Botanical Echoes: Illuminated Through Textile Imprints
- an exploration of how materials, surfaces, and light can work together to bring nature’s presence into everyday moments
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Figure 1
“Craft is not a defined practice but a way of thinking through practices of all kinds” (Adamson, 2007, p.7).
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1. [bookmark: _Hlk194665890]Origin and Inspiration
Spending time in nature has always been more than just a personal retreat; it is essential to my physical and mental well-being. Having had chronic fatigue from the age of 15, being outdoors or even just in the garden surrounded by plants makes me feel better. As Arvay (2018, p. 1) notes in The Biophilia Effect: "Most people don’t need convincing to go out and enjoy nature. We are inherently drawn to the natural world, or born Biophilliacs. The attraction to the natural world is in our genes. When we take a walk outside, we immediately notice how much better we feel" (Arvay, 2018, p. 1).
Walking through landscapes with my mum—places like Bryngarw, Clyne Gardens, the Gnoll, and Margam Park—became a ritual that grounded us both (see Figure 2). 
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Figure 2.

These walks were more than just time spent outdoors; they were intentional moments of connection, where the changing of the seasons marked the rhythm of our lives. The familiar paths we took, the scents of damp earth and blooming wildflowers, and the sunlight filtering through canopies of leaves instilled a deep sense of wellness and calm. It was in these ritualistic wanderings that the inspiration for my design practice began to take shape—one step, one season at a time. Through eco-printing, natural dyeing, and lighting design, I aim to bridge the gap between the outdoors and everyday interior environments. My work seeks to capture and reflect the colours, textures, and atmosphere of nature, aligning closely with the principles of biophilic design—an approach that recognises our innate connection to the natural world and the positive effects it has on our well-being.
Inspired by India Flint and Kim McCormack's artistic work and practice, my approach explores eco-printing and natural dyeing as ways of capturing ephemeral moments—imprinting nature’s textures and pigments onto fabric and paper. Extending into lighting design and influenced by makers like Tom Raffield. I investigate how light interacts with eco-printed surfaces to create immersive, atmospheric experiences. Light becomes both a tool and a guide, shaping everything from plant growth to the preservation of botanical imprints.
Grounded in Glenn Adamson’s theories on craft, materiality, and surfaces, my work treats eco-printed textiles as tactile records of place and process. As Adamson suggests, "it is the fragile interior surfaces upon which the passage of time particularly leaves its mark" (Ponsonby, 2013, p. 72). Surfaces hold time’s imprint, becoming quiet carriers of history. This also aligns with Peter Korn's philosophy of Thinking Through Making, where process is not just a method but a form of inquiry. Through foraging, dyeing, steam printing, and experimenting with light, I allow ideas to emerge organically from materials.
My commitment to mindful making was profoundly shaped during a workshop on natural dyes and eco-printing, where I first experienced the transformative potential of plants and flowers in textile design. Learning to harness the pigments of leaves, petals, and bark to create lasting impressions on fabric opened my eyes to a slower, more intentional process—one that values the natural lifecycle of materials. Inspired by India Flint, an Australian artist, writer, and educator renowned for pioneering eco-printing and natural dyeing techniques, I embraced methods that honour nature’s cycles and advocate for ethical engagement with the land. Flint's influential book Eco Colour (2008) is widely regarded as a foundational text in textile practice, celebrating seasonality and responsible sourcing.
Both the hands-on experience and the influence of Flint's work have deepened my understanding of nature, the importance of careful sourcing, non-toxic processing, and the beauty of seasonal design. By integrating eco-printed surfaces into functional interior elements such as lighting, textiles, and prints, I aim to evoke the sensory richness of the natural world while embracing biophilic principles. My work explores how materials, surfaces, and light can come together harmoniously to bring the essence of the outdoors into everyday moments creating spaces that are not only visually inspired by nature but are also deeply rooted in its rhythms.
This approach reflects the merging of two worlds: my deep-seated love for bringing nature indoors and my problem-solving background in product design. Through this fusion, I strive to craft eco-printed lighting that illuminates spaces with organic beauty, as well as wearable scarves that allow nature's artistry to be carried and experienced personally. Both functional and expressive, these pieces bridge the gap between nature's raw elegance and purposeful design solutions, celebrating its calming influence and the sense of wellness it inspires in both form and function.




.
[bookmark: _Hlk194668268]2. The Seasons, Foraging & Growing a Dyer’s Garden 
The Importance of Seasons and Relations to my work
[bookmark: _Hlk197616881][image: ]Upon reflection, my practice is deeply shaped by the rhythm of the seasons. Each phase of my process is guided by the natural cycles around me, with these rhythms influencing not only the materials I choose but also the pace and intention behind my work. This cyclical approach reinforces a slower, more mindful way of making one that closely aligns with the work of India Flint. She emphasizes an “ethical engagement with the land, positioning eco-printing as a ritual of care and attentiveness to the cycles of nature” (Flint, 2008), an idea that strongly resonates with my own practice. My work mirrors the natural rhythms of the world: growth through sowing seeds, the blooms in the summer, the decay through the drying and decomposition of plant matter, and renewal through the repeated use of iron mordants (see Figure 3).






 




Figure 3.


In this way, my practice transforms cloth into a living archive, capturing fleeting moments of nature’s rhythm and preserving them through intentional, mindful making. Flint’s perspective positions eco-printing within a temporal framework where these rhythms are not only acknowledged but deeply respected. This encourages a more intentional engagement with seasonality, working with what is naturally available and understanding the importance of each season.
Flint’s work underscores that textiles can act as vessels of place, season, and memory imprinted not only with pigment but with the essence of a specific time and environment. Through this lens, eco-printing becomes a method of preserving nature’s fleeting moments, where time itself is of essence, and each piece reflects a deep respect for the cycles of nature.

I also interpret Flint’s quote “ethical engagement with the land, positioning eco-printing as a ritual of care and attentiveness to the cycles of nature” (Flint, 2008) to mean that time is not a limitation, but rather a vital component of the process. Slowness becomes a method of cultivation fostering mindful making, a deeper connection to materials, and a quiet resistance to the culture of instant gratification.  
What I mean by this, in my practice the philosophy is not merely conceptual; it is embedded in the very essence of my approach. The act of gathering plant materials, preparing dye baths, and allowing prints to develop over time reflects a deliberate departure from the accelerated pace demanded by consumer culture. Unlike industrial production, which prioritizes speed and uniformity, my process is slow and intentional, embracing the unpredictable and organic outcomes that emerge from natural interactions. This slowness is a form of quiet rebellion a rejection of disposability and an embrace of permanence and care.  Furthermore, This approach critiques consumer culture’s obsession with immediacy and convenience. In an age where fast fashion and mass production dominate, the deliberate slowness of eco-printing challenges conventional expectations of availability and sameness. Each print is unique, a product of its environment and the specificities of the moment it was created. This unpredictability fosters a deeper appreciation for materiality and process, inviting the consumer to engage not just with the final product but with its story its origins in nature, its crafting by hand, and its journey from raw material to finished textile. Through this lens, Flint's philosophy finds resonance within my practice as I seek to create not just objects, but experiences textiles and lighting designs that bring the essence of the outdoors into interior spaces. These pieces act as quiet disruptors of fast consumption, offering instead an invitation to pause, to reflect, and to engage with the materiality and temporality of handcrafted design. 
The acts of growing and foraging inherently require patience and presence, slowing me down and anchoring me in the moment. The waiting—for flowers and leaves to imprint, for bundles to cure on fabric or paper becomes an integral part of the creative process, where time is not wasted but woven into the material itself. Alongside this process-driven waiting, there is the "growing wait": germination, seedling, sapling. Each stage is a quiet unfolding, a gradual becoming that mirrors the rhythms of imprinting, where nature's timeline is honoured and allowed to shape the work organically.



[bookmark: _Hlk197619910]




Foraging
[image: ]Walking through different environments reveals an abundance of plant matter that has been used in my practice. In spring and summer, I forage for flowers in local landscapes such as forests, beaches, and roadside paths. (figure 4)












Figure 4.


This forms an integral part of my eco-printing process and reflects a deeper engagement with thinking through making. It is not just the act of creating; it is a way of connecting with place and learning the language of the landscape. Foraging sharpens my awareness of seasonal cycles. For example, I know crocus come up very early in the spring and not for very long as I have noticed when gathering them. Thinking through making becomes a dialogue with the environment, where each gathered material is a response to what the landscape offers, transforming transient moments into tangible imprints. 
This practice of gathering and printing is an exploration of time and place, capturing the essence of nature in a form that is both ephemeral and permanent.  Just as peter korn writes, “Anything I create becomes a doorway through which others can access my ideas and concerns if they care to. Makers go through a similar process of thinking with things to discover, embody, and communicate a vision of what matters” (Korn, 2013, p. 64). When I forage, I am engaging with seasonal rhythms, local ecologies, and material behaviour through direct, hands-on experience. It is a form of thinking with my hands, where each collected leaf or petal becomes part of a wider dialogue between nature and maker.


Ethical foraging practices are fundamental to my approach. I believe that we should do more for nature not overconsume or take more than we need. Flowers and plant matter belong to the insects and the natural world first, and humans second. These landscapes are their homes, where they find food and shelter, and it’s vital to respect that. I follow the guidance of the Forest Trust, which advises to “only collect flowers, leaves, fruits, and seeds where they are in abundance” (Forest Trust, 2025). This mindful approach ensures that ecosystems remain balanced and undisturbed. 
Prioritising local wildflowers not only enriches my prints with a strong sense of place but, also lets you unlock the beauty of flowers and plants.  In this way, the act of foraging becomes both a material and ethical decision mindful collaboration with the landscape. As Peter Korn reflects, “The objects I make embody evolving ideas and beliefs” (Korn, 2013, p. 67). Through conscious gathering, my practice becomes a reflection of care and reciprocity with the natural world while also supporting native pollinators and biodiversity.
Growing a Dyers Garden
[image: ]An important part of my process involves cultivating dye plants from seedlings, nurturing them to grow before placing them out into the garden. (Figure 5) Figure 5.



As well as growing established plants from a vegetative state, into growth like the plants on my porch. 
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Figure 6.
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Figure 7.

This practice, developed over more than two years, has allowed for a slower, more intentional approach to material sourcing that supports both sustainability and ethical making.  Growing my own dye plants reduces environmental impact at least according to Professor Alistair Griffiths, RHS Director of Science and collections. He says ‘Gardening has potential to make a positive impact on some of the biggest challenges we face globally, such as climate change, the biodiversity crisis and the human health crisis’. (Griffith, 2025). This means that Cultivating dye plants not only lessens the need for mass-produced, chemically-treated textiles but also encourages biodiversity and supports local ecosystems
As well as fostering a deeper connection between process and outcome. This mirrors India Flint’s emphasis on “ethical engagement with the land, positioning eco-printing as a ritual of care and attentiveness to the cycles of nature” (Flint, 2008). The plants I grow are rooted in the same environment as the work itself, reinforcing a site-specific approach where landscape, material, and meaning are intimately intertwined. As Lucy Lippard reflects in The Lure of the Local; 
“Connection to place is a necessary component of feeling close to people, and to the earth... I wonder what will make it possible for artists to ‘give’ places back to people who can no longer see them, and be given places in turn, by those who are still looking around” (Lippard, 2013, p.72). In this way, growing, gathering, and making become part of a reciprocal relationship with place a quiet act of reclaiming and re-seeing through craft.











3. [bookmark: _Hlk197677802]Looking at existing artists, process and learning through tacit knowledge
Artists India Flint and Kim McCormack
I have previously sited India Flint because she is known for developing the modern method of eco-printing, also known as botanical contact printing. This involves placing plant materials (leaves, flowers, bark) on fabric, bundling them tightly, and steaming or boiling them to transfer natural dyes onto the cloth and paper. 
[image: ]I have placed a sample of Her work is shown in (Figure 8). 












Figure 8.


Simply because I admire her work for its beauty and serves as an inspiring example. The clarity of the imprints and the layering of textures demonstrate a profound understanding of both material and process. The subtlety in her use of colour and pattern feels organic, authentic, and true to nature an approach I deeply value. She also says ‘the object of the game is to produce ever more beautiful colours, patterns and to celebrate the diversity that comes with regional based practice situated in context of slowness where time is literally of essence’ (Flint, 2008, p29). This inspires me because her work is intuitive. Unlike other art process, eco printing is inherently spontaneous, each bundle is a moment of discovery and this excites me each time. 

[image: ]Kim McCormack is another artist whose work I admire.  Her work pushes the boundaries of natural dyeing to explore texture, layering, and abstraction. Such as in her work ‘The Wildlands’ (See figure 9.)








Figure 9.


McCormack doesn’t just use eco-dyeing and stitch to depict the landscape she allows these processes to become the landscape. The textures in the piece emerge almost as geological or botanical formations, blending controlled stitching with the uncontrolled outcomes of natural dye and fibre interaction. The embroidered branches, with their spontaneous, almost chaotic paths, evoke the wild growth of flora, reinforcing the tension between intentional design and the wild autonomy of nature. Her quote — “I love not knowing what the gathered foliage is going to do until the final moment of the unravelling” is visually evident here. The unpredictable bloom of colour, bleeding of dyes, and shifting forms within the textile mirror the natural world's resistance to being pinned down. Similarly, the viewer is invited to "unravel" the piece, visually exploring the balance of purpose and chance
Both Flint and McCormack emphasize that eco-printing is not simply a visual or aesthetic choice, but a materially and ethically informed methodology. My approach is also further informed by a lineage of artists and practitioners who foreground ecological and material relationships in their practice, including India Flint, Rebecca Desnos’s, Louise Upshall, Nicola Cliff, and Alice Fox. Each of these artists brings a unique perspective to eco-printing and natural dyeing whether through Flint’s philosophy of working with natural rhythms, Desnos’s commitment to non-toxic, plant-based methods, or Fox’s emphasis on found materials and surface texture.


Learning through Tacit Knowledge and Examples of work  
Drawing from a range of steaming and dyeing techniques, I have undertaken extensive testing to refine my methods and determine the most effective outcomes for use on both fabric and paper. In doing so, I have taken inspiration from the guidance and practices of established natural dye artists such as India Flint, Beb Behan, and Rebecca Desnos. This process of experimentation reflects what Glenn Adamson describes as a key mode of learning: “copying was also the means by which skills were learned, as when an apprentice mimicked the works of a master” (Adamson, 2013, p. 39). Eco-printing, in particular, thrives on this kind of self-guided making—where knowledge is developed through trial and error, careful observation, and the generous exchange of techniques within a community of practice. 
As shown in (Figure 10) this early sample demonstrates my initial approach to eco-printing, where I wrapped the paper around a dowel and secured it with string. This method resulted in a looser surface contact, producing less defined botanical impressions. As my practice developed, I adopted the use of ceramic tiles when using paper —placing one beneath and one above the paper—to apply even pressure. This refinement significantly improved the clarity of my paper prints by ensuring more consistent and direct contact between the plant material and the paper surface, shown in Figure 11.
[image: ][image: ]
Figure 10. 
Figure 11. 



[image: ][image: ]Through ongoing experimentation, I am constantly adapting my eco-printing processes on both paper and cloth. My methods are never fixed; instead, they evolve organically in response to the seasons, the materials I work with, and the unpredictability inherent in natural dyeing. As Peter Korn observes, "I had to marshal qualities of character such as focus, patience and perseverance" (Korn, 2013, p. 51), a sentiment that resonates strongly with my practice.  For example, I’ve learned that leaves print most effectively with an iron mordant between September and November (see figure 12). During this period, the prints are richer and more detailed compared to those made with leaves in the summer (see figure 13).






Figure 12. 
Figure 13 


The irony lies in the fact that the fading leaves, which are in the final stages of their life cycle, produce the most striking and intricate prints. As they lose their vibrant green and begin to wither, they seem to offer a more profound expression of their natural beauty, capturing a sense of fragility and transformation that is often absent in the fresh, full leaves of summer.
[image: ][image: ]Progress within my practice often emerges experiential learning. One such discovery involved replacing string (used in figure 14) with bandages (used in Figure 15) when wrapping fabric around a dowel, which created a broader contact surface and resulted in more even, detailed botanical prints on both fabric and paper. Beyond their practical function, the use of bandages introduces a subtle metaphor: traditionally associated with healing and care, the bandages symbolically “care” for the textiles during the eco-printing process. They hold the fabric gently yet securely, allowing for an intimate transfer of botanical detail, and reinforcing the broader ethos of attentiveness and care embedded in my practice.
Figure 14. 
Figure 15 


These textile samples (Figures 13, 14, and 15) reflect the evolving nature of my eco-printing practice and demonstrate the impact of both seasonal variation and technique. In Figure 13, the leaves were gathered and iron-mordanted during the autumn, when foliage is abundant and richly pigmented. In contrast, Figure 14 features marigold and coreopsis blooms, which are only available fresh during the spring and summer months, highlighting the time-sensitive nature of certain plant materials. Figure 15 shows fabric dyed with onion skins, which is readily available throughout the year.
[image: ][image: ][image: ]
Figure 18. 
Figure 17. 
Figure 16. 

Through repeated experimentation with various mordants and materials, I have found that alum sulphate( metal salt)  consistently produces the clearest and most defined botanical prints, while alternatives such as soya milk create more diffuse, delicate impressions. This contrast underscores the nuanced and critical role that chemical interactions play in the development of surface patterns. These insights have only been made possible through sustained, close engagement with the materials over time. The differing nature of the mordants one metal-based, the other plant-derived reflects a metaphorical tension between hardness and softness, with each mordant contributing distinct qualities to the image. The metal-based mordant hardens the print, creating sharper, more defined lines, while the plant-based mordant results in a gentler, more fluid impression, highlighting the subtle influence of chemical properties on the final outcome.
Soya
Alum
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Figure 19. 






These discoveries are only possible through close sustained contact with materials over time. This emphasis on direct repeated material engagement also connects to Peter Korn’s notion of making as a way of discovering what matters. As he writes, “a maker goes through a similar process of thinking with things to discover, embody and communicate a vision of what matters” (Korn, 2013, p.65). In this context, eco-printing becomes a dialogue between fabric, leaf, mordant, and heat where meaning is embedded in the making itself.  
Moreover, the uniqueness and imperfection of each eco-printed piece are not flaws, but markers of authenticity and individuality because each plant behaves differently, results can never be exactly replicated. Embracing what Korn sees as the ambiguity and unpredictability inherent to craft: “Anything I create becomes a doorway through which others can access my ideas and concerns... admittedly, this leaves plenty of room for ambiguity, error, and misconstruction” (Korn, 2013, p.63). Failure, in this process, is not only inevitable but instructive. As he notes, “the possibility of failure is always present in the workshop” (Korn, 2013, p.54), particularly when working with organic matter. 
Over nearly two years of sustained experimentation, I have come to appreciate the slow, layered, and time-dependent nature of eco-printing. Skills are not instantly acquired but revealed gradually through the rhythms of making. (Figure 20)








Figure 20. 












Adamson reinforces this in stating, “the important consideration is not the content of the course pursued but rather the method by which the pupil works” (Adamson, 2007, p.80). In this way, eco-printing becomes more than a decorative technique it is a meditative, time-based practice where knowledge is lived, not simply learned. 
  

	pg. 2

[image: ][image: ][image: ]In Surface Tensions, Margaret Ponsonby writes, “It is the fragile interior surfaces upon which the passage of time particularly leaves its mark” (Ponsonby, 2013, p.72). Eco-printed textiles function in a similar way: they are surfaces that hold the physical traces of leaves, bark, flowers, and metals—suspended like fossils within the fibres, or as I often describe them, botanical imprints. These impressions are not merely decorative; they act as archival records, preserving the fleeting interactions between plant and cloth. As illustrated in figures 25, 26, and 27, each print captures a moment in time, making visible what is often ephemeral in nature.
Figure 23. 
Figure 22. 
Figure 21. 


This understanding deepens the argument that eco-printing is more than a surface treatment it is a time-based, meditative process where knowledge is lived, not simply learned (see figures 23 and 24). It aligns with Glenn Adamson’s view of craft as a site of dialogue between maker, material, and process. “Craft,” he writes, “always entails an encounter with the properties of specific materials. This could be wood, glass, metal, clay, paper, plastic, paint, stone anything or more than one material in combination. In any case, craft involves direct engagement with specific materials’ properties” (Adamson, 2008, p.39).
Further technical details of the methods I currently use are outlined in the Appendix. These include essential knowledge on:
· Types of dyes used in natural processes
· Paper-based eco-printing techniques
· Fabric-based eco-printing techniques (for both cellulose and protein fibres)
· The use and re-use of iron mordants
· Natural dyeing approaches and preparation of plant matter
I have also put samples of my eco printed fabric and natural dyeing, in the appendix as well. 
[bookmark: _Hlk194860137][bookmark: _Hlk195019002][bookmark: _Hlk194860707]
4. How I came to Lighting up my body of work 
The development of lighting as a core element within my body of work emerged from an understanding that light is essential to all growth from the germination of seeds in my dye garden to the visibility of botanical imprints on fabric. All plant matter depends on light to thrive, to leave a mark, or simply to be seen. This simple yet profound fact inspired me to explore how light could not only support my process, but also become embedded in the final outcomes. This approach naturally led to the incorporation of biophilic design principles in Oliver heaths book Design a healthy Home he defines Biophilia as “the innate human attraction to nature and all that is alive” (Heath, Olivier, 2021, p.10).
In eco-printing, light is not only a catalyst for plant life also becomes a medium through which the subtle textures, pigments, patterns, and botanical impressions within the fibre are revealed. Heath (2021, p.24) refers to “fractural fluency” as ‘our innate preference for natural fractal patterns an affinity deeply embedded in our being’ (heath, 2021, pg24), Such as the veins of a leaf. When integrated into lampshades or sculptural lighting forms, materials such as silk, linen, or lightweight cotton come alive under illumination, revealing tonal shifts and botanical fractal patterns that might otherwise remain unclear in ambient light shown in Figure 22.
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Figure 24. 

[image: ]The interaction between light and eco-printed or naturally dyed textiles offers a compelling foundation for the design of lamps and light fixtures. The semi-transparency of natural fibres especially when treated with plant-based pigments allows light to transform static surfaces into dynamic, light-responsive compositions. (see figure 23)












Figure 25 


This integration of natural dye and lighting reflects biophilic principles design strategies that reconnect humans with the rhythms and forms of the natural world. I aim to bridge the gap between interior environments and the ecologies from which these materials originate, the pigment used is derived from plants grown in response to sunlight, and their final presentation is activated by light once more completing a full cycle. 
Their final presentation is activated by light once more completing a full cycle As Heath notes, “We still prefer looking out over lush, healthy forms of nature from a point of safety. In doing so our heart rate and blood pressure lowers, we can relax better and we can recuperate faster from stress and exhaustion” (Heath, 2021, p.10). In this way, each lamp becomes more than an object of illumination: it becomes a vessel of storytelling—one that embodies biophilic design by fostering emotional wellbeing and tracing a narrative of cultivation, care, and creation.
[bookmark: _Hlk197352609]The fading of pigments over time under exposure to light also contributes to a poetic sense of temporality within the object, inviting users to witness the natural passage of time through their interaction with the piece. This approach aligns with contemporary craft discourses that value impermanence, material intelligence, and ecological awareness in the design process.
[image: ]The development of my designs began with a series of initial sketches (Figure 24)
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Figure 26 

[image: C:\Masters\Year 3\5000 Word Report\Photoshop Photos\Initial prototypes.jpg]These initial drawings served as a conceptual foundation, allowing me to explore form, proportion, and spatial relationships. I then translated these sketches into small-scale prototypes using accessible materials such as paper and wood. (as shown in Figure 25)
Figure 27


This hands-on process of model-making enabled rapid testing and refinement, offering insights into structure, assembly, and the potential interaction between what eco-printed textiles could look like and three-dimensional lighting forms.






From this I started looking at established lighting designers. I was particularly inspired by the sculptural forms and organic curves in the work of Tom Raffield. (see figure 26)
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Figure 28 


His practice, rooted in biophilic principles, incorporates natural materials such as wood to create designs that feel both grounded and fluid. As Raffield notes, “having such a good understanding of the material and the process ensures there are no restrictions on creativity knowing that anything can be achieved is extraordinarily liberating” (Raffield, 2025, accessed via tomraffield.com). This perspective echoes my own approach, where deep material knowledge enables more intuitive, unrestricted exploration. 
[image: ]I then sketched a few designs out and started experimenting with paper. (Figure 29)

Figure 29 







I then developed more prototypes (figure 30). 

[image: ]Figure 30










This iterative making process was essential in refining both the structural and aesthetic qualities of the lighting designs. In particular the prototype shown in (figure 31) reflects hands-on experimentation revealing how materials behave under tension, illumination, and structural manipulation. For instance, early attempts to wrap eco-printed fabric around paper forms led to puckering and distortion, prompting a shift towards more pliable support structures like wood and flexible armatures.
[image: C:\Masters\Year 3\Sketches\IMG-20250325-WA0005.jpg]

Figure 28. 









Figure 31


These adjustments were not pre-planned but emerged through direct engagement with the materials.  As Korn (2005, p. 65) observes, “if they care to, a maker goes through a similar process of thinking with things to discover, embody and communicate a vision of what matters.” Also known as tacit Knowledge. The kind of knowing that is embodied and discovered through doing. Through this process, I developed an intuitive understanding of how fabric responds to light and form, allowing me to sculpt with increased confidence and sensitivity. The resulting pieces balance organic form, material honesty, and functional design each shaped by a learning-through-making approach that foregrounds both process and material intelligence.


[image: ]Raffield’s influence encouraged me to push beyond traditional textile applications on lamps shades and think sculpturally translating botanical imprints into three-dimensional forms that interact with light and space. This resulted in a series of lighting prototypes where curves, folds, and translucent layers mimic natural forms echoing petals, leaves, and flowing water while remaining rooted in sustainable, handmade processes (see figure 32). 
Figure 32


In doing so these forms not only reveal the nuanced detail of the botanical imprints when illuminated, but also evoke the meditative qualities of nature. In this way, the designs become more than functional lighting pieces; they are poetic objects that invite sensory engagement and foster a tactile connection to the natural world within interior environments. 






[image: ]This approach is particularly evident in figure 33 which introduced greater symmetry and balance. Figure 33


Its wider arcs create a floral-like silhouette that responds elegantly to the internal light source, allowing the eco-printed textiles to glow with a warm, organic luminosity. The form enhances both the visibility of the botanical imprints and the biophilic sensibility at the heart of the work.
I also became aware of the shadows cast on the wall by the prototypes, particularly as the lights swayed gently with movement. (see figure 30).  This subtle motion reminded me of the way dappled light shifts through trees or how shadows dance in the breeze of a forest. It evoked a strong sensory connection to nature and brought to mind the biophilic design principle of non-rhythmic sensory stimuli (NRSS). As Heath describes, “Non-rhythmic sensory stimuli are calming, gentle, non-threatening movements found in nature, such as a ripple on a pool of water” (Heath, 2021, p. 43). This effect added another dimension to the lighting pieces not only were they visually evocative and materially grounded in nature, but they also encouraged a moment of stillness and calm, enhancing the emotional resonance of the work.

[image: ]Figure 34. 


Testing Prototypes shown in (figure 34) represent a pivotal phase in developing an embodied understanding of how eco-printed textiles function within lighting design. This phase followed earlier developed prototypes in paper shifted towards integrating surface and illumination. The light and eco textiles highlighted their translucency, surface variation, and material tactility. 
Prototype D features a freestanding lamp with a softly curved eco-printed textile, supported by a wooden base. This early attempt revealed how the natural pigments and plant imprints come alive under light creating a sense of depth and movement.
Prototype F captures my experimentation with structure testing a flexible, hoop-based armature that could suspend the textile while maintaining its sculptural qualities. When lite up it didn’t make the impact, I expected it too as It was too flimsy against the metal. Prototype G continues this exploration, layering fabric in a simple cone-like form. Though rudimentary, it effectively demonstrated how layered surfaces could diffuse and bounce light, adding softness and dimension. 
Through hands-on testing and observation, I developed a deeper appreciation of how light interacts with surface an approach that aligns with thinking through making, where knowledge is formed through direct engagement with material, process, and form. 

5. Conclusion 
This body of work does not mark a conclusion, but rather a continuation an open-ended dialogue with material, process, and place. The MA has served as a critical moment of synthesis: drawing together seasonal rhythms, material experimentation, biophilic design, and light-sensitive practices to form a language of surfaces that are both tactile and temporal. Yet, much remains unresolved and necessarily so. The shifting nature of botanical pigments, their impermanence when exposed to light, and the unpredictable results of eco-printing all point toward a practice rooted in temporality, where surfaces act as quiet carriers of time and memory.
I hope these qualities invite users into a slower, more contemplative relationship with the objects, where fading is not failure but transformation. Light, central to both my making and outcomes, emerged not just as a visual enhancer, but as a conceptual thread connecting process and product. Everything I work with depends on light: to thrive, to leave a trace, or to be seen. Embracing this dependence, I began embedding light into the final designs themselves, blurring the boundary between natural process and finished object. This has opened up new territory for exploration where illumination becomes both a functional necessity and a poetic medium.
The cyclical, seasonal nature of my practice defined by when plant material is available, when weather permits outdoor work, and how pigments shift over time reinforces a slower, more mindful design ethos. As India Flint (2008) notes, eco-printing is an “ethical engagement with the land,” a process of care, attentiveness, and respect for natural cycles. My own work reveals the ebb and flow of activity tied to nature’s own rhythm, rather than industrial efficiency. This includes foraging, bundling, dyeing, drying, composing, lighting, and reflecting a diverse range of skills underpinned by tacit knowledge, learned through doing.
Looking ahead, I am particularly interested in developing how these pieces evolve over time both materially and experientially. The fading of plant pigments under light exposure could be embraced not as a technical limitation, but as a central design feature encouraging reflection on impermanence, presence, and ecological awareness. I also aim to explore interactive and immersive applications for my eco-printed textiles in spatial design contexts, where light, shadow, and movement can further animate the surface.
This work is the merger between a contemporary craft discourse that values slowness, material intelligence, and embodied knowledge and the functionality of lighting design.  It is a meditative, time-based practice where design emerges not from fixed plans, but from deep attention to process and place. In this way, the MA has not been a full stop, but a punctuation mark in a longer, unfolding sentence one that invites continued curiosity, making, and rethinking.
[image: ]Further exploration includes translating my eco-prints into wallpaper (Figure 42) and expanding the application of these patterns into larger-scale interior projects. 
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8. Appendix 
[image: ]In the context of natural dyeing and eco-printing, it is essential to acknowledge the various dye types that influence colourfastness and interaction with fibres. These include fugitive, substantive, adjective, and anthocyanin dyes—each behaving differently depending on the fabric, mordant, and processing method. To support my exploration, I compiled a table of contents drawn from key reference texts on natural dyeing, including works such as Botanical Dyes and others, which have informed both my theoretical understanding and practical experimentation.


Eco-Printing Process Summary (Paper-Based)
Mordant Preparation: To ensure plant pigments bind effectively, paper must be treated with a mordant. A 10% alum sulphate solution to the weight of the paper (i.e. 100grams of paper use 10grams of alum) added by dissolving it in hot water first and adding it into a larger bowl of water, so there is room for the paper absorb the water.
Paper Selection and Mordanting: 250gsm watercolour paper sheets are added into the bowl and soaked in the mordant solution for 20 minutes, turning occasionally for even absorption.
Plant Material Collection: Plant matter was sourced through foraging and from grown plants, fresh leaves and petals yield the best results but dried flowers can also.
Paper Preparation and Plant Arrangement: After mordanting, paper is wiped to a damp (not wet) state. Plant material is arranged on one half of the sheet (smooth side up), then folded over. The bundle is covered with a damp cloth ( a barrier cloth), pressed between tiles, and secured with clips or string.
Steaming and Finishing: The bundle is steamed for 20 minutes. Once cool enough to handle, it is carefully unwrapped and hung to dry naturally.[image: ]
 

Eco Printing Process (Fabric-Based either Cellulose or protein)
The following outlines the process I currently use to create botanical imprints on fibre. Both for cellulose (cotton, hemp, calico) and protein (Silk and wool)
Scouring the Fabric:
Fabric is first washed at 40°C with natural detergent or baking soda to remove any finishes that may inhibit dye uptake. An additional spin cycle removes excess moisture. 
Mordant Preparation and Application:
A mordant solution is prepared using 20% alum sulphate and 10% cream of tartar (relative to fabric weight when dried not wet) (i.e. 100grams of fabric you would need 20 grams of alum and 10grams of cream of tartar), This is then dissolved in hot water before diluting in a larger container. The cream of tartar helps the alum bind better to the fabric. 
The fabric is heated on a low boil in the solution for 1 hour, then left to soak for 12–24 hours, stirring occasionally for even absorption. After soaking, it is spin-dried to remove excess water.
Plant Material Collection:
Leaves, flowers are gathered from foraged or taken from home grown sources, selected based on the desired aesthetic outcome. When it comes to picking plant matter for fabric, I refer back to my table of contents on pg14. 
Fabric Preparation and Plant Arrangement:
The damp, mordanted fabric is wiped to remove excess moisture. Plant matter is arranged on one half (smooth side up), then the fabric is folded over and blanket fabric is wrapped around it. The bundle is either sandwiched between tiles and clipped or tightly rolled around a dowel and secured. 
Steaming and Finishing:
Bundles are steamed for 45–90 minutes, depending on how thick the fabric. Using a steamer. 
	Fabric 
	Time Dependent 

	Wool 
	90 Minutes 

	Habotai Silk 
	60 Minutes 

	Muslin
	45 Minutes 

	Calico 
	60 Minutes 

	Natural Cotton
	90 Minutes



Once finished take out of the pot, allow to cool. Then, the bundle is unwrapped, and the fabric is hung to dry naturally.
Using an Iron Mordant: Application on Paper and Fabric
The use of an iron mordant is a widely recognised technique in both eco-printing and natural dyeing, valued for its ability to alter and deepen the colour outcomes of plant-based pigments. The process for applying an iron mordant is consistent across both paper and fabric, with minor adjustments in handling. In this method, the material is either wrapped in an iron-infused cloth or comes into direct contact with the iron solution during printing.
To create the iron mordant, a mixture is prepared using equal parts water (50%) and white vinegar (50%), to which rusty nails or other iron objects are added. This solution is stored in a sealed jar and left to oxidise over a period of 2–3 weeks. Once matured, a cloth is soaked in the solution for approximately 24 hours. This iron-soaked cloth can then be wrapped around the prepared paper or fabric.
The iron mordant reacts chemically with the natural tannins and pigments in the plant matter, often intensifying the tones and producing deeper, more muted or darker hues. This reaction is especially effective when working with leaves high in tannins, such as eucalyptus or oak. The visual outcomes of this process are illustrated in the examples shown below.
[image: C:\Masters\Year 3\5000 Word Report\Photoshop Photos\Iron mordant.jpg]


[image: C:\Masters\Year 3\5000 Word Report\Photoshop Photos\Natural Dyeing.jpg]Natural Dyeing 

Natural dyeing follows the same initial steps as eco-printing (Scour and Mordant the Fabric)
Prepare the Plant Dye Bath: 
Measure out your plant matter to 50% of the fabric’s dry weight. (if your fabric weighs 100 grams, use 50 grams of plant material). Place the plant matter in a pan, cover it with water, and bring it to a boil.   Let it simmer for 1 hour, then allow the mixture to cool and steep overnight. (This extended soaking time helps to release and intensify the tannins and pigments.)

Dye the Fabric:
Place the mordanted fabric into the cooled dye bath. Slowly bring the pot to a low boil and simmer the fabric for 1 hour. After simmering, turn off the heat and allow the fabric to cool in the dye bath, then leave the fabric to soak overnight for deeper colour saturation.

Finishing:
Remove the fabric, rinse gently in cool water, and hang to dry in a shaded area to prevent fading.
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Portfolio of Textile Work and Eco Prints
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