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CO-EXISTENT PERSPECTIVES				LESLEY ROMANO 2521923

ABSTRACT 
Research Question:
In what ways do Sheila Hicks and Mary Lloyd Jones reconfigure the relationship between space and place through material and affective practices, and how do these works resonate with or challenge the theories of Yi-Fu Tuan and Gaston Bachelard?
Thesis Statement: 
The lived experiences of artists Lloyd Jones and Hicks facilitate a comparison between permanence and impermanence, stability and instability. These contrasting conditions influence identity, culture, memory, and affective relationship to place, human connection and perception of home. 
Abstract 
Drawing on Yi-Fu Tuan’s theories of space and place, this essay considers how the artists’ respective lived experiences influence and affect their interaction with and relationship to place. The essay considers Gaston Bachelard’s ideas on ‘The Poetics of Space’ in the context of the artists’ creative practice.
Deleuze and Guattari’s ideas on the processes of territorialisation provide an additional lens through which to describe the artists’ differing response to the establishment of territory, by themselves or in the context of outside influences. 
The essay considers Lloyd Jones’ artistic practice via Tuan’s theories. It examines the works ‘Returns Ceredigion’, ‘Barclodiad y Gawres’ and ‘Bryn Celli Ddu’ reflecting human experience of ancient and contemporary cultural connections to landscape. Sheila Hicks’ site-specific installations ‘May I have this dance’ and ‘Escalade Beyond Chromatic Lands’ are also considered in relation to Tuan and Deleuze and Guattari, but also Bachelard’s  ‘Poetics of Space’. Articulating experiences of awe, intimacy and joy, the installations function as spatial representations of the potential for affective connection between humans and a manufactured environment.
Ultimately, the essay argues that the interpretations of ‘place’ in the works of Mary Lloyd Jones reflect a topophilic relationship to homeland, is symbolised by exploration, enduring attachment, nostalgia, cultural identity, and environmental responsibility. In contrast the representations of ‘place’ within Sheila Hicks’ installations are temporary, sensory, emotive dimensions that are transient.


Introduction

‘Now we are at home. But home does not pre-exist: it was necessary to draw a circle around that uncertain and fragile center, to organize a limited space. Many, very diverse components have a part in this, landmarks and marks of all kinds. (Deleuze and Guattari, 1987)

In his book ‘Space and Place: The Perspective of Experience’, Human Geographer Yi-Fu Tuan states that ‘Attachment to the homeland can be intense.’ He goes on to ask ‘What is the character of this sentiment? What experiences and conditions promote it?’ (Tuan, 2014, p149)
This essay will focus on the work of two artists; US born, Paris based, Sheila Hicks and Welsh artist Mary Lloyd Jones: both nonagenarians born early in the 20th century, with similar artistic influences in that they both use textiles and colour in unconventional ways and to startling effect. I will examine how their early life experiences have impacted their sense of ‘place’ and their utilisation of ‘space’ and consider how their work resonates with, or challenges, the theories of Yi-Fu Tuan and Gaston Bachelard. I will also consider how they reflect or utilise the concept of ‘territorialisation’ of both place and space within their most significant works through the lens of Deleuze and Guattari’s writings.
I will describe how Welsh artist Mary Lloyd Jones’ lifelong mapping of her local landscape is reflected in her paintings and textiles. I will illustrate how she records the effect of human territorialisation of that landscape, both prehistoric and industrial, and how she redefines familiar places when translated through her unique lens. I will show that she is a ‘local’ artist, intellectually and culturally linked to the area where she grew up and that, conceptually her work is intrinsically linked to that same landscape. However, the broader message within her work relates to societal and ecological issues and the global implications of the abuse of resources. 
In contrast I will demonstrate how US born, Paris based artist Sheila Hicks territorialises space to create her own landscapes. Her fibrous, woven sculptures make their mark on the they space they inhabit. I will describe how she asserts artistic control, redefining space through her installations, and inviting human interaction. I will propose that she is a ‘global citizen’ producing art without specific geographical reference. She utilises materials recognised globally as ‘domestic’ in affective architectural settings to create emotive environments. 
Both artists have been practising for over six decades and as such have extensive portfolios. I am limiting the scope of this essay to refer directly to Sheila Hicks’ large scale installations and specific pieces of Mary Lloyd Jones’ career relating to the industrial exploitation of her home county and her investigations into prehistoric burial chambers on Anglesey.



Mary Lloyd Jones and ‘Attachment to Homeland’
In the introduction to the 2024 exhibition ‘A celebration of Mary Lloyd Jones at 90’, she writes "My aim is that my work should reflect my identity, my relationship with the land, an awareness of history, and the treasure of our literary and oral traditions.” (CELF Gallery Cardiff, 2024) 
She has travelled and exhibited internationally and was particularly influenced by the rock carved ‘petroglyphs’ of New-Mexico and the textiles of India where she described entire families walking around as though in living paintings. However her art is firmly rooted in her homeland heritage, and ‘is a celebration of the rural environment and her roots. Her work expresses her deep connection to Wales and the idea of ‘cynefin’ or ‘topophilia’; a sense of belonging and attachment to a particular place. (CELF Gallery Cardiff, 2024)
In developing her distinctly ‘Welsh’ visual language, supporting her sense of ‘place’, Lloyd Jones utilises both paint and textile. She is influenced by the rhythms and patterns of Bardic poetry, the rural Welsh tradition of ‘whole-cloth’ quilting and the patchwork quilts of her youth. Originating from relative hardship, the need to re-use and stay warm, ‘the quilts are confident, splendid, visual statements that occupy the space where they hang, with layers of meaning stitched in. She considers them to be ‘fantastic pieces of art which are not valued’. (Lloyd Jones, 2016)
Lloyd Jones’ artistic practise begins with ‘mapping’. Walking, armed with clipboard, watercolour paper and charcoal or pastels, she explores her local landscape, sketching multiple reflections or interpretations of the same view, recording in detail the marks and post-industrial scars. She has ‘…spent six decades focussing on becoming an artist, forging a visual expression on the foundation of a rural childhood – mapping the steps that led to my present situation … the hills, fields, gorges and precipices, the physical features of the landscape of my childhood … I could say that at one time I knew every tree, every rock, every hidden cranny, all the flora in an area of several square miles. This familiarity … has provided me with a store of images which are the foundation of my paintings.’ (Lloyd Jones, 2014)
In her studio Lloyd Jones reworks her observations, gradually increasing their scale in response to the content and the inspiration it provides. Her interpretation of the Welsh countryside is an uncompromising abstraction, a riot of colour, unruly and defiant. Actual representations of humans are a notable absence in these landscapes as there are none in maps. ‘The viewer becomes the human presence and is witness to the marks and scars and traces of previous human presence.’ (Lloyd Jones and Bala, 2006) She dares the viewer to question her visual opinion and language. ‘She … shows a determination to dig beyond appearances, … using paint to understand things, not to accessorize (and) it is the distinct vision of someone who has known the veins and guts of the places she paints.’ (Hemmings, 2013). 
Human Geographer Yi-Fu Tuan states that ‘this profound attachment to homeland’ is a ‘worldwide phenomenon, not limited to any culture … it nourishes; place is an archive of fond memories and splendid achievements that inspire the present; place is permanent and hence reassuring.’  (2014)
An additional driver for an intense connection to homeland is a sense of injustice, oppression, opposition or rebellion against invasion. When a powerful neighbour subjugates a smaller nation and its people, extracts natural resources and wealth, suppresses indigenous language and culture, it can provoke a deep loyalty towards a place. ‘The traces and scars left by our ancestors and industry’ are prominent features in Mary Lloyd Jones’ work (CELF Gallery Cardiff, 2024)
Often described as the first industrialised and colonised country, Wales’ natural resources were extracted for the commercial benefit of colonisers.  ‘The complex story of Wales as the ‘First Industrial Nation’ involves a co-incidence of critical elements, all working together at a time when society was changing out of all recognition. These elements were its natural resources – slate, iron and copper ores, timber and coal, water for power and transport (and) a host of innovations – brought to Wales to exploit the resources (and) its people.’ (CADW, Touchstone Heritage Management Consultants, Red Kite Environment and Letha Consultancy, 2011)
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Fig 1: ‘Returns Ceredigion’ (2008) | dyes on calico
In her large cloth work ‘Returns Ceredigion’ (Fig. 1) Lloyd Jones explores these industrial injustices. The hanging is a bold patchwork with unfinished edges. Often displayed hanging in free space, rather than against a wall, the workings of the construction are clear – there’s no hiding, no polish, just raw edges and emotion. The work references a Ceredigion map charting the names and locations of over eighty lead mines, along with their respective turnovers in 1878.  One mine alone generated over £1.5m with little benefit to the locality. It is a familiar story of the ‘territorialisation’ of Wales and her resources.
Many of Lloyd Jones’ works incorporate a visual language reflecting a less politicised, more mystical territorialisation of the landscape by a much earlier civilisation. The discovery of ‘cup and ring’ marks on Ilkley Moor prompted research visits to the ancient burial chambers of Barclodiad y Gawres and Bryn Celli Ddu on Anglesey. Inside these circular Megalithic spaces, primitive paintings of humans and animals, and engravings of zig-zags and spirals on the surface of the structural stones redefine the space. By marking the interior of these built environments they were elevated to a place of significant function, illustrating the assertion that ‘functions in a territory are not primary; they presuppose a territory-producing expressiveness. In this sense, the territory, and the functions performed within it, are products of territorialization. The territory is not primary in relation to the qualitative mark; it is the mark that makes the territory.’ (Deleuze and Guattari, 1987a)
In this instance the neolithic artists, in assigning the marks to the stones, bestow meaning and purpose on the space, signifying a place or territory of importance and memorialisation. ‘Space is transformed into place as it acquires definition and meaning.’ (Tuan, 2014) ‘That would make the territory a result of art. The artist (being) the first person to set out a boundary stone, or to make a mark.’ (Deleuze and Guattari, 1987a)
Lloyd Jones has repeatedly incorporated these territorializing motifs into her artworks.
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Fig 2:  ‘Barclodiad y Gawres’ (1991) | Dyes on calico
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Fig 3: Bryn Celli Ddu – 2012, mixed media on paper

Despite the intensely local perspective of much of her work, Mary Lloyd Jones’ anthropological concern is ultimately for the future of a larger ‘homeland’ – the planet. She draws on the mark making of ancient inhabitants, the scars on a post-industrial landscape and combines these with the rhythms of Welsh language and bardic traditions to develop a contemporary visual style full of colourful, cultural symbolism that is imbued with emotional weight of history and identity.  ‘I'm very aware of history as I look at these places, … probably the biggest thing that we have to think about is climate change, and our relationship with the environment, and in all sorts of ways. This scarred landscape can be a sort of metaphor for misuse of, or disrespect of, resources. (Lloyd Jones, 2016)
Through her practice she recognises that the past is a ‘rich repository of knowledge about how we may live in greater sympathy with the land that supports us.’ (Hemmings, 2013)

Sheila Hicks – Architect of place
In his book ‘Space and Place: The Perspective of Experience’, Yi-Fu Tuan introduces ‘Intimate experiences of Place’ by stating that ‘it is impossible to discuss experiential space without introducing the objects and places that define space’ ... we are reminded again that ‘Space is transformed into place as it acquires definition and meaning.’ (Tuan, 2014) 
The Paris-based artist was born in Nebraska, studied at Yale under Josef Albers, and was influenced by his textile artist wife, Anni Albers. During her scholarship studies in Chile (1957-58) she was inspired by the indigenous textiles and weavings. She also travelled to and worked in Mexico, South Africa, Morocco and India. She had experienced a nomadic childhood, fundamentally different to that of Mary Lloyd Jones. In an interview for Surface Magazine Hicks’ opening statement is ‘I grew up in a car.’ (Sidell, 2019).  
By definition a car is a closed, physically intimate, often claustrophobic space, where only the very basic human needs can be catered for, and as such it is clearly not the ‘intimate space’ Tuan was alluding to when he suggested ‘Intimate places are places of nurture where our fundamental needs are heeded and cared for without fuss.’  (Tuan, 2014, p137)
In the film ‘We are crying out for softness’, Hicks recalls that ‘Sitting in the back of a car as a child, you’re a hostage. You look out the window. What’s going on out the window sparks your imagination … wondering if you could be a participant. If you climbed out of the car when you pulled into a gas station, you could become part of another existence.’ (Louisiana Channel, 2025) The pause in the inevitability of the journey presents an opportunity, ‘Place’ is a pause in movement.’ (and) ‘The pause makes it possible for a locality to become a center of felt value.’ (Tuan, 2014)
If ‘space’ becomes ‘place’ when you stop to look, is it especially significant in the case of one with a transient, nomadic lived experience?  Hicks confirms her ability to adapt to new surroundings: ‘I can live anywhere. I’ll figure it out. I’ll find the nice side of wherever I happen to be.’ (Louisiana Channel, 2025)
Through her site-specific installations Sheila Hicks creates a place within a space. A newly proposed exhibition space becomes her domain. The characteristics of the space are an anchor to her work as she defines her new territory. In the same way the bird sings to mark its territory (Deleuze and Guattari, 1987a), Sheila Hicks uses colour and texture to mark hers. 
Initial sketches consider the spatial configuration and specific architectural features which in turn influence the sculptural inhabitation or colonisation of the space. The fixed environmental architecture presents a challenge that she rises to; the limitations of the finite boundaries exist only as a pre-defined ‘starting point’ as she embraces the possibilities. It is Hicks, as the architect of her vision, who takes ownership, considers the geometry, maps its features and later defines how the planes and fissures will provide the supportive skeleton for her vision. ‘… the components are used for organizing a space, … This involves an activity of selection, elimination and extraction, (Deleuze and Guattari, 1987a) The architecture will be an active, affective part of the installation, not a backdrop and will offer contrast to the softness of her chosen materials.  
The ‘industrialisation’ of the installation process of works such as ‘The Sunbrella Projects’ is revealed in one of her many documentary-type film recordings. (Zanartu, 2014). Collapsible concertina platforms required to bring her vision to life begin the process of redefining the space as her territory. She carefully maps how her fibres will cascade from height or where her’ grande-boules’ will nestle. The reimagined ‘domestic’ fabrics and fibres transform the space by virtue of scale and colour. Through her spatial awareness and utilisation, the installation takes root in cracks and grows into the space. 
In the foreword to the 1994 edition of Gaston Bachelard’s ‘The Poetics of Space’, John R Stilgoe draws attention to the author’s words regarding the domestic space, examining the impact that the human has on a geometrical space and in turn the impact that the space has upon human inhabitants: ‘A house that has been experienced is not an inert box, … inhabited space transcends geometrical space.’  (Bachelard, 1994, viii) 
We can draw comparisons between Bachelard’s assertions and Hicks’ intentions within her sculptural installations. She says: ‘Certain spaces you walk into and you walk out to. These spaces were … meant to house you. So, when you sat down there was a sense of welcoming you for a stint of time.’ (Ford Foundation and New York Times, 2014)
Again, that pause in movement for a ‘stint’ of time ‘makes it possible for a locality to become a center of felt value.’  (Tuan, 2014 p138) Hicks curates an assemblage of shape, colour, textures and materials within spaces, inviting the pause and interaction, the assembled actors and their interaction co-produce meaning. Her sculptures are not installed for passive viewing; visitors will be invited to engage with a sensory landscape where the sculpture is active and reactive to their touch or movement; they are to be experienced. As such they present an embodiment of ‘affective architecture’ and they provoke a sense of wonder.
In ‘The Poetics of Space, Bachelard writes that ‘The surest sign of wonder is exaggeration.’ and that ‘Nature has a very simple way of amazing us - through exaggerated size. But, however exaggerated in size nature's creations may be, man can easily imagine things that are bigger still. (1994) Hicks’ sculptures inspire awe with their audacious scale. She aims to ‘move from plane to space to sculpture.  Add colour … shape, form and then dream of scale … immense, monumental or infinite.’ (Zanartu, 2016)
For the 2002 installation commission for Target Corporation headquarters in Minneapolis entitled ‘May I Have This Dance’ (Figure 4) Hicks’ inspiration was a brass ‘knot’ from her father’s desk. (Zanartu, 2015) She reimagines the palm-sized, cold, metal momento as a gargantuan, multi-strand, knot of cork tubes bound in linen that leads the viewer on a journey along a vast expanse of wall.
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Fig 4: ‘May I Have This Dance’ (2002) 
It is reminiscent of a rollercoaster, looping in the middle. Distance is required to fully digest the sculpture from one viewpoint. The eyes travel from one extreme to the other, following the twists and turns of the intertwining fabric rollercoaster, trying to adhere to the trajectory of a strand or track as it disappears behind so many others. A new colour or surface emerges as the dominant force reflecting Hicks’ desire to inject energy.
Just as the territorialising, biophonic birdsong co-exists with local geophony and anthrophony to form a location-specific soundscape, Hicks’ installations go through a metamorphosis as they move from one territory or state to another. It is what Hicks calls “transcendent sculpture,” … it can be adjusted for spaces … and completely rearranged. It is strongly structured, but it is anti-structure in that it has infinite shapes and sizes.’ (weaveprint, 2020)
When, in 2010 ‘May I have this dance’ was moved to the Institute of Contemporary Art in Philadelphia, the configuration was transformed from the former horizontal plane to dominate the vertical plane as a sheer-drop waterfall emerging from the roof space. Cascading fibrous tubes reach the floor and pool in a mass of colour, with the potential to engulf and entangle. A comparative measure is required to comprehend the scale and its occupation of space.
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Fig 5: ‘May I Have This Dance’ (2010) 
Considered in reverse, standing at the base of the sculpture ‘It possesses the verticality of the tower rising from the most earthly, watery depths to the abode of a soul that believes in heaven. It illustrates the verticality of the human being. It makes a gift of a tower.’ (Bachelard, 1994)
Despite their intimidating physical presence there is a generosity in the scale of Hicks’ installations that relays a sense of intimacy, comfort and care. (Figure 6) There is a focus on sensory ‘embodied experience’ within place. 
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 Fig 6: Escalade Beyond Chromatic Lands (2016-17)
The visitor is invited into an intimate space, to touch, sit on, even lie upon the artwork - it necessitates a whole-body experience; it is a place to ‘nest’ for a while. Returning to the earlier extract from (Tuan, 2014) this ‘nest’ aligns with his definition of an intimate place … ‘a place of nurture where our fundamental needs are heeded and cared for without fuss.’  Intimate space and confined space are not the same. ‘Intimacy needs the heart of a nest.’ (Bachelard, 1994) and nests … bring out the primitiveness in us. A human being likes to withdraw into his corner, … it gives him physical pleasure to do so. (Bachelard, 1994) 
Hicks’ installation reignites ‘Our capacity to recapture the naïve wonder we used to feel when we found a nest. This wonder is lasting, and today, when we discover a nest, it takes us back to our childhood, or, rather, to a childhood, to the childhoods we should have had,’. (Bachelard, 1994) This might resonate as particularly poignant, when considered alongside Hicks’ description of a childhood spent in a car, were it not for her description of this ‘migratory existence’ as a ‘fantastic upbringing’ — ‘modest but full of adventure’. (Sidell, 2019)
Hicks’ attitude and intense palette is invariably upbeat and positive. She says “I’m working very hard to make things that are dignified but joyful.” (Studio International and Hayward Gallery, London, 2015) There is something fundamentally childlike and joyful in her wrapping and binding ‘treasures’ in layers of fabrics and fibres. Cocooning, protecting her ‘finds’ or memories inside her colourful ‘grand-boules’. She describes them as ‘huge bales of possibility’. (Studio International and Hayward Gallery, London, 2015)
Interestingly for one who successfully ‘territorialises’ space Sheila Hicks does not ‘territorialise’ her works. ‘The signature … is the constituting mark of a domain… One puts one's signature on something just as one plants one's flag on a piece of land. (Deleuze and Guattari, 1987) This artistic convention is firmly rejected by Hicks who says: ‘[My works] are not signed - there’s no identification or signature ... For me, they have to live on their own. Let it live on its own - live or die. Survive, if it can. (Sidell, 2019)
Conclusion
Initially I was drawn to these two artists for their similarities. Both nonagenarians, both inspired by travel, particularly the art and weavings of indigenous peoples. They are both influenced and affected by the familiarity of textiles, considering them to be ‘a universal language, in all cultures of the world … that immediately breaks down any prejudice.’ (Ford Foundation and New York Times, 2014)
In an article on Weaving Abstraction in Ancient and Modern Art, Sheila Hicks’ mentor Anni Albers was quoted as saying that … ‘along with cave paintings, threads were among the earliest transmitters of meaning.’ (Candela and Pillsbury, 2023) Both visual mediums contribute to the establishment of ‘place’ and ultimately, it was the artists’ contrasting perceptions of their place in the world that intrigued. It is fundamental to both artists’ practice but from very different perspectives.
They have both ‘carved out a career of colour … spanning many decades, art movements, political changes, waves of feminism and economic and climate crises’. (CELF Gallery Cardiff and Lewis, 2024) They defy social norms and categorisation. Both reject the relegated ‘domestic’ view of ‘women’s work’ as ornament, elevating textiles, re-framing them as imposing works of art.
Examining their long, colourful, international careers it is hard not to conclude that the difference in how they relate to, translate or manifest concepts of ‘space and place’ within their respective material practices directly reflects the necessities of their childhoods.
Mary Lloyd Jones had absolute freedom to trek the Ceredigion landscape. Her early life revolved around an area of possibly ten to fifteen square miles. The mapping of ‘her place’ is still a routine part of her artistic practise in a landscape she knows intimately.
I have described how Lloyd Jones’ art is rooted in that topophilia, drawing direct comparisons with the theories of ‘Space and Place’ presented by Yi-Fu Tuan. Also, how the territorialisation of her home represented in her landscapes can be elaborated upon by the theories of Deleuze and Guattari. 
Her work directly reflects her lived experience within her homeland. The gallery space simply provides a venue in which to absorb her reflections and reinterpretations of that beloved place and the way in which ancient civilisations and colonisers have in-turn territorialised it.
Conversely one could say that Sheila Hicks makes it her business to know every feature and hidden cranny of the spaces her artwork will inhabit. Her site-specific work ‘territorialises’ that space, creating a newly defined ‘place’. Those places can be both imposing and intimate and resonated with the writings of Bachalard in ‘The Poetics of Space’.
In direct contrast to Lloyd Jones, Sheila Hicks’ childhood was nomadic as her parents travelled around ‘Depression Era’ USA for work. Her descriptions of being a ‘hostage’ in the back of a car, imagining an alternative reality in the outside world must in part contribute to her ability to make ‘home’ anywhere. ‘For me moving around, working, looking out the window, causes me to imagine different existences simultaneously.  One day, one place, one street, … another parallel street. (Louisiana Channel, 2025)
‘I’ve lived and worked in many places, in many cultures, … I see myself as an Infiltrator into other places, other times, other cultures… This may be ethnographically very far from your world, so what, just be brave and jump in.  (The Met, 2015)
Sheila Hicks creates three-dimensional, colourful, enticing, environments, informed by a global textile heritage but not linked to a specific culture. She welcomes visitors into contemporary spaces that deliver softness and intrigue in equal measure. Mary Lloyd Jones creates equally colourful, emphatically contemporary, non-representational landscapes in both textile and paint that specifically reflect her culture. There is no sense of the ‘Do not touch’ gallery in either of their textile works, but whereas Mary Lloyd Jones is demonstrating to the viewer that she is artistically at home in ‘her place’, Sheila Hicks wants everyone to feel ‘at home’ in the places she creates, wherever they may be.
Returning to my opening quote: ‘Now we are at home. But home does not pre-exist: it was necessary to draw a circle around that uncertain and fragile center, to organize a limited space. Many, very diverse components have a part in this, landmarks and marks of all kinds.’ (Deleuze and Guattari, 1987a) 
In Hicks’ words ‘If you want to be someplace, THIS is the place to be.’ (Zanartu, 2015)
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