84 Cooper Marcus, House as a Mirror of Self, 9. 
85 Cooper Marcus, House as a Mirror, 5. 
86 Gaston Bachelard, The Poetics of Space (Boston: Beacon Press, 1994), 8. 
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theory of somaesthetics87 as a crucial structure in the creative and fluid process of 

painting with pulp. Action and intention, breath and movement, the performance of 

gestural strokes, and a ritual of studio preparation as a somatic strategy are all essential 

to overcoming trepidation and self-doubt, calming and focusing my mind-body. My 

ritual validates equally the scouring of op shops, production of pulp, choosing a colour 

palette, and diving into the world of floral motifs, as I move between self, studio 

equipment, and contemplation, using imagination and structured fantasy as my 

methodologies to engage with studio space. 

 

 

Figure 8  Under the silk-screen: a nest for the imagination to blossom. 

 

                                                      
87 �,�Q���S�X�U�S�R�U�W�L�Q�J���6�K�X�V�W�H�U�P�D�Q�¶�V���S�K�L�O�R�V�R�S�K�\���R�I���V�R�P�D�H�V�W�K�H�W�L�F�V�����'�D�Q�L�H�O���%�D�U�E�H�U���D�U�J�X�H�V���W�K�D�W���³�S�D�L�Q�W�L�Q�J��
�D�Q�G���G�U�D�Z�L�Q�J���D�U�H���I�R�U�P�V���R�I���W�K�L�Q�N�L�Q�J���D�Q�G���D�Z�D�U�H�Q�H�V�V���W�K�D�W���D�U�H���G�H�H�S�O�\���U�R�R�W�H�G���L�Q���W�K�H���E�R�G�\�´�������+�H��also 
�D�V�V�H�U�W�V���W�K�D�W���³�«�D�Q���D�U�W�L�V�W�¶�V���S�K�\�V�L�F�D�O���D�Q�G���P�H�Q�W�D�O���S�U�H�S�D�U�D�W�L�R�Q���W�R���S�D�L�Q�W���L�V���D�V���P�X�F�K���D���S�D�U�W���R�I���W�K�H��
�D�H�V�W�K�H�W�L�F���D�F�W���D�V���S�D�L�Q�W�L�Q�J���L�W�V�H�O�I�´�� Daniel Barber, �³Somaesthetic Awareness and Artistic Practice:  
A Review Essay,�  ́International Journal of Education and the Arts 9, no. 1 (2008): 9, 
http://www.ijea.org/v9r1. 

http://www.ijea.org/v9r1


29 
 

Chapter 3: �'�R�Z�Q���W�K�H���U�D�E�E�L�W���K�R�O�H�«thinking through making, 

knowing through doing  

In this chapter I discuss my critical studio research processes of fantastical 

conversations, working drawings, colour, clothing memory, and repair. My home, my 

studio, and my practice are intertwined emotionally, physically, and creatively, and this 

expanded sense of home nurtures a developing self-awareness through practice-led 

creative engagements with ideas, feelings, and material practice while I am in that 

space.  

 

Fantasy, colour, and the art of conversation 

To engage with my inner dialogue in my studio-home, I playfully open the door to the 

extended metaphor of Alice �L�Q���/�H�Z�L�V���&�D�U�U�R�O�O�¶�V���I�D�Q�W�D�V�\ world Through the Looking 

Glass.88  My self-doubt is balanced with enchantment through conversations �Z�L�W�K���µThe 

girl �$�O�L�F�H�¶, a process I use as a problem-solving methodology. The girl Alice is an 

imaginary creation of my five-year-�R�O�G�¶�V���S�H�U�V�R�Q�D�����+�H�U���Q�D�P�H���L�V���$�O�L�F�H���I�R�U���W�Z�R���U�H�D�V�R�Q�V����

because I find it too confronting to talk to the innocence of a five-year-old Karen; and 

secondly as a nod to the literary Alice who talks most seriously to flowers in The 

Garden of Live Flowers.89 This persona is an antidote to my anxiety, inertia, and 

perfectionism. The inner performative dialogue between the girl Alice and my adult 

self-anthropomorphises colours, pulps, and furniture, casting them as characters in a 

script of our making, with buckets and the silk-screen becoming entranced architecture 

of the imagination. These structured, fantastical conversations help me to relax and 

creatively problem solve technical and conceptual issues.90 

While creating the working drawings that are the templates for each arabesque, my 

research oscillates between scouring op-shops in search of clothing to process into 

pulped fibre, reading academic articles and books, and sourcing vintage fabric patterns 

for floral imagery. My project has a mind of its own as it races back and forth, the chaos 
                                                      
88 Lewis Carroll, Through the Looking Glass and What Alice Found There.  
The Annotated Alice: The Definitive Edition, ed. Martin Gardner (London: Penguin Group, 
1998/1999).  
89 Carroll, Through the Looking Glass.  
90 See the Epilogue for an example of such a conversation. 
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of process demanding chats with flowers and cups of tea as necessary modes of 

observing, experimenting, and coming to terms with developments that unleash orbiting 

narratives of memory.  

Decorative repetitive pattern is an example of how regularity is achieved in home 

decoration, giving us a sense of order that we often seek to understand and survive our 

environment, as argued by historian E. H. Gombrich.91 However, in my working 

drawings, I seek to disrupt or challenge the f�O�R�U�D�O���S�D�W�W�H�U�Q�L�Q�J�¶�V���J�U�L�G�G�H�G���U�H�J�X�O�D�U�L�W�\����

Metaphorically, I equate the �S�D�W�W�H�U�Q�¶�V��predictability with the life trajectory that was 

expected of me. In the selection of the chosen working �G�U�D�Z�L�Q�J�����,�¶�P���V�H�H�N�L�Q�J���T�X�D�O�L�W�L�H�V��

that reframe the domestic floral motif to evoke feelings, having an intuitive response to 

the era of the floral design, the rendering of the flowers, the unfurling of their petals, 

and their tonal qualities and colour. How do I feel the flowers? I can be both romanced 

and repelled by a vintage rose: its beauty evokes a sensory connection to home as heart 

and hearth; its colour and form stirs up narratives of gendered domesticity.  

Selected source images are cropped, enlarged, and worked in Photoshop, as I 

manipulate my memories of the flowers and bring their focus into the now. Printed onto 

A4 paper, the image is further disrupted with silk-screen wash creating pixelated 

passages of abstraction. In this way, �,�¶�P���V�H�H�N�L�Q�J���T�X�D�O�L�W�L�H�V���W�K�D�W���U�H�I�U�D�P�H���W�K�H���G�R�P�H�V�W�L�F��

floral motif through a macro edginess, a disquieting composition, altering the opacity 

and clarity of the flowers. This development of the working drawings is where my 

conceptual investigation into the relationship between the intersection of floral 

representation, self-awareness, and personal memories of home begins. For each work, 

there will be elements in the floral design that attract me, determining its plot. 

Rescanning the transformed image, I continue to digitally alter the composition, tones, 

and colour to enhance this narrative. When the flowers and background begin to sing, I 

know they are ready to become the template for a paper-arabesque. 

 

                                                      
91 E. H. Gombrich, The Sense of Order: A Study in the Psychology of Decorative Art (Ithaca, 
New York: Cornell University Press, 1979), 9. 
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Figure 9 Working drawing for the paper-arabesque �³�2�K���G�H�D�U���´���W�K�H���S�D�O�H���S�L�Q�N���U�R�V�H��
sighed, then tightly squinched her petals �V�R���V�K�H���F�R�X�O�G���E�H�W�W�H�U���F�R�Q�F�H�Q�W�U�D�W�H�����³�,�W�¶�V���V�R��
�Y�H�U�\���K�D�U�G���W�R���U�H�P�H�P�E�H�U���H�[�D�F�W�O�\���Z�K�D�W���F�R�O�R�X�U���,�¶�P���V�X�S�S�R�V�H�G���W�R���E�H�����*�U�H�H�Q���W�R�G�D�\�"���*�U�H�\��
�W�R�P�R�U�U�R�Z�"�´ 
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Figure 10 Working drawing for the paper-arabesque Falling into hope, 
2021. 
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When painting, I continue to disrupt the source material in search of this feeling about 

the personality of the flower, leaf, or background, what emotion they are trying to 

visually communicate to me. If I cannot feel how the work needs to emotionally evolve 

or I have frozen into inactivity because of the onslaught of implicit memory, I must 

physically ask the girl Alice to talk to the flower I am creating on the silk-screen. This 

�D�O�O�R�Z�V���P�H���W�R���H�Q�J�D�J�H���L�Q���D���I�D�Q�W�D�V�W�L�F�D�O���F�U�L�W�L�T�X�H���R�I���W�K�H���Z�R�U�N�¶�V���S�U�R�J�U�H�V�V��giving me licence to 

experiment with untried painterly techniques to move the work forward, as if I have 

now received external validation prompting me to try new things.  

 

Clothing and memory 

When sourcing clothes for pulping, I am both subject and researcher. Cultural 

sociologist Margaret Gibson suggests that �³�F�O�R�W�K�L�Q�J���O�H�D�Y�H�V���V�L�J�Q�L�I�L�F�D�Q�W���P�H�P�R�U�\���W�U�D�F�H�V��

�W�K�D�W���R�I�I�H�U���D���S�R�L�Q�W���R�I���F�R�Q�Q�H�F�W�L�R�Q���Z�L�W�K���W�K�H���D�E�V�H�Q�W���E�R�G�\�´,92 revealing our histories and 

biographies. I often wonder under what circumstances the clothes were donated and 

what was to be their fate. Were they donated in response to grief? Changed life 

circumstances? Were they gifted for others to enjoy wearing, or were they dispossessed, 

no longer wanted because of fashion dictates or fluctuating waistlines? Gibson suggests 

�³we imprint on �R�X�U���F�O�R�W�K�L�Q�J���D�Q�G���R�X�U���F�O�R�W�K�L�Q�J���³�L�P�S�U�L�Q�W���V�����R�Q���X�V�´��93 Discussing the link 

between clothing, autobiography, memory, and identity, Moya Costello and Denise Rall 

propose clothes can define and re-invent us.94 They suggest clothes carry emotion and 

ideas which convey meaning and value, inviting the wearer to play with identity or to 

inhabit an imaginary world.95    

German artist �)�U�L�J�J�D���+�D�X�J�¶�V (b. 1937) methodology of memory-work involves 

conducting conversation �Z�L�W�K���R�Q�H�¶�V���P�H�P�R�U�L�H�V���W�R promote engagement with the self. 96 In 

a similar way, I play dress-ups with the recycled clothing. I try on an evening dress, 

tight skirts and flowing floral dresses: ill-fitting, too large, each has a story played out in 

                                                      
92 Margaret Gibson, "Objects of the Dead," Psychotherapy in Australia 15, no. 2 (2009). 
93 Gibson, "Objects of the Dead." 
94 Moya Costello and Denise N. �5�D�O�O�����³�0�D�N�L�Q�J��Memories on C�O�R�W�K�����R�U���0�L�V�V���/�L�E�H�U�W�\�¶�V���3�L�Q�D�I�R�U�H���± 
A Collaboration in Textile N�D�U�U�D�W�L�Y�H���´��The Australasian Journal of Popular Culture 2, no. 2 
(2013): 197�±209. 
95 �&�R�V�W�H�O�O�R���D�Q�G���5�D�O�O�����³�0�D�N�L�Q�J���0�H�P�R�U�L�H�V���R�Q���&�O�R�W�K���´ 
96 Frigga Haug, Female Sexualization: A Collective Work of Memory, trans. Erica Carter 
(London: Verso, 1987). 
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front of my bedroom mirror as a narrative of bodily adornment, highlighting concealed, 

and distorted identities. Using a process of memory-work dialogues, I engage with other 

�S�H�R�S�O�H�¶�V���L�G�H�Q�W�L�W�L�H�V in conversations which continue as I cut up their clothing to be 

pulped. It is by �S�O�D�\�L�Q�J���Z�L�W�K���R�W�K�H�U���S�H�R�S�O�H�¶�V���L�G�H�Q�W�L�W�L�H�V, feelings, and memories that I am 

crafting/reimagining my own identity. These stories intertwine with mine as they 

become embedded i�Q���P�\���U�H�V�H�D�U�F�K���R�X�W�F�R�P�H�¶�V��arabesques, in a similar act to the 

transformative processes used by American collective Combat Paper.97 

 

�&�R�O�R�X�U�«�S�X�O�S�«�P�D�W�H�U�L�D�O���D�P�Q�H�V�L�D 

The importance of colour in the making of my work helps me to respond intuitively as I 

sense the flowers�����I�H�H�O�L�Q�J���W�K�H���S�X�O�S�¶�V���P�D�W�H�U�L�D�O�L�W�\���Z�L�W�K���P�\���H�\�H�V. I find the �S�X�O�S�¶�V���F�R�O�R�X�U��

can significantly change the working drawing�¶s meaning and memory. Joan Gibbons 

�G�H�V�F�U�L�E�H�V���P�H�P�R�U�\���D�V���D���³�V�O�L�S�S�H�U�\���P�H�F�K�D�Q�L�V�P�´,98 as demonstrated in my process when 

various pulps changed colour completely over a period of weeks, developing what I�¶�Y�H��

termed �µ�P�D�W�H�U�L�D�O-�D�P�Q�H�V�L�D�¶�����$���Z�D�U�P�����G�D�U�N���E�U�R�Z�Q���V�N�L�U�W���E�H�Fomes mid-tone mauve; a 

bright red dress reinvents herself as a mid-toned pink; a bold lime green dress changes 

to very pale green/grey; and a very cheeky caramel scarpers off to become off-

white/greyish pink! When material-amnesia occurs during the painting of the pulp 

image, the colour, tonal range, and the feeling the work evokes differs from the working 

drawing, and I become confused as to which version of home I am painting.  

As I was initially frustrated by the limiting of my palette, Alice convinced me to play 

with the concept of reworking limitation and liberating my devotion to the literal 

translation of colour. This precipitated creative decisions when painting: mixing pulps 

on the silk-screen, using newly changed colours as tonal variations, and reworking the 

composition and colour of floral passages. Within such experimentation, interpretations 

of home were continually negotiated, and the �S�X�O�S�¶�V���F�R�O�R�X�U�V��began to communicate 

feelings and connections in ways I could not, through their range of aesthetic qualities 

                                                      
97 The organisation Combat Paper facilitates workshops where American ex-military personnel 
engage with the process of hand papermaking. Veterans cut up and pulp their combat uniforms 
to create handmade sheets of paper. This reflective and contemplative experience fosters a 
renewed sense of self through creative expression. Combat Paper�����³Uniforms in paper��� ́2021, 
accessed August 31, 2021, https://www.combatpaper.org/. 
98 Joan Gibbons, Contemporary Art and Memory: Images of Recollection and Remembrance 
(London and New York: I. B. Tauris, 2007). 

https://www.combatpaper.org/
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from ethereal translucency, lush softness to saturated opacity. When thinking through 

making, painting colour as tone allowed different relationships to emerge, and decisions 

in image development were often based in colour theory to assist with discerning 

emotions, as I created colour palettes of dry swatches of pulp for reference.  

 
 

Figure 11 My art journal: dried pulp swatches (right side). To assist with reading tone, 
the colour pulp swatches were photocopied (left side). 

 

As the watery pulp simultaneously introduces and erases memories, I mimic the inky 

pixelated washes found in the working drawings by blending the pulp with my hand on 

the silk-screen. Different colours unleash different memories, and I get overwhelmed 

with so much detail. Dark blue is my dad; red and pink refer to �P�\���J�U�D�Q�G�P�R�W�K�H�U�¶�V���S�O�D�F�H; 

and yellow and pale blue evoke my mum. When painting the fifth panel, Alice and I 

observed this process of memory unfold as a vibrant yellow blossom appeared, 

generating an ever-present feeling of grief, and the presence of my late mother. In that 

instant, those colours brought the tap-dancing costumes of my youth before my eyes 

and my mother sewing sequins. �µThen�¶ became �µnow�¶, and I was content being with her 

again. I forgot my feelings of doubt, the what-ifs of painting, and the not-knowing.  
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Returning my focus to the studio, I felt more at ease reaching for the yellow, a little 

braver as I once more assumed an arabesque position to perform a sweeping gestural 

stroke. In this case, I desired to hold onto her memory, to possess the past and 

experience the representation of the floral image as it was, and a decision was made not 

to wash this part of the arabesque away. 

 

Figure 12  In the making of Yellow expectations...a vibrant yellow unleashes a 
cavalcade of memories.   

 

The theatricality of making 

Intersections of home are explored through a physical and theatrical act of making 

within the reduced physical parameters of my studio and the large scale of the silk-

screen, and a spatial mind�±body relationship engendering feelings of confinement and 

restraint emerges. When working, my body barely fits in my studio space, movement is 

restricted, gestural strokes are minimised, and intense back pain is a consequence of 

painting horizontally as I bend over the silk-screen to reach the farthest recesses of the 

image. The length of the silk-screen prevents critique of the work in progress as it 

cannot be viewed from a distance. My thinking becomes confined, self-doubt 
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undermines creativity and experimentation, and once again I become confused as to 

�Z�K�R���,���D�P���D�Q�G���Z�K�D�W���I�O�R�U�D�O���U�H�S�U�H�V�H�Q�W�D�W�L�R�Q�V���R�I���K�R�P�H���,�¶�P���S�D�L�Q�W�L�Q�J���� 

Despite this, my studio-home is a space where I am comfortable to feel uncomfortable. 

In my studio conversations, subjective tensions arise in response to negotiating, what 

Hannon and Journeaux refer to as what is already known about traditional structures of 

knowledge within masculine hegemony.99 �,�Q���W�K�L�V���U�H�V�H�D�U�F�K�����W�K�H���W�H�U�P���µ�K�L�V���Y�R�L�F�H�¶���L�V���X�V�H�G��

to refer to �P�\���I�D�W�K�H�U�¶�V���Y�R�L�F�H���Z�R�U�U�\�L�Q�J���R�Y�H�U���D�Q�G���D�G�P�R�Q�L�V�K�L�Q�J���P�\���O�L�I�H���F�K�R�L�F�H�V. As such, 

the studio as a site of making is particularly potent in challenging his voice. I feel his 

presence as dis-�H�D�V�H�����D���V�H�Q�V�H���W�K�D�W���,�¶�P���G�R�L�Q�J���V�R�P�H�W�K�L�Q�J���R�U���E�H�L�Q�J���V�R�P�H�W�K�L�Q�J���Z�U�R�Q�J�����0�\��

�I�D�W�K�H�U�¶�V���Y�R�L�F�H���L�V���S�H�U�V�R�Q�D�O�O�\���S�H�U�F�H�L�Y�H�G���D�V���E�H�L�Q�J���O�R�X�G�H�U���W�K�D�Q���P�\���R�Z�Q�����D�Q�G��in the studio 

�W�K�H�U�H�¶�V���D���Z�D�U���E�H�W�Z�H�H�Q���R�X�U���Y�R�L�F�H�V�����$�W���W�L�P�H�V���,���T�X�H�V�W�L�R�Q���Z�K�R���,���D�P�����$���I�H�P�D�O�H���D�U�W�L�V�W�"���0�\��

�I�D�W�K�H�U�¶�V���V�S�L�Q�V�W�H�U���G�D�X�J�K�W�H�U�"���3�H�U�K�D�S�V���,�¶�P���W�K�H���I�O�R�Z�H�U�V���,���G�U�D�Z���Z�L�W�K���S�X�O�S�"���7�K�H�V�H���T�X�H�V�W�L�R�Q�V��

become embedded in the process of papermaking.   

                                                      
99 Andrea Hannon and Jill Journeaux, ���µ�7�K�H���+�R�X�V�H���,�V���6�W�L�O�O���1�D�P�H�G���D�I�W�H�U���+�L�P�¶�����(�[�S�O�R�U�L�Q�J���W�K�H��
Subjective Tensions of the Female Artist Inhabiting Cultural Discourses," Arts and Humanities 
in Higher Education 13, no. 3 (2014): 269. 
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Figure 13 The narrow confines of the studio. Photo: Annique Goldenberg. 

 

Holding the digital working drawing in one hand and a squirt bottle of pulp and water in 

the other, I paint free hand onto the surface of the silk-screen. I liken the mark-making 

action to Claude �&�H�P�X�V�F�K�L�¶�V���G�H�V�F�U�L�S�W�L�R�Q���R�I���D�U�W�L�V�W���-�D�F�N�V�R�Q���3�R�O�O�R�F�N�¶�V���S�D�L�Q�W�H�U�O�\���W�H�F�K�Q�L�T�X�H�� 

�D���F�H�U�W�D�L�Q���D�S�S�U�H�Q�W�L�F�H�V�K�L�S�«�����L�V���U�H�T�X�L�U�H�G�����«�Z�L�W�K���W�K�H���Z�D�\�����S�D�L�Q�W�����L�V���D�I�I�H�F�W�H�G��

�E�\���L�W�V�«�Y�L�V�F�R�V�L�W�\�����E�\���W�K�H���V�S�H�H�G���R�I���W�K�H���J�H�V�W�X�U�H�����E�\���W�K�H���K�H�L�J�K�W���R�I���W�K�H���I�D�O�O�«�,�W��

also require(s) a certain dexterity, a capacity to associate a gesture with its 

�H�I�I�H�F�W���D�Q�G���W�R���U�H�S�U�R�G�X�F�H���W�K�D�W���H�I�I�H�F�W���D�W���Z�L�O�O�«�W�R���T�X�L�F�N�H�Q���D���O�L�Q�H���E�\���W�K�L�Q�Q�L�Q�J��

it, to slow it down by flooding.100 

                                                      
100 Claude Cemuschi, Jackson Pollock: Meaning and Significance (New York: Harper Collin 
Publishers, 1992), 109. 
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Figure 14 �³�2�K���G�H�D�U�«�´�����������������7�U�D�Q�V�O�D�W�L�Q�J���W�K�H���Z�R�U�N�L�Q�J��
drawing into a pulp image. Photo: Annique Goldenberg. 

 

There is a physical immediacy when using pulp, �³a means of direct metaphorical 

�F�R�P�P�X�Q�L�F�D�W�L�R�Q�´ ,101 where my materials hold embodied knowledge. Mari Sorri argues 

�W�K�D�W���W�D�F�L�W���D�Z�D�U�H�Q�H�V�V���H�V�F�D�S�H�V���D�U�W�L�F�X�O�D�W�L�R�Q���E�\���W�K�H���µ�N�Q�R�Z�H�U�¶���D�Q�G���L�V���W�K�H���U�H�V�X�O�W���R�I���W�K�H��

                                                      
101 Daniel Barber, "Somaesthetic Awareness and Artistic Practice: A Review Essay," 
International Journal of Education & the Arts 9, no. 1 (2008): 3, http://www.ijea.org/v9r1/. 
�%�D�U�E�H�U���Z�U�L�W�H�V�����³�7�K�H���S�D�L�Q�W�H�U���L�V���S�H�U�I�R�U�P�L�Q�J perceptual experiments on his or her own mind. 
Painting is also a means of probing the emotional self (a felt response to images, for instance, or 
�D���J�U�D�S�S�O�L�Q�J���Z�L�W�K���R�Q�H�¶�V���R�Z�Q���K�L�V�W�R�U�\���D�Q�G���S�H�U�F�H�L�Y�H�G���U�H�O�D�W�L�R�Q�V�K�L�S�V���W�R���R�W�K�H�U�V�������D���P�H�D�Q�V���R�I���G�L�U�H�F�W��
metaphorical communication and a way of somatically involving oneself in perception via the 
materials of the painting medium and investing these materials with (or discovering within 
�W�K�H�P�����W�K�H���F�D�S�D�F�L�W�\���W�R���S�K�\�V�L�F�D�O�O�\���H�P�E�R�G�\���W�K�H���V�H�O�I���´ �%�D�U�E�H�U�����³�6�R�P�D�H�V�W�K�H�W�L�F���$�Z�D�U�H�Q�H�V�V���´������ 

http://www.ijea.org/v9r1/
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�³interaction between subsidiary awareness and bodily activity� .́102 I use my hand to 

sculpt, and my wrist, arm, and body to paint from all directions. Thus, image 

development relies on the felt responses to material practice. As Sorri explains, 

�³�-�X�G�J�H�P�H�Q�W���P�D�N�L�Q�J���L�V���Q�R�W���W�K�H���V�R�O�H���S�U�H�U�R�J�D�W�L�Y�H���R�I���W�K�H���P�L�Q�G���´103 �7�K�H���P�L�Q�G���G�R�H�V�Q�¶�W���S�D�L�Q�W����

the body does. Hong comments: 

When the activity of painting occurs horizontally, it becomes both choreography 

and geography. It shows me that there are some things that only my body can 

know. Rhythm, memory, touch, and accumulation form the core of what I do. 

When I am in movement, each instant holds only one possibility. This is the 

weight of choice, and it matters to me.104 

This �³tacit knowing and the possibilities of process have the potential to reveal new 

insights�  ́that inform art production.105  

I have found the inanimate spaces of the studio-home become animated during 

production of work. Within the confines of restricted space, furniture, walls, and 

�E�X�F�N�H�W�V���R�I���S�X�O�S���E�H�F�R�P�H���H�Q�F�K�D�Q�W�H�G�����,�W�¶�V���D�V���L�I���W�K�H�\���J�H�W���L�Q���P�\���Z�D�\���R�Q���S�X�U�S�R�V�H�����,���G�R�G�J�H��

bottles of pulp, step over buckets, kneel on the floor to mix up a watery pulp, and 

squeeze my body around a �W�D�E�O�H�¶�V���H�G�J�H�����,���F�D�Q�¶�W���H�V�F�D�S�H���W�K�H�P���D�Q�G���F�R�Q�V�H�T�X�H�Q�W�O�\�����E�H�F�D�X�V�H��

of my frustration at being cornered, I ask them questions. �³Why are you doing this?�  ́

�³What do I need to know?�  ́�,�I���,�¶�P���K�D�Y�L�Q�J���W�U�R�X�E�O�H���Z�L�W�K���W�R�Q�D�O���Y�D�U�L�D�W�L�R�Q�V���D�Q�G���Z�K�D�W���F�R�O�R�X�U��

�W�R���X�V�H�����,�¶�O�O���G�H�P�D�Q�G���D�Q���D�Qswer to my questions from a bucket of pulp, the one with a 

�E�U�R�N�H�Q���O�L�G���E�H�F�D�X�V�H���L�W�¶�V���L�Q���P�\���Z�D�\�����³�6�R�´�����,���G�H�P�D�Q�G���L�Q���D�Q���D�F�F�X�V�L�Q�J���W�R�Q�H�����³�Z�K�D�W���F�R�O�R�X�U���G�R��

you �W�K�L�Q�N���Z�R�X�O�G���O�R�R�N���J�R�R�G���L�Q���W�K�L�V���O�H�D�I���,�¶�P���S�D�L�Q�W�L�Q�J�"���,�¶�P���R�X�W���R�I��green because it turned 

�J�U�H�\���D�Q�G���L�V���J�O�X�J�J�\���´���, �V�F�R�Z�O���D�W���W�K�H���J�O�X�J�J�\���J�U�H�H�Q���J�U�H�\���S�X�O�S�����³�$�K�«�����K�X�P�«���´���W�K�H���E�U�R�N�H�Q-

�O�L�G�G�H�G���E�X�F�N�H�W���P�X�U�P�X�U�V���L�Q���D���V�W�U�D�L�Q�H�G���D�Q�G���Q�H�U�Y�R�X�V���V�R�W�W�R���Y�R�F�H�����,���V�L�J�K�����+�R�Z���U�X�G�H���,�¶�Y�H���E�H�H�Q����

My frustration turns inward and becomes self-�G�H�S�U�H�F�D�W�L�Q�J���D�Q�G���F�U�L�W�L�F�D�O�����7�K�H�U�H�¶�V���D���O�H�Q�J�W�K�\��

�S�D�X�V�H�����³�7�H�D���´���W�K�H red rose firmly proposes. The broken-lidded bucket sighs with relief. 

 

                                                      
102 Mari Sorri, "The Body Has Reasons: Tacit Knowing in Thinking and Making," The Journal 
of Aesthetic Education 28, no. 2 (1994): 18, https://doi.org/10.2307/3333264.  
103 Sorri, "The Body Has Reasons���´�������� 
104 Hong Hong, "When the Activity of Painting Occurs Horizontally," accessed July 12, 2022, 
http://www.honghong.studio/3.  
105 Barbara Bolt, "The Magic Is in Handling," in Practice as Research: Approaches to Creative 
Arts Enquiry, ed. Barbara Bolt and Estelle Barrett (London: I.B. Tauris, 2007), 31.  

http://www.honghong.studio/3
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I seek places within the studio where I can pause and reflect upon the work in progress, 

or maybe to hide from it, to find a personal refuge away from my self-doubt about the 

work, creating an intimate space to play. I cram myself into an obliging corner of the 

room �V�X�U�U�R�X�Q�G�H�G���E�\���I�X�U�Q�L�W�X�U�H���D�Q�G���E�X�F�N�H�W�V�����,�¶�P���P�D�N�L�Q�J���P�\���R�Z�Q���Q�H�V�W�����E�R�W�K���D���O�L�W�H�U�D�O���D�Q�G��a 

metaphorical in-between space�² squeezed between the shelves containing bottles of 

pulp, seated on a pile of folded up recycled fabric. I long to escape from the studio and 

his voice but the furniture impedes me. I get frustrated, I pause and as I begin to 

daydream about homes I might have had or could have had my sense of panic calms 

down. What would those homes look like? Where are they located? What flowers would 

live there? The Czech philosopher Vilém Flusser examines the importance of this 

process of stepping back from the world into ourselves106 to better comprehend the 

context we are in from a different perspective�² to re-orientate ourselves, a necessary 

move from a state of immersion to one that creates distance. 

�:�K�H�Q���L�P�D�J�L�Q�L�Q�J�����,���F�R�Q�V�F�L�R�X�V�O�\���G�H�W�D�F�K���I�U�R�P���D�Q�\���W�H�F�K�Q�L�F�D�O���R�U���D�H�V�W�K�H�W�L�F���L�V�V�X�H�V���,�¶�P��

experiencing and talk to the flowers, enabling me to reflect on what belief systems or 

habitual ways of being I project onto the act of creating. As researcher Tim Riley 

explains, the constant to and fro between interior (imagination) and exterior (studio) 

spaces and experiences is a reflective and reflexive practice through which the world 

becomes sensible and understandable, allowing self-definition.107 It is a strategy for 

making sense of and engaging with studio research.  

The notion of studio as both a mental and physical inhabitation or home is enacted 

through my reflective and reflexive practice, drawing upon p�X�O�S�¶�V���P�D�W�H�U�L�D�O�L�W�\�����F�R�O�R�X�U����

the fantastical conversations I have with furniture and floral motif to critique and 

problem solve, and the memories that are regenerated in the making of the works.  

 

                                                      
106���9�L�O�p�P Flusser, Writings (Minneapolis: University of Minnesota Press, 2002), 116.  
107 Tim O'Riley, "A Discrete Continuity: On the Relation between Research and Art Practice," 
Journal of Research Practice 7, no. 1 (2011): 3. 
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Figure 15 The making of Falling into hope, 2021. Photos: Annique Goldenberg. 
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The emerging narrative of repair     

�7�K�H�«�V�R�X�O���D�S�S�H�D�U�V���L�Q���W�K�H���J�D�S�V���D�Q�G���K�R�O�H�V���R�I���H�[�S�H�U�L�H�Q�F�H�«�3�R�Z�H�U���S�R�X�U�V���L�Q���Z�K�H�Q���Z�H��

sustain the feeling of emptiness and withstand temptation to fill it 

�S�U�H�P�D�W�X�U�H�O�\�«�7�K�H���V�R�X�O���K�D�V���Q�R���U�R�R�P���L�Q���Z�K�L�F�K���W�R���S�U�H�V�H�Q�W���L�W�V�H�O�I���L�I���Z�H���F�R�Q�W�L�Q�X�R�X�V�O�\��

fill all the gaps.108 

The importance and understanding of the role and significance of repair, and its 

evolving meaning through making, has been a significant outcome of this research. In 

the making of the arabesques, my confusion and angst with his voice and my need for 

masculine approval and acceptance was felt deeply, saturated within my body, and these 

feelings became gesturally and emotionally embedded in the work. My stress and angst 

were particularly magnified in the first, fifth, and sixth arabesques when tearing and 

ripping entered the conversation. 

Painting over a period of weeks or months means that the image on the silk-screen is a 

composite of wet and damp pulp, and dried pulp or paper. As the physics of 

papermaking is for wet fibre to bond with wet fibre, the desired process would be for 

the entire pulp image to be damp or wet until completed, allowing me to add layers of 

colour and make changes to the composition as the image is constructed. To achieve 

this, the wet and dampened areas of pulp must be sprayed throughout the day with water 

to ensure that the pulp fibres never dry out and successfully bond. However, it is never 

possible to keep the entire image wet and damp because some areas will dry too quickly 

or at different rates. Thus, due to the length of time needed to paint the many layers 

within an arabesque, and the tension between the various drying times of the cotton and 

linen fibres, ripping, tearing, and buckling of the work was inevitable.  

African-American artist Melvin Edwards (b. 1937) uses the different drying times of 

cotton and linen fibres to purposefully create buckling to evoke tension and dis-ease in 

his paper, as seen in his work Fragments & Shadows (2001).109 But, for me, the tears or 

rips that occurred in the drying process caused immense stress and were labelled as 

imperfect. I judged them as aberrations needing mending, reminding me of the 

                                                      
108 Thomas Moore, Care of the Soul: A Guide for Cultivating Depth and Sacredness in 
Everyday Life, 1st ed. (New York: HarperCollins, 1992), 120�±122. 
109 Dieu Donne, "Melvin Edwards Lab Grant Resident 2001," accessed August 15, 2022, 
https://www.dieudonne.org/mel-edwards. 

https://www.dieudonne.org/mel-edwards
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matriarchs of my family darning clothing to restore what was damaged to its previous 

condition. Driven by panic and a need to control, I would rush in without thinking to fix 

the tears, and repair became my �V�W�U�D�W�H�J�\���W�R���K�L�G�H���W�K�H���Z�R�U�N�¶�V���L�P�S�H�U�I�H�F�W�L�R�Q�V�����D�Q�G��by 

extension, make invisible my failure to find the idealised home. However, by painting 

over the rips with watery pulp, my acts of repair served only to perpetuate the cycle of 

tension in the drying process making the rips worse. Materially, they �Z�H�U�H�Q�¶�W���D�E�K�R�U�U�H�Q�W, 

small rips such as a leaf separated from its stem, evoked a sense of fragility. It was the 

ideals and paralysis of perfection I attached to the rips that made them unacceptable.  

 

 

Figure 16 Yellow expectations... 2020. An example of the buckling and ripping that 
occurred in this work. 
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Figure 17 Yellow expectations... 2020. The act of repair became an obsession, and the 
work continued to rip. 

 

By the time I reached the fifth work, �<�H�O�O�R�Z���H�[�S�H�F�W�D�W�L�R�Q�V�«, repair became an 

obsession. The panel kept ripping in the drying process and I kept trying to fix it, but it 

was impossible to close the big gaping wound in the central black section of the work. 

Even though intellectually I knew that the work with its tears could become something 

other than I envisaged, I kept forcing myself to repeat the action of repair, without 

success. I was scared because I felt less than, and so thought the work would also be 

perceived as less than.  

Taking this judgement into the sixth work, Falling into hope, the ripping was prolific. 

Using a lighter coloured pulp to repair these rips wherever they appeared, once dried, 

the repair emerged like hair-line fractures. I came to accept they added to the story of 

the arabesque, suggesting the tradition of Kintsugi which appreciates impermanence, 
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individuality, and beauty in the mending of what is broken.110 In this context, repair 

exists as a visible transformative philosophy, and yet, my obsession to reject this and 

fix , to make imperfection invisible endured until finally the continual repairs caused the 

work to literally rip in half while attached to the silk-screen. It seemed damaged beyond 

repair, and I felt metaphorically exposed, and froze to block all feeling. 

 

 

Figure 18 Falling into hope, 2021. The ripping was prolific. 

 

                                                      
110 Stephen Buetow and Katharine Wallis, "The Beauty in Perfect Imperfection," Journal of 
Medical Humanities 40, no. 3 (2019): 392, https://doi.org/10.1007/s10912-017-9500-2. Kintsugi 
is the art of repairing broken pottery with gold-laced seams of epoxy. The damaged pottery is 
repaired, not to make as new, but to make what was broken more beautiful, more valued. 

https://doi.org/10.1007/s10912-017-9500-2


47 
 

 

Figure 19 Falling into hope, 2021. Ripping, buckling and curdling. 

 

 

Figure 20 Falling into hope, 2021. Ripping and the lesson of repair. 
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But, having an incomplete work was not an option, and so I started to painstakingly re-

join it section by section. It was at this time that I came across the artist Kadir Attia111 

whose practice challenged and liberated my attachment to making the imperfect 

invisible. Attia uses repair as a methodology to purposefully reveal the damaged, the 

imperfect, and the material repair for all to see. His work defies the idea of the invisible 

repair which seeks to return the damaged object back to its original state, injuries 

disappeared.112 

Finally, I began to understand that repair is an attitude. My band-aid way of thinking 

has always been indicative of panic, a part of me I call Ethel because I do not like that 

name. I have known of her existence since the first arabesque; however, I suppressed 

�K�H�U�����,���Z�D�V���G�H�D�I���W�R���K�H�U���Y�R�L�F�H�����,���G�L�G�Q�¶�W���W�D�O�N���W�R���K�H�U; I just felt the panic. At this point in the 

research, refl�H�F�W�L�Q�J���R�Q���$�W�W�L�D�¶�V methodology, I recognised her as an emergent strategy in 

my artmaking.  Now, when I feel panic, I must acknowledge her and say, �³�2�N�D�\���(�W�K�H�O�����,��

�N�Q�R�Z���,���K�D�Y�H���W�R���V�W�R�S�´���D�Q�G���,���S�D�X�V�H and consider, rather than rush in. Conversations with 

Ethel remind me to reflect n�R�W�K�L�Q�J���Q�H�H�G�H�G���µ�I�L�[�L�Q�J�¶, and to distance myself from my 

perceived shame of failure and allow the work to tell its own story through its perceived 

imperfections. 

With more resolve than confidence, I re-ripped the repaired work in two and re-joined it 

in a manner that purposefully revealed the repair. By releasing control, I realised my 

vision of aesthetic perfection was insincere. Repair, or rather acceptance of 

imperfection, became an impetus to move away from standards set by others, and to 

work with what was happening in front of me, without hiding it and without malice or 

disrespect, to allow the flowers to self-actualise through their own voices, and by 

extension myself. I could finally breathe. 

 

Exhibition and installation 

In conversations with Alice, I have reflected on how I envisage the results of my 

research to be installed. I began by thinking of the relationships between the flowers and 

the people in my family, as well as the various compartments of my own personality. 

                                                      
111 Hannah Gregory, "Time Torn," Afterall 46, no. 1 (2018): 127. 
112 Gregory, "Time Torn," Afterall 46, no. 1. (2018): 128. 
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Together, we all seem to be like a bunch of dysfunctional relationships and voices that 

have failed to learn to listen to each other. The challenge has been to create a home for 

this bunch of relationships within the installation, where each arabesque is given space 

to be seen and be heard. 

�,���G�H�Y�L�V�H�G���D���S�O�D�Q���W�R���L�Q�V�W�D�O�O���W�K�H���D�U�D�E�H�V�T�X�H�V���V�R���W�K�D�W���W�K�H�\���P�L�P�L�F���D���K�R�P�H�¶�V���L�Q�W�H�U�L�R�U��

architecture: a series of spaces consisting of hallways, corners, and rooms.  The viewer 

is led through the exhibition home, experiencing the arabesques from both sides. In this 

�F�R�Q�W�H�[�W�����W�K�H�\���K�D�Y�H���W�K�H���R�S�S�R�U�W�X�Q�L�W�\���I�R�U���E�R�W�K���D�Q���L�Q�W�L�P�D�W�H���H�[�S�H�U�L�H�Q�F�H���R�I���W�K�H���D�U�D�E�H�V�T�X�H�V�¶��

expressive materiality and floral voices, as well as a spatial knowledge of the magnitude 

of the work. 

Alice wonders how, as both viewer and artist, I/she will respond to the arabesques 

unfurled and exhibited for the first time as a family unit. Whether when viewing my 

work, I will challenge myself to feel, as art critic Elizabeth Hutton Turner suggests  

[a] vision synonymous with the self, thereby opening the way for more 

emotional interpretations and reactions on the part of the spectator who 

can no longer maintain the distance necessary for voyeurism. The 

viewer feels exposed in much the same way the artist has revealed 

herself, her vision, an�G���K�H�U���H�P�R�W�L�R�Q�V���«���D���V�H�O�I-portrait that implicates 

the viewer.113 

Upon entering the gallery, the visitor is introduced to process and context. They are 

greeted by a larger-than-life wallpapered wall, evocative of the style of upholstery 

�I�R�X�Q�G���R�Q���P�\���J�U�D�Q�G�P�R�W�K�H�U�¶�V���O�R�X�Q�J�H���F�K�D�L�U�����$���W�L�Q�\���S�K�R�W�R�J�U�D�S�K���R�I���P�\���F�K�L�O�G�K�R�R�G���K�R�P�H�����P�\��

home of origin, is hung on this wall. The narrative of this juxtaposition through the 

inverted relational scales, references my experience of home, where the floral 

decoration has become the louder, internal voice.  

To the side, a grid of six prints of the working drawings introduces the viewer to the 

templates for the final works. While the arabesques enjoy an elevated status in the 

hierarchy of my studio, as a tool of research and analysis the working drawings were 

often left in disarray, strewn across the table or the floor. By formally printing and 

                                                      
113 Elizabeth Hutton Turner, �*�H�R�U�J�L�D���2�¶�.�H�H�I�I�H�����7�K�H��Poetry of Things (New Haven, CT: Yale 
University Press, 1999), 60. 
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installing them, I acknowledge �W�K�H�L�U���Y�D�O�L�G�L�W�\���D�V���D���G�U�L�Y�L�Q�J���I�R�U�F�H���L�Q���W�K�L�V���U�H�V�H�D�U�F�K�¶�V��

technical and conceptual exploration.  

The source material for the pulps�² the recycled clothing�² is introduced through two 

different installations. Visitors approaching the gallery will see in the end window 

facing the street a dressing room of op-shop cotton and linen clothing, together with a 

mirror, referencing my methodology of dress-ups performed in the early stages of my 

research. My fine china teacup sits on the floor, the tea half drunk. In the gallery itself, 

piles of folded clothing, together with a couple of pulp bottles will take up residence in 

the front window. 

As the viewer moves from the entrance hall of process, they enter the first of three 

�µ�U�R�R�P�V�¶�����Z�K�H�U�H���W�K�H��arabesques Yellow expectations�«��suspended at right angles to Roses 

�R�Q���W�H�D�F�X�S�V�«����and �%�O�X�H���U�R�V�H�V�« form the �µwalls�¶ These three works can be seen as the 

viewer enters the Gallery front door, their composition suggestive of a grouping of 

flowers that inhabit the room. Shades of yellow, pink, green, and blue dominate, their 

�I�O�R�U�D�O���I�R�U�P�V���I�L�O�O�L�Q�J���W�K�H���Y�L�H�Z�H�U�¶�V���Y�L�V�L�R�Q�����G�H�P�D�Q�Ging attention. Some flowers are flattened 

and stylised, while other foliage seems to spill out of its assigned picture plane, washing 

into the backgrounds. To the left are two of my working art journals, opened to display 

visual documentation of process such as a palette of dried pulp colours or an example of 

image development. The room is filled with light, revealing the soft pastel textures and 

layers of the works. 

Leaving the first room, the viewer moves into a corridor behind the arabesque Yellow 

expect�D�W�L�R�Q�V�«. A line or two of text, sourced from my art journal and handwritten on 

the right-hand wall, leads them down this narrowing hallway and provides a glimpse 

into my studio process.114 Turning the corner, the viewer enters the darkened second 

room behind �5�R�V�H�V���R�Q���W�H�D�F�X�S�V�«��and �%�O�X�H���U�R�V�H�V�«��and is introduced to a fourth 

arabesque, �³�2�K���G�H�D�U�«�´, for the first time. 

 

                                                      
114 The decision to write more text on another wall will be made during the installation. 
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Figure 21 �³�2�K�� �G�H�D�U���´�� �W�K�H�� �S�D�O�H�� �S�L�Q�N�� �U�R�V�H�� �V�L�J�K�H�G���� �W�K�H�Q�� �W�L�J�K�W�O�\��
�V�T�X�L�Q�F�K�H�G�� �K�H�U�� �S�H�W�D�O�V�� �V�R�� �V�K�H�� �F�R�X�O�G�� �E�H�W�W�H�U�� �F�R�Q�F�H�Q�W�U�D�W�H���� �³�,�W�¶�V�� �V�R�� �Y�H�U�\��
�K�D�U�G�� �W�R�� �U�H�P�H�P�E�H�U�� �H�[�D�F�W�O�\�� �Z�K�D�W�� �F�R�O�R�X�U�� �,�¶�P�� �V�X�S�S�R�V�H�G�� �W�R�� �E�H���� �*�U�H�H�Q��
�W�R�G�D�\�"�� �*�U�H�\�� �W�R�P�R�U�U�R�Z�"�´��2019. Photo: Annique Goldenberg. When 
a paper-arabesque is lit from behind, I see the flowers as performing 
a more dramatic role. Colours become bolder; tone is intensified.  
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Figure 22 "Oh dear...", 2019. Photo: Annique Goldenberg. 
�$�O�W�K�R�X�J�K�� �,�� �Z�R�Q�¶�W�� �E�H�� �D�E�O�H�� �W�R�� �D�F�K�L�H�Y�H�� �W�K�L�V�� �H�I�I�H�F�W�� �L�Q�� �P�\�� �D�V�V�H�V�V�P�H�Q�W��
exhibition, this image shows how a paper-arabesque can look when 
front lit, and in a darkened room. 
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In keeping with the performative act of painting with pulp, the lighting of the paper-

arabesques can illuminate the dynamic qualities of the flowers in different ways 

depending upon whether seen from front or back. Front lit with soft lighting as in room 

one, the flowers seem to sleep, their tonal palette subdued, their materiality evident. 

When back lit as in the second room, the flowers come to life. Their colours burst with 

light, revealing new floral personalities and material knowledge.  

Our first encounter of �³�2�K���G�H�D�U�«�´ is backlit, a dramatic presentation of colour and 

light. Gentle hues become emboldened to create rich pixelated passages; blended areas 

of colour can become muddied, darker in tone, evoking a sense of drama or disquieting 

beauty. We now experience the other two arabesques as back lit characters, a 

remarkably different vision to our introduction to them in room one. The darkness in 

this room could be seen to evoke a sense of enclosed patriarchal voices, things that are 

hidden, and a debilitating internal critic. However, I like the darkness, it is a theatrical 

awakening where I am waiting to perform. It is the moment before I step out into the 

light not knowing what comes next, and a sense of rebellion creeps in. 

As the viewer leaves the second room, they walk down a narrow corridor forcing them 

to pass close behind the fifth arabesque That candy pink fibre... As they turn the last 

corner, their gaze reveals Falling into hope, the final arabesque. It is subtly different 

from the other five in composition, and is not installed to be a part of the architecture as 

it resolutely stands alone. The alignment of these two arabesques directly opposite each 

other, seemingly in conversation, is significant. �7�K�D�W���F�D�Q�G�\���S�L�Q�N���I�L�E�U�H���«��was the first 

work I painted in this research. It is where I first recognised (and ignored) Ethel and the 

patriarchal interventions in the studio process. I was just beginning to explore what 

home was, an adventure full of trepidation, anxiously embracing the unknown. Falling 

into hope was the last work created. It has more of an adult understanding of 

�U�H�F�R�J�Q�L�W�L�R�Q���R�I���K�R�P�H���D�V���D�Q���D�Y�R�Z�D�O���R�I���V�H�O�I�����D�Q�G���R�I���W�K�H���W�Z�R���V�H�S�D�U�D�W�H���Y�R�L�F�H�V�����P�\���I�D�W�K�H�U�¶�V��

and my own, creatively reaching out. Full of visible and transformational repair, with 

Ethel now acknowledged in the process, it feels and reveals the journey of the research 

through its colour, composition, and materiality to a place of understanding and rest.   

One final room is left to be discovered by the viewer. The small black box houses a 

video work of the macro world of the paper itself, referencing the reflective spaces I 

enter when making in the studio. The viewer must navigate through and around my 
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large white buckets, as I do in the studio, to comfortably sit on the black seat provided. 

The video loops slowly and meditatively, as the water and pulp move above us across 

the wall.  Just the sound of the water is heard as, when working I need to hear my 

thoughts, feelings, and the floral voices.  
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Conclusion 

The home both contains us and is within us.115 

 

Home can mean different things to different people. In this research, home as a physical 

structure, an internal, emotional space, a familial and cultured space, and an engendered 

space are all places I have experienced. My home of origin�² a privately owned house in 

the suburbs�² was foundational to my belief of house and ownership as being a primary 

component of what constitutes home. Within the safety of this childhood home, there 

was a permanency and belonging, it was a place from which I could go out into the 

world with confidence, and a place to return to and become grounded/embraced once 

more.  

�$�V���D�Q���D�G�X�O�W�����µ�Q�R�W���I�H�H�O�L�Q�J���D�W���K�R�P�H�¶���L�V���D���V�W�D�W�H���,���K�D�Y�H���H�[�S�H�U�L�H�Q�F�H�G���W�K�U�R�X�J�K���W�K�H���G�H�F�D�G�H�V���R�I��

renting rooms in shared houses. The familial expectations imposed on me by my parents 

to live a certain way were a manifestation of the cultural roles of the time imposed on 

them; my parents were as conditioned as me. I�W���K�D�V���E�H�H�Q���P�\���I�D�W�K�H�U�¶�V���G�L�V�D�S�S�R�L�Q�W�P�H�Q�W��

and frustration with me that has propelled this past into my present. A sense of failure of 

�P�\���I�D�W�K�H�U�¶�V���H�[�S�H�F�W�D�W�L�R�Q�V���I�R�U���P�H���U�H�V�L�G�H�V���L�Q���W�K�L�V���I�H�H�O�L�Q�J�� As a long-term renter, I 

experience a sense of insecurity, lack of control over the place I call home, and a 

reduced sense of self-expression. This impermanence and lack of autonomy has 

contributed to my lack of self-worth and disconnection to place, garden, and 

community. Through the idealisation of my childhood home in contrast to the reality of 

my adult homes, these feelings have been examined as the source material for the 

conversations and studio practice that evolved through this research.   

In addition to the influence of the physical aspect of home ownership or lack thereof, 

my research has demonstrated the enduring impact of home as a gendered and domestic 

space full of expectations. Using a studio methodology of fantastical conversations, I 

explored the significance of family and gender as crucial in determining and defining 

the roles I ought to live up to �L�Q���P�\���K�R�P�H���D�Q�G���D�G�X�O�W���V�H�O�I�����-�X�V�W���D�V���D���K�R�P�H���L�V���µ�P�D�G�H�¶���D�Q�G��

�µ�G�L�U�H�F�W�H�G�¶���E�\��familial-based gender relations,116 so my research outcomes have been 

                                                      
115 Imogen Racz, Art and the Home: Comfort, Alienation and the Everyday (London and New 
York: I B Tauris & Co Ltd, 2015), 2. 
116 Blunt and Dowling, Home, 15, 110. 
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made and directed through constant negotiations between those gender-based, 

patriarchal voices and my own creative voice that wants to reimagine the new. 

In the making of the six paper-arabesques (the material research outcome), I sought to 

objectify my subjective responses to patriarchal notions of home, family expectations, 

and my own internal critics. The challenge has been (and continues to be) to unpick 

these labels of gendered and domestic from my sense of home to create something new 

and empowered. The creation of a visual idealisation of a childhood home with a more 

realistic narrative required me to move past the temptation to remain tethered to my 

childhood and the cultural and patriarchal paradigms of my past, allowing me to take 

ownership of a more evolved emergence of home.   

The strategies I applied to explore these ideas in the papermaking process and to create 

the final six arabesques, comprised recycling clothing, experimenting with colour, 

amplifying scale, embedding memories, and using floral motifs. As a metaphor for the 

gendered social and familial conditioning I experienced, and as a portal recalling the 

everyday life of the women in my family, the flowers chosen as imagery for the 

artworks were given a louder voice, and a commanding presence when painted large 

scale. The materiality of handmade paper made from recycled clothing was essential to 

this research. The clothes carry stories embedded in the fabric which gave them the 

ability to suggest ideas, emotions, and memory. Once pulped, handmade pulp offers a 

unique vocabulary of mark making, and these memories became embedded in the 

paper-arabesques, adding to my story of home. The opacity/translucency, textured 

surface, colour, viscosity, and, once installed, the sound the arabesques make as they 

move, visually entices the senses, inviting a feeling response.  

Essential to the development of this research was the morphing of my home studio 

space into a studio that was home. It became central to the establishment of a stronger 

voice with which to counterbalance the patriarchal voice, and it was a space where I was 

unselfconscious and absorbed. My studio-home became a redefinition of home on my 

own terms where I was now a woman working from home, using, and giving value to 

�G�R�P�H�V�W�L�F���I�O�R�U�D�O���P�R�W�L�I�V�����D�Q�G���F�O�D�L�P�L�Q�J���V�S�D�F�H���W�R���µ�E�H�¶�� In �%�D�F�K�H�O�D�U�G�¶�V���S�R�H�W�L�F�V���R�I���V�S�D�F�H����the 

studio becomes a necessary shelter for imagination and creation, and my internal 

conversations with the work were able to elicit a somatic response to my research, 
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profoundly shaping my interaction with equipment and furniture, which in turn initiated 

novel techniques of painting with pulp. 

My studio-based research highlights the importance of process. My studio activity 

encompassed a cacophony of ideas and a swirling reverie of thinking through practice. 

Bachelard drinking tea with Blunt and Dowling; Shusterman and the girl Alice 

performing with pulp; Michael Lin breathing life into patterned blossoms; Ethel racing 

�W�R���D�Q�G���I�U�R���V�K�R�X�W�L�Q�J���³�'�R�Q�¶�W���S�D�Q�L�F�´���D�W���.�D�G�L�U���$�W�W�L�D�����6�F�K�D�S�L�U�R���H�P�H�U�J�L�Q�J���I�U�R�P���K�H�U��

femmages, and memory conversing sagaciously with roses.  

In process, my structured, fantastical conversations helped me to relax and creatively 

problem solve technical and conceptual issues. Process allowed the flowers to self-

actualise through their own voices, and by extension myself. And it was through process 

that I came to understand the importance and significance of the role of repair, and its 

evolving meaning through making as the acceptance of imperfection.  

By the end of the research, I had claimed the studio as home on my terms. It became a 

place of production and empowerment, independent of patriarchal expectations. While I 

have realised that �µ�K�L�V���Y�R�L�F�H�¶���U�H�P�D�L�Q�V���D���S�D�U�W���R�I��my conditioning, it has become easier to 

converse with my father without a reaction. I no longer resent it, and through process 

and research I have arrived at a place where I look forward to hearing what new 

conversations with the flowers will emerge.  
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Epilogue 

A fantastical brainstorming conversation between the adult Karen and the girl Alice (my 
five-year-old self), the flowers and one nervous bottle of pulp.  

The adult Karen and the girl Alice stared at the floral-patterned digital print 

they were holding in their hand.  

�³�2�K���G�H�D�U�����,���D�P���Q�R�W���D�W���D�O�O���V�X�U�H���Z�K�D�W���W�R���G�R� ,́ Alice said anxiously.  

Alice continued to stare at the print, and at one smudged and pixelated rose in 

particular, scrutinising it closely.  

She compared its likeness to that of the rose Karen was painting on the silk-

screen, and decided it was all too confusing. They were supposed to look the 

same: they looked nothing alike! 

�³�(�[�F�X�V�H���P�H���S�O�H�D�V�H���´��Alice �D�V�N�H�G���W�K�H���S�L�[�H�O�D�W�H�G���U�R�V�H���S�R�O�L�W�H�O�\�����³�F�R�X�O�G���\�R�X���W�H�O�O��

�P�H���K�R�Z���\�R�X�¶�G���O�L�N�H���W�R���E�H���S�D�L�Q�W�H�G�"�  ́

After a rather lengthy pause in which the pixelated rose said absolutely 

nothing at all, Karen sighed, and with more resolution than she indeed felt, 

decided to continue to paint the rose on the silk-screen.  

Hesitantly, she reached forward to grasp a bottle of watery pulp.  

�³�*�R�R�G�Q�H�V�V���J�U�D�F�L�R�X�V�����Q�R�W���P�H���´���D���V�K�D�N�\���Y�R�L�F�H���E�O�H�D�W�H�G���� 

Alice was startled. A bottle of pulp was talking! The voice was coming from a 

squirter bottle of pale blue pulp which was shaking rather violently,  

�³�2�R�R�R�����Q�R�R�R�R�����<�R�X���F�D�Q�¶�W���S�D�L�Q�W���K�H�U���E-l-u-�H���´������ 

�³�%�X�W���Z�K�\���Q�R�W�"�  ́Alice �T�X�H�U�L�H�G���L�Q���D���W�R�Q�H���R�I���S�R�O�L�W�H���G�H�I�L�D�Q�F�H�����³�7�K�H���U�R�V�H���D�Q�G���W�K�H��

background look the same. Her petals are so thin I can �V�H�H���W�K�U�R�X�J�K���W�K�H�P���´�� 

Alice �S�H�H�U�H�G���D�W���W�K�H���U�R�V�H�¶�V���S�H�W�D�O�V���R�Q���W�K�H��silk-screen in a most accusing manner.  

In a stuttering and spluttering of sentiment, the flowers on the silk-screen 

erupted with,  
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�³�*�U�D�F�L�R�X�V�����K�R�Z���V�L�P�S�O�\���J�K�D�V�W�O�\���´ and �³�+�X�P�S�K�����:�H�O�O�����,���Q�H�Y�H�U���´ 

An aging pale pink rose spoke to Alice in a voice that was almost inaudible, 

�³�6�K�H�¶�V���D�O�U�H�D�G�\���E�H�J�L�Q�Q�L�Q�J���W�R���I�D�G�H���\�R�X���N�Q�R�Z���G�H�D�U�����D�Q�G���R�Q�H�¶�V���S�H�W�D�O�V���F�D�Q�¶�W���K�H�O�S��

�E�X�W���E�H�F�R�P�H���D���O�L�W�W�O�H���X�Q�W�L�G�\���´�� 

Upon this assertion, the adult Karen �Q�R�W�L�F�H�G���R�Q�H���R�I���W�K�H���S�L�[�H�O�D�W�H�G���U�R�V�H�¶�V��very 

thin petals unfurled, stretched, suddenly drooped, and disappeared into the 

background.  

A pert pink rosebud cheerily replied,  

�³�6�K�H�¶�G���E�H���D�O�U�L�J�K�W���L�I���\�R�X���F�R�X�O�G���S�D�L�Q�W���K�H�U���S�H�W�D�O�V��a brighter colour.. She looks 

�T�X�L�W�H���Z�D�V�K�H�G���R�X�W���´ 

�³�:�D�V�K�H�G���R�X�W�����:�D�V�K���K�H�U���R�X�W���´���D���E�X�Q�F�K���R�I���E�U�L�J�K�W���S�L�Q�N���G�D�L�V�L�H�V���F�K�R�U�X�V�H�G�� 

�³Oh, �G�R���E�H���T�X�L�H�W���´��Alice �S�O�H�D�G�H�G���Z�L�W�K���W�K�H���G�D�L�V�L�H�V�����³�,���F�D�Q�¶�W���S�R�V�V�L�E�O�\���W�K�L�Q�N 

�V�W�U�D�L�J�K�W���´�� 

But the daisies continued to giggle uproariously, 

�³�:�D�V�K�H�G���R�X�W�����Z�D�V�K���K�H�U���R�X�W���´ 

�³�*�R�R�G�Q�H�V�V���P�H���´�����H�[�F�O�D�L�P�H�G���W�K�H���J�L�U�O�����³�\�R�X�¶�U�H���I�D�U���W�R�R���O�R�X�G���D���F�R�O�R�X�U���W�R���J�U�R�Z��

here, she�¶�O�O���V�L�P�S�O�\���S�D�L�Q�W���\�R�X���V�R�P�H�Z�K�H�U�H���H�O�V�H���L�I���\�R�X�¶�U�H���Q�R�W���T�X�L�H�W���´�� 

At this, their chatter abruptly ceased, with two of the daisies now appearing to 

be quite pale looking.  

But both the girl and Karen were still in a quandary as how to paint the 

pixelated rose. The daisies did have a point: the rose did look washed out. It 

was at this point that the girl (Alice) saw the water hose in the corner of the 

studio. 

And it was at this point, the adult (Karen) knew what to do. 
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Appendix: Research outcomes, the six paper-arabesques 

 

 
 

Figure 23 �7�K�D�W���F�D�Q�G�\���S�L�Q�N���I�L�E�U�H�¶�V���D���E�
�
�
�
�����%�L�W���K�D�U�V�K�����0�D�\�E�H���V�K�H�¶�V���M�X�V�W��
misunderstood? 2018. Cotton and linen fibre. 1.8 (w) x 3.6 (h) metres. Photo: 
Louis Lim. 
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Figure 24 �5�R�V�H�V�� �R�Q�� �W�H�D�F�X�S�V�«�U�D�V�S�E�H�U�U�\�� �U�L�S�S�O�H�� �F�U�H�D�P�� �E�L�V�F�X�L�W�V����2018. Cotton and 
linen fibre. 1.8 (w) x 3.6 (h) metres. Photo: Louis Lim. 
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Figure 25 �%�O�X�H���U�R�V�H�V�«�W�K�H���S�D�U�D�O�\�V�L�V���R�I���S�H�U�I�H�F�W�L�R�Q�� 2018. Cotton and linen fibre. 1.8 (w) 
x 3.6 (h) metres. Photo: Louis Lim. 
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Figure 26 �³�2�K�� �G�H�D�U���´�� �W�K�H�� �S�D�O�H�� �S�L�Q�N�� �U�R�V�H�� �V�L�J�K�H�G���� �W�K�H�Q�� �W�L�J�K�W�O�\�� �V�T�X�L�Q�F�K�H�G�� �K�H�U��
�S�H�W�D�O�V���V�R���V�K�H���F�R�X�O�G���E�H�W�W�H�U���F�R�Q�F�H�Q�W�U�D�W�H�����³�,�W�¶�V���V�R���Y�H�U�\���K�D�U�G���W�R���U�H�P�H�P�E�H�U���H�[�D�F�W�O�\ 
�Z�K�D�W���F�R�O�R�X�U���,�¶�P���V�X�S�S�R�V�H�G���W�R���E�H�����*�U�H�H�Q���W�R�G�D�\�"���*�U�H�\���W�R�P�R�U�U�R�Z�"�´��������������Cotton 
and linen fibre. 1.8 (w) x 3.6 (h) metres. Photo: Annique Goldenberg. 
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Figure 27 �<�H�O�O�R�Z���H�[�S�H�F�W�D�W�L�R�Q�V�«���³�7�K�L�V���L�V���P�¶�G�D�X�J�K�W�D�����V�K�H���Z�R�Q�¶�W���G�R���Z�K�D�W���V�K�H��
�R�X�J�K�W�D���´��2020. Cotton and linen fibre. 1.8 (w) x 3.6 (h) metres. Photo: 
Annique Goldenberg. 
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Figure 28 Falling into hope, 2021. Cotton and linen fibre. 1.8 (w) x 3.6 (h) 
metres. Photo: Annique Goldenberg. 
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Figure 29 Farewell. Photo: Annique Goldenberg. 
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