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Sketchbook

This sketchbook contains the studio experiments, reflections and intentions. It is for-
matted chronologically to trace the development of the research and the three Creative 
Strategies. Critical to these studies is the theory Elizabeth Grosz, with the implementa-
tion of feminist autoethnographic and empirical methods. The results from these inves-
tigations include: prosthetics, hinges, folded fabric, containers of paint, fetishisation of 
materials and immersive spaces. This reserach is defined in the shifts in practice from flat 
wall-mounted painting to a three-dimensional spatial conceit.

Continued within are photographs, pages from the sketchbook and research journal that 
indicate an experimental and reflective process. Specific practical shifts are highlighted 
throughout, which signify the double articulation of the theory and practice.
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Creative Strategy 1: One Way to Shed Excess 

Creative Strategy 1 aligns with the conceptualisation of the prosthetic as put forward in 
the dissertation. These works are mostly unfinished or in a state of progress. Their explor-
atory nature reveals critical concerns relating to the frame and form, and the skeleton and 
skin (Gilbert-Rolfe, 1998 and Benjamin, 1994). The works documented in this section 
explore the interiority and the exteriority of painting, whilst revealing the crux where 
transformation can happen. Alongside the work-in-progress, are notes from my research 
journal, which describe the thought processes that occurred while making the artworks. 
The section ends with documentation of the exhibition Whereabouts You Are, which I 
co-curated with Viviana Checchia at the Reid Gallery 2016. 

The investigations began with questioning the parameters in which I was working. I began 
with all relevant implementations of the frame. These were the frame as support, the frame 
of the medium and the frame of the subject matter. I was also looking at the performative 
nature of painting through adding hinges, harnesses and other elements to the structure, 
which created tension and therefore created new or alternative surfaces. 
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Impact of the works that incorporate prosthetics:
The prosthethic allows the paintings to exist differently in the space. These 
works were no longer confined to the wall. They were self-supporting and 
responding to the site or were influenced by the site. This new concept 
of prosthetics transformed the physical constraints of the paintings. The 
works in this section demonstrate that the frame is the crux for exploring 
form and structure.

Experiments with Folding Structure No.1
I tested various formations with the frame and stretching of canvas. 
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The work for the Whereabouts You Are exhibition was an accumulation 
of the key practical shifts that had taken place in the research. The three 
works, included in the next pages, explore a re-imagining of the frame 
of painting through the use of prosthetics.
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Creative Strategy 2: One Way to Take Control 

Creative Strategy 2, explores the transformative effects of the fetishisation of materiali-
ty. The initial studies demonstrate my explorations into the materials indexical of fetish 
(rubber, ropes, satin, harnesses), which focus on tactility, movement, textures and ten-
sion. Further experiments include investigations into the materiality of paint and the 
artwork as a pocket or container for liquid paint, which allowed a consideration of the 
internal structure, fluidity and porous parameters. 

A pivotal shift in the research occurred in early 2018, whilst undertaking a Doctoral 
Internship at Hospitalfield. This experience altered my thoughts on fetish; they became 
more excessive, fantastical, abundant and decorative. As explained in the Methodology, 
by acknowledging that art is made with the whole body and that my experience as a re-
searcher and artist could give insights into the field of materiality, I was able to embrace 
this critical moment in the research. The practice changes dramatically by referencing the 
subject-object relationship through the use of materials and drapery. This is most evident 

in the works produced while at Hospitalfield (p50-65).
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The pocket paintings created at this time reflect ideas on absorption and as-
similation. By interpreting Derrida metaphorically, in that the memory sup-
pressed will eventually leak out, these painting pockets, leak, drip and come 
undone. The pocket or container allowed an assimilation or integration of an 
external element within its form. In this case, the leather pillow becomes the 
pocket or vessel for holding the fluid paint; however, its stitched edges create 
a porosity to the structures potential.
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Throughout Creative Strategy 2, my investigations 
comprised of exploring a broad range of materials and 
processes, to steer both the practice and critical con-
cerns. These were questioning how the agency of fetish 
could be part of the artistic process. The impact of this 
study was that I realised that I was enforcing Freudian 
phallocentrism rather challenging it. This realisation 
was pivotal in the discourse of the research. Through 
employing a personal and therefore, female, interpre-
tation of fetish I could challenge these perceptions. I 
achieved this through ideas of abject materials and per-
sonal attachments to objects, in an attempt to put my-
self into the research. Therefore, the body experience 
and person centred research gave insights into women’s 
experiences.
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Creative Strategy 3: One Way to Become Too Fat

Creative Strategy 3, investigates the transformative effects of drapery. I ap-
proach this work from a female perspective on desire, meaning that it is gen-
erative and productive. Within the conceptualisation of this work, ideas of 
politicised and feminised material propositions emerged. These thoughts 
transform my application of drapery in my painting practice.

The critical investigations in this Creative Strategy examine ways in which 
the drape, as a desired object, can enable politicised readings of the paint-
ing. By establishing a female and feminist position to making and intention 
in the work, I investigate possible socio-political analysis of drapery. These 
intentions and interruptions activate the material. It demonstrates that dra-
pery is defined by what it does and therefore, exposes relationships, tensions, 
spaces and forms. 

The multimedia nature of the works engages with Deleuzian ideas of the 
rhizome, where there is no one singular point from which to position the 
work. The artworks are orientated towards experimental contact with the 
real (Deleuze and Guattari 1987).



          
69

68



          
71

70



          
73

72



          
75

74



          
77

76



          
79

78



          
81

80



          
83

82

A significant focus in this research project was the spatial concerns of 
painting. The works in Creative Strategy 3 expand out of painting to inter-
rogate the real drape and to test further spatial effects. Their potential is to 
disrupt the perception of the architecture of the room. 

The pivotal shift in the work is the conflation of actual and imagined space. 
In Creative Strategy 1, I investigated the thresholds of painting and the 
frame as the site of activity. Here, in Creative Straegy3, the drape marks the 
threshold. It is a device for transition and moving between real and imagi-
nary space. 

The two significant works in this strategy fabricate fantasies that involve 
excessive uses of drapery and tensions of reveal and denial that drapery al-
ludes to as a subject. I positioned drapery through notions of female desire 
along with ideas of multiplicity, which allowed for excessive and multiple 
processes and outcomes. Thereby, enabling socio-political interpretations 
of drapery that embrace a feminist position, making it an expository tool 
in discussions on gendered desire. 
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