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Hi Hamish (or anyone else who is looking at this), apologies for the lack of report below! I promised myself I would submit whatever I had at this point and admittedly it’s not very much! I’m not sure if it’s possible to give any feedback on these notes, but any advice would be greatly appreciated. I’m struggling a bit. 
Thanks,
Steph


My Creative Praxis is…..
The reason I’m exploring this is…..

My creative praxis explores personal conflicting emotions around motherhood and the

My WIP Symposium statement:
My practice currently explores maternal ambivalence, providing an opportunity to make sense of personal feelings and experiences as a mother and highlight an often taboo or stigmatised subject within our culture. By stitching, layering, piecing, exposing, repairing and patching I begin to untangle the complicated and contradictory feelings, such as love, hate, resentment, joy, guilt, comfort, frustration and boredom. Witnessing my daughter develop is providing me with an opportunity to grow and learn alongside her. I am returning to a child-like state of play and curiosity, taking note of the simple and often over-looked everyday things around us.

-Motherhood
-Conflicting Emotions
-Merging of Artist/Designer/Maker and Mother, merging of roles- no longer separate.
-Rebirth of Mother- new identity
-Maternal Ambivalence- taboo.
-Relationship and emotions around the domestic place and space.


Themes
-Containment, Restriction, Loss of Control, Vulnerability, Isolation, Boredom, fear of judgement, shame, 
-Maternal Mental Health
-Maternal Ambivalence- Conflicting emotions.  Not all ambivalence is destructive- can have creative possibilities too.
Roszika Parker argues that 
“maternal ambivalence, despite - even because of - all the distress it can engender in mothers, may have a transformative and positive impact on the mother and, hence, on the work she has to do.” (Parker,  2005, p.18)
Parker claims a specifically creative role for manageable maternal ambivalence.
‘I suggest that it is in the very anguish of maternal ambivalence itself that a fruitfulness for mothers and children resides.’ (Parker,2005,  p.8) 
‘It is the troubling co-existence of love and hate that propels a mother into thinking about what goes on between herself and her child.’ (Parker,2005,  p.9)


-Found Objects, materials to hand, found in domestic environment e.g. tea, onion skins, clothes, packaging, rubbish, low value, everyday items. Household materials. 

-Textiles. Why? - soft, resilient, flexible, comfort, fragile/strong, approachable material for difficult, often taboo subject. Tactile visual metaphors to communicate e.g. layering, connecting layers, threads connecting layers, piecing, patching, stitching, deconstruct to reconstruct, repetition of stitches, needle and thread to stitch back together, repair (links to physical wounds, surgery on body), exposing, transparency

-Stitch. Why? Hand stitching- slow, every stitch considered. Slow process- forces me to slow down, take a moment to breath and assess, reflect. Control of every stitch, control of process in life that feels out of control. Needle and thread to stitch together, repair. 

Ann Hamilton uses the act of sewing as an analogy to define her role as an artist.  She suggests: 
The thread dipping down connecting the close at hand to the far away- it connects what you can see and touch in your lap to the space underneath that you cannot see, to what is the invisible below. I’ve always thought that that’s a metaphor for what artists do- we take the thing that’s there and we try to bring it back up to the surface (National Museum of Women in the Arts, 2017).  

-Subversion through textiles/stitch. 
(Book- The Subversive Stitch, Roszika Parker.)
Rozsika Parker notes in The Subversive Stitch (1984) that, ‘The art of embroidery has been a means of educating women into the feminine ideal… but has also provided a weapon of resistance to the constraints of femininity.’
Example: Tracey Emin? 

-Quilting. Why? Softening, connotations of comfort, warmth, story telling, communicating without words, hidden meanings, everyday art, the feminine, domesticity, quilts given as gifts to new babies, deconstruct to reconstruct, turning something old into something new (rebirth, new identity, transformation), neat front- messy back (visible/ invisible), 

‘Quilting is used to draw attention to issues, often to promote healing through the methodical act of repetitive stitching.’
‘Quilts stimulate memories of warmth, security and comfort. They are also inexorably linked with the feminine.’ Sue Prichard, 2019, p.9.
Appropriating an object and process that arguably command the strongest associations with domesticity and the feminine: the quilt and embroidery. 

-Tactility. Why? Exploring by touch. All senses are connected to touch. E.g. taste by food touching tongue, (Find quote?! In Craft Reader or Craft book?) Something physical. Intimacy, 
 
-Thinking through making, use of hands, tactility, Control of every movement (each stitch), Craft, everyday art, process, skill, yearn for physical touch (living in digital world, amplified by pandemic, zoom, working from home, but also same for mothers who are at home), yearn/craving for process as lost when working digitally. No undo button. 
-Haptic Knowledge.

Making by Hand
-Imperfect, unfettered, Made by an individual hand rather then mass produced. Convey the essence of human existence  (Book: Fingerprint No.2) Opposite to slick, emotionless work often seen in digital design industry. 
-Mark-making, getting hands dirty, play. 

-Collaboration with daughter. Why? Learning together. Learning to accept unpredictability, aspects out of my control (unpredictability of what Nola with do to work). Element of play, learn through play, intuitive process, learn from child- curiosity, no judgement, no final product in mind, no goal, children are all about the present process. 
Liza Lou (see below- no planned outcome) 

-Home/kitchen as studio. What’s the significance? Working with restrictions (space, time, resources, materials, - encourages creativity. 

-No planned outcome- no concrete  plan of the final outcome. Open-ended strategy. 
Liza Lou- in 2005 Liza moved to the KwaZulu-Natal province of South Africa and started employing a team of Zulu women who have a long established tradition of bead weaving. Before this, Lou carried out all the bead work on her own.
Time in Durban has taught Lou to adjust her original visual aspirations. She recounts:

She tells me resignedly that her hands are too large and the beads are too small. Her work is crooked, misshapen. And what about the strange discoloration, and the wonky strings with loose beads across the top? If I reject her work, her family won’t eat… Yet if I accept the work, I don’t have an artwork. Or do I. Not what I intended, but instead, what the work wants to become. I saw one thing in my mind and something else emerged. (Hemmings, 2017) https://www.jessicahemmings.com/liza-lou/ 
Perfection no longer rules Lou’s practice. Instead, an acceptance of imperfection – discolouration from dirt as well as variations in the work each pair of hands creates – has introduced a visually sophisticated, contemplative beauty to her practice. (Hemmings,  2017). 
The process becomes integral to the meaning of the piece. This is the same in my work e.g. when Nola is involved in the process, or the repetition of stitches, or frantic free motion stitching or repetitive writing of the same words. 

Personal as political

Graphic design, fine art, craft?
Graphic design is the activity that organises visual communication in society. It is concerned with the efficiency of communication, the technology used for its implementation, and the social impact it effects, in other words, with social  responsibility. The need for communicative efficiency is a response to the main reason for the existence of any piece of graphic design: someone has something to communicate to someone else. This involves, to a greater or lesser extent, a perceptual and a behavioural concern. (Frascara, 1988, p306)

‘…a closer look at the whole field of graphic design might suggest that specific changes in attitudes and behaviours are, indeed, the final aim of graphic design in most areas.’(Franscara, 1988, p.309)

-Space and Place 
The mother is the child’s primary place. 	(Tuan, 2018, p.29).
Tuan asks whether young children feel the need to be in places that conform to their own size? (Tuan 2018, p.31). Children seek nooks and corners for play e.g. tent, tree house, under the table, building dens. Young children are less enthusiastic about larger places such as village, farm, city. Except for playgrounds and nurseries few public places are made to the scale of young children. 
Why do I find myself gravitating towards smaller spaces, pods, shelters, dens?  Why does my work tend to be small in scale? Mini- quilts. I’m always wanting to minimise my possessions, condense, simplify, minimise, shrink. Is it to declutter my ties to the past (haunted by memories), so that I can concentrate on the present- be more present, like a child? 
‘Place can acquire deep meaning for the adult through the steady accretion of sentiment over the years. Every piece of heirloom furniture, or even a stain on the wall, tells a story. The child not only has a short past, but his eyes more than the adult’s are on the present and the immediate future. His vitality for doing things and exploring space is not suited to the reflective pause and backward glance that make places seem saturated with significance.’ (Tuan, 2018, p.33)
Is it to make use of touch? Having objects up close in order to experience through touch. 
‘The skin registers sensations. It reports on its own state and at the same time that of the object pressing against it. The skin is not, however, a distance sensor. In this respect tactile perception is at the opposite extreme to visual perception. (Tuan, 2018, p.14)
Is it because I have lost my ability to move freely? I live in a constricted space. Space has closed in on me. ‘Spaciousness is closely associated with the sense of being free.’ (Tuan, 2018, p.52).

‘Human beings require both space and place. Human lives are  a dialectical movement between shelter and and venture, attachment and freedom. A healthy being welcomes constraint and freedom, the boundedness of place and the exposure of space. In contrast, the claustrophobic sees small tight places as oppressive containment, not as contained spaces where warm fellowship or meditation in solitude is possible. An agoraphobe dreads open spaces, which to him do not appeal as fields for potential action and for the enlargement of self; rather they threaten self’s fragile integrity.’ (Tuan, 2018, p.54)


-Ambivalence towards my ‘place’ (house/home and hometown).Staying at home with child, moving back to hometown and lockdown. It is the security and stability of place but I also find it restricting, confinement, claustrophobic, suffocating. I long for the openness, freedom of ‘space’. 
‘Why did country people, especially the young, leave their small hometowns for the metropolitan centres? One reason was that the hometown lacked room. The young considered it crowded in an economic sense because it did not provide enough jobs, and in a psychological sense because it imposed too many social constraints on behaviour. The lack of opportunity in the economic sphere and of freedom in the social sphere made the world of the isolated rural settlement seem narrow and limited. Young people abandoned it for jobs, the freedom, and- figuratively speaking- the open spaces of the city. Paradoxically the city seemed less “crowded” and “hemmed in” than the countryside of diminishing opportunities.’ (Tuan, 2018, p.60)




Artists
-Michelle Walker: Memoriam  (2002)
-Tracey Emin
-Louise Bourgeois
-Susie Freeman
-Ann Hamilton
-Lanka Clayton: Mother’s Day 
-An Artist Residency in Motherhood (ARiM), a self-directed, open-sourced artist residency created by Lanka Clayton.
-Joey Fauerso – incorporating her sons in to her art practice. 
-Liza Lou- collaborative work.

Exhibitions
-Found, Neath
-Louise Bourgeois: The Woven Child, Hayward Gallery
-Labor: Motherhood & Art in 2020, NMSU Art Museum, New Mexico (viewed online).



At first glance the piece nods towards the role of textiles as vessels for warmth, security and comfort, the joy that the birth of a child brings. But closer inspection reveals a layer of ambiguity: 

Ambiguity in the work- double meanings e.g. ‘I am always here’.( shelter and support for the child, but also I never leave this house, loss of freedom). The work may be interpreted in different ways by the viewer. 


ORDER

-My Practice
-


SUMMARY

My creative praxis explores personal ambivalence towards motherhood and its connections with the idea of space and place. According to the humanistic geographer Yi-Fu Tuan, “place is security, space is freedom: we are attached to the one and long for the other” (Tuan, 2018, p.3). Tuan’s definitions become significant in relation to my practice as many new mothers become constricted in their homes and this can lead to ambivalence towards the domestic place and a longing for the freedoms of space. 
Roszika Parker argues that ‘maternal ambivalence, despite- even because of- all the distress it can engender in mothers, may have a transformative and positive impact on the mother and , hence, on the work she has to do.’(Parker, 2005, p.18)

1. What is your practice about?
2. Reflect on action. Say what worked in your practice and what did not work.
3. What are your feelings about the work?
4. Explain why you chose this practice? (Influenced by what you were taught/ perhaps mention theory?)
5. Connections. Contextualise it in relation to other artists. (Possibly mention theory)
6. Gaps. Identity where there are gaps/limitations, what else you could have done?
7. Action Plan. What is your action plan for the practice? Final Exhibition?
8. Where the practice can develop / future endeavours? (Perhaps include theory)
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